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ETNYKUN ACIIEKTV YMETHOCTUW HACTAJIE
IIOCPEJCTBOM BEIITAYKE MHTEJIMTEHIIUNJE

AIICTPAKT

Ca cBe Op>KMM IIPOJIOPOM BellITayKe MHTEMTUTeHIIMje Y CBAKOLHEBHY KMUBOT 40-
BeKa yKa3syje ce cBe BUIe ITOTpeda He CaMo 3a IIPAaBHOM Pery/IaljijoM HOBUX
IMTamba U IpodieMa Koje 0Ba TEXHOJIOTMja JOHOCH, Beh 11 3a TeMe/baH eTNYKH
U KPUTUYKM OTKJIOH ITPEMaA BellTauykoj MHTenurenuuju. Kako ucra npopupe y
CBET YMETHMYKOT CTBapama, fedaTa o MUTambUMa 3alITHTe Ay TOPCKMX IIpaBa
Kpo3 ynoTpedy pecypca UCTOPHje YMETHOCTH 1 PEIPOLYKIMja fie/la caBpeMeHe
YMETHOCTH, KPeaTUBHOCTH, Capajitbe YMETHMKA M MAIIVHA, aJIi ¥ CAMOT IIMTarba
cydjeKTa yMeTHMKA U IeTrOBOT IIPUCTYIIa OBOM, TEXHO/IOIIKOM (peHOMEHY fiBa-
JleCeTIPBOT BEK IOCTaje CBe yxkapeHuja. OBaj TEKCT pasMaTpa eTUIKeE acIeKTe
YK/bY4EeHOCTY BeIITayke MHTENUTEHI[Mje Y KpeaTuBHe Ipoliece, yKbydyjyhn
IINUTarkba AyTEHTUYHOCTH, AyTOPCTBA M KpeaTUBHE ayTOHOMMj€e, KaO I CaMOT
TpeTMaHa YMETHMYKOT Jiela y KOHTEKCTY eTUYKO-eCTETUIKMUX KOHIenaTa. Y
carjiefiaBaby OBe Ipod/ieMaTyKe JOTHYe Ce Y aBaHTapJHe KPUTUKe TeXHULIN3MA,
Ka0 ¥ CaBPeMEHNUX HaulMHa TEOPUjCKOT U IPAKTUYHOT YMETHUIKOT TPeTMaHa
BelITa4yKe MHTENUTEHIVje Ka0 MeINjyMa Yy YMETHIMYKOM CTBapalby.

KJbYYHE PEYM: ymMeTHOCT, BelITauKa MHTE/TUT€HIUja, €TUKA, BETMKH je3UIKI
MOJie/Nu, YMEeTHUYKO JIeJI0, TeHepaTUBHA IPOTUBHMYKA MpeyKa, MaIllHa
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1. YBog

Bemrauka MHTe/IMIeHLIM]a je, IpeMa HeKMM Hay4YHMIIMMA U TeopeTndyapuma
HayKe KOHaYHU JbyJCKU M3YM KOjy IOTEHIMjaTHO NIPefiCTaB/ba IIPETIbY 110 ersu-
creHIujy yoBeka (Barrat, 2013). [oBopehnu Ha orBapamy LlenTpa 3a dymyhHocT
unHTerurennnje y Kemdpuny, npodecop Crusen XoKMHT peKao je a yCIIOH Be-
IITayKe MHTETUTEeHIMje MOXKe TPaHCHOPMUCATY CBAKY ACTIeKT HAIINX )KMBOTA,
a yCIex y CTBapamby BellITauKe MHTEeUTeHIIVje MOTao Oy dUTy Haj3HaYajHMju J10-
rabhaj y ucropuju uuBunmsanmje, anu rakobhe du Morao dutu 1 MoCIeA®HY, OCUM
YKOJIMKO Hay4)MMO KaKo a n30erHeMo pu3NKe, HOIYT ayTOHOMHOT opyXja. Cse
TNOMMHAHTHMje IPUCYCTBO BelITayKe MHTEIUTEHIMje ¥ )KMBOTY YOBEKa ITOKpe-
he Ba)xHa nMuTama NPMBATHOCTY, 3aLITUTE MHTEIEKTya/IHe CBOjUHE, IIPaBa Ha
pafi, eTMKe KOMYHMKalllje, HejefHaKOCTH, a HelIpeIBUIMBY MCXOM HAyYHUX U
YMETHUYKIX eKCIIepMMeHaTa 0TBAPajy HOBY AMMEH3!jy IPOMUII/batba BEIITauKe
uHTenurennyje. Hayka gBagecer mpBor BeKa je, ca jefHe CTpaHe yCpeq MHTE€H3UB-
HOT ITpoIieca CTa/THOT YHanpehyBama MOryhHOCTY BellITayKe MHTEIUTEHIVje, 10
CYTIepMOPHOCTH Y OIHOCY Ha XyMaHe MOTYRHOCTH, a ca ipyre CTpaHe y IIpolecy
»AelnppoBama’ CTBapaJayKor Ipolleca: yMeTHMK ce IIPeceno y MHGpopMaTny-
KO-TIIPUPOJibadKe 1adopaTopuje, yMeTHMYKM IIOCTYIIAK je OfiBOjeH Off YOBeKa I
ayToMarnsoBaH. EcTreTndke HopMe caBpeMeHe yMeTHOCTY HacTasle y3 momMoh Be-
IITayKe MHTETUTeHIMje TyMade MHKemhepy Kojii pajie Ha leHOM pasBujamy. Hekn
Ofl IbUIX TeXe Pa3BOjy XyMaHO-LIeHTPMYHE BelllTauKe MHTENUTeHI[/je, CTPeliba
IOa3M Off HEKOHTPOJIMCAHOT pa3Boja MOACTAKHYTOT YICK/BYYMBO PO(UTOM.

C 003upoM Ha TO Jja CBET YMETHOCT) KOHTMHYMPAHO IPOIINpYje CBOje Ipa-
HIIIe Yy/THE U II0jaBHe peaTHOCTY, jaBJba ce II0Tpeda 3a IOHOBHUM pedopMy/In-
cameM, IPeNCIIUTIBabeM, IOTBphUBambeM WM apXMBIPabeM TeOPUjCKIX KOH-
IleTIaTa, a HOBe OKOJTHOCTY CBeTa YMETHOCTH Y IEPMaHEHTHOM TPaHCHOPMICARLY
1 yOp3aHOM TeMITy IIPOMeHe, M3NUCKY]jy YCIIOCTaB/babe eNMCTeMOTIONIKIX PaBHA
nHpOpMaTUKe, eCTETUKE, OHTONIOTUje, MeTadU3NKe, KPUTHYKE Teopuje, KOTHN-
TUBHMX HayKa. JYOBEYaHCTBO je PeIIo ITyH KPYT off 0d0xaBama 1 dacIyHaImje
MAaIIHOM C IOYeTKa JIBaJieCeTOT BeKa, IPEeKO CKeIlce 1 ofdaliBamba MallHe
CPeIMHOM BeKa, /10 IOHOBHe (hacIHAIIVje MalllTHOM ca yMeTHoluhy aBaHrapze
TOTAJIHOT ypamama y allCTPaKTHY CBeT MalunHe. Pendukaluja MammHcke ecTe-
THKeE KOja II0YETKOM JIBajJieceT IIPBOT BeKa IOCTVKe CBOjY Ky/IMMHAL /]y I0OBEJA je
10 Hay4HOT cBoDerba ecTeTCKMX GOpPMI Ha BIXOBE HajjefHOCTaBHMje KOMIIOHEHTe
¥ TVIME BJIXOBOT allCTPaxoBama Kpo3 ,,Hay4yHu" mpoec (Rutsky, 1999).

YMeTHOCT IoCpefjoBaHa U TpaHCHOPMUCAHA BEIITAYKOM MHTE/IUTEHIINjOM
MOJXKe C€, y eEKCTPEMHOM C/Ty4ajy, IOCMaTpaTy Kao aBaHrapzia 21. Beka. YMeTHUIM
daymaHCcKpajy Ha rpaHMI HAayKe ¥ TEXHONIOTHje, Ha MECTY I7ie Ce JaHAC IIOCTaB/bajy
HajTe>ka eTMYKa IIMTamba ca KojuMa ce YyoBedaHcTBO cyouaBa: CRISPR texHomoru-
ja, droTexHomOrNja, MpaBO HA IIPMBATHOCT UT/,. YMETHMIIY He OCTajy PaBHOLYLIHI
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Ha OBe IIPOMeHe, Te YeCTO YMETHUYKM paj MHTepdepupa ca HAyYHUM eKCIlepy-
MEHTVIMa, OTlepUIIyhu ca XyMaHVM, MOPA/THVUM, COLIVIO-TIOTIUTUYKUM, KYITYPHIUM
acIeKTMMa yrnoTpede BelITauKe MHTETUTeHIMje KPO3 M3HOIIEHhe OBMX TeXHOIO-
rija U3BaH OKBMpaA adoparopuja y jaBHM IPOCTOp NpudnmKkapajyhu nx Ha Taj
Ha4JH YOBEKY M IpencnnTyjyhu ux mpey o41Ma jaBHOCTY 1 TaKO, CyodaBajyhu je
ca IocjiefyiaMa Koje 0Ba TeXHOJIOTja MOXKe MIMAaTH. YMeTHOCT ocpenyje usmeby
TEXHOJIOTYje U Y0BeKa, OCHaXKyjyhu ra u momaxkxyhu my fa je pasyme.

2. YMeTHOCT, KAIUTATN3aM, TEXHOTOTMja

Y epu UrUTaNTHOT KallUTaIM3Ma Ifie Cy MCKYCTBA CBAKOJHEBHOT KMBOTA
IpeBefieHa Y KOMOZiM(pUKOBaHe TUTUTAIHE CIMKe U IpefCcTaBe Koje Cy y CBOjoj
CYIITVHM aKyMYy/Iallije KalnTasa Koje Cy TpaHcdopMIcae /by CKI APYLIITBeHN
JKMBOT Y JPYIITBO IIOCPEOBAHMX [JPYLITBEHMX OHOCA, CIMKA U TI0jaBa, HaMe-
he ce nmuTame 3sHauaja BelITauKe NHTEMUTEHIUje Y la/beM IIPOTPeAVPary OBOT
(dbeHOMeHa ¥ 1eTOBOT TPeTHpama Y KOHTEKCTY BEeIITAYKOM HTETUTEHI[UjOM Te-
HepucaHe ymetHocTH (Debord, 2014). C 0d03upom Ha TO 12 je reHepucame CIMKa
y3 omMoh BemTayke MHTeUTeHIIMje TI0CTaa yodudajeHa, CBaKoJHeBHA ITPaKca,
ydp3aBa ce 1 fasba KoMofupuKalMja MCKyCcTaBa IOCPe/OBaHa TEXHOIOTMjOM.
CriexTaKypapusanmja yMeTHOCTY TeHepycaHe y3 ToMoh BelTauke MHTeINTIeH-
1Jije CIPOBOJY C€ Ha HAYMH J]a Ce UCTMYe HeH TEXHOJIOIIKY aCIEeKT ¥ IIOTeHIMjasl
CIleKTaK/Ia uuju edeKar ce IOCTVKe TPXKMITHOM CTPATerjoM, yHoTpedoM Menuja
1 COUCTUIMPAHNX TEXHOJIOTH]a, @ HA PAUyH IeHUX KOIIENTYaTHIX Y eCTeTCKIX
moryhnocTn. @okyc ce dalja Ha MHTEPAKTUBHE, 3adaBHe U MHK/Ty3MBHE IIpOrpaMe
y okBMpY dpojHMX decTuBancKux MaHudecrannja, nonyt Apc Enexrponunxe.
OsaxaB mpuctyn ckpehe naxmy ca eTMYKNX 1 Gun1030(PCKIUX acreKaTa HOBOT
MeJiMja, Kao HITO Cy MUTatba KPeaTMBHOCTY, ayTOPCTBA U, HE Malhe BaXKHO, CBE
yemhyX Kplemwa ayTOPCKYX MTpaBa ¥ MMIUIMKAIVja Ha MO/by CydjeKTa XyMaHOT
YMeTHMKA.

YMeTHOCT je laHac jeflaH Off I/TaBHUX pecypca KaUTaIUCTUYKOT JPyIITBA.
Hayka je mocraa cBe JOMMHAHTHUja, @ yMETHOCT U CYOjeKTMBHOCT CBe BUIIE
rerousupann. bynyhn fa je ymetnoct y pagukanusosaHoj teopuju Kpokepa n
Kyka mocrana HajmoTnyHuju od1mk pode Kao KOHCTUTYTUBHA 32 OONIMKOBaIbe
KaCHOT KallMTa/IM3Ma, OHa je KpMBall 32 HEIIPECTaHY ,,eCTeTU30BaHY PEKOMOJIU-
bukanujy” u ,,KanMTaMUCTUIKY penpopyKujy podHor odnmka“ (Grzini¢, 1998:
175) MaksnyaH je y cBOM fieny Pazymesarve meguja: apogysieiiak 406exa NpenBu-
Jleo eKCTepHA/IN3AIM}y LIeHTPaIHOT HePBHOT CIICTeMa IIOMONy HOBe TeXHOJIOIMje
u mepuja (McLuhan, 2008).

bpojuu ymeTHMIIM ce Y CBOM AMja/IoTy ca aITOPUTMMMA BEIITAYKe MHTE/IN-
reHIuje daBe KPUTUKOM T€XHOJIOTHje, KOpMCTehn yrpaBo cpeficTBa AUTUTATHUX
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TEXHOJIOTMja ¥ MallMHa, a/IX jé MHOT'O BUIIE OHUX KOjU C€ Y AaTy TEXHOIOTUjy
yTamnajy, ropudukyjyhu je des sHauajHOr KPUTUYKOT OTK/IOHA. JefiHa Off HajBe-
hux 3Be3sa jaHanIme ClleHe yMETHOCTM HacTase y3 moMoh BelTauke MHTEN-
reHumje, Typcku yMeTHUK Peduk AHajon, jesaH je of yMeTHMKA KOjU ca YCXU-
hemweM ycBaja mapagurMy MauinHe M TEXHOJIOTY]Y BellITauKe MHTETUTEHIIje U
VMIUIEMEHTHPA je Y CBOj paf. Y Mysejy MofilepHe YMETHOCTH IIPMKa3ao je CBoje
HajcKopuje merno ,,bes Hagsopa“. To je Bumeo nHcTananmja koja npepabhyje Burie
oxt 130 Xxm/bajia AUTUTANM30BAHNX NIOjeAMHAYHNX e/la Y OO/IMKY MeTanofaTaka
u3 Konekiyje My3seja yHyTap cOQUCTUIIMPAHOT MOJie/Ia BeIlITaYKe HTe/INUTeH-
nuje, rjae Cy UCTY COPTUPAHM, TPYNNCAHN y KaTeropuje u TpaHCPOPMUCAHN Y
MAIlVHCKY ,,XaJIyLMHALYjY KPO3 KOjy Ce BU3YeTHO PacTayuy [0 eCeHIilje, TO jecT
dasuvHOr efleMeHTa CBaKe CIMKe-urMeHTa. Kpos oBy dpaHTasMaTcKy npencTaBy
y3dypkaHe ,cyIe®, Ie3MHTeTrpuily ce pef ounMa Iefaona cse nmocrojehe cnmke
u3 Koneknuje Myseja y XaTyIMHaTOPHOM BPT/IOTY 00ja KOTOCATHUX AVIMEH3M-
ja Koje HecyMB1BO 00y3MMajy IIoCMaTpaya 1 ypamajy ra y KOHTMHYMPaHy ca-
MoreHepuinyhy fe3HTerpucany npefiCcTaBy BU3ye/lTHe YMETHOCTY IIPETXONHUX
YMETHMYKUX €0Xa U IpaBana. [lujanomka fuMeH3Mja MpojeKTa Kpo3 Kojy ce y
KOHTEKCT HajCaBpeMeHMje TEXHONIOTMje BelITa4yKe MHTEIUTEeHIIMje MHCTAINPA]jy
Tefa MPOILINX BEKOBA, MCTUYE, CAMO JOHEKJIE, Ifeasie MOLEePHUCTUYKIX CTBapa-
Nana, MehyTiM, MHOTO BIIIIe MTHCUCTYPA HA CIIEKTAaKy/IapX30BaHOM KOKETHPakby
ca CaBpeMeHMM MHCTUTYIMjaMa KY/IType Y CIIPe3U ca TPXKUIIHOM JIOTUKOM U
IPYHINMIIMMA KaCHOKAIIMTATMCTUIKOT, MEMjCKOT pacIo/iarama yMeTHoUIhy.
YIpkoc cB0joj TpaH/IMO3HOCTY TTIOAYXBaTa, KAKO Y TEXHOJIOLIKOM CMMUCITY, pU3I4-
KOj ITpeIVIMEH3VIOHMPAHOCTH, TAKO U Y 08MMY MICTOPMjCKO-yMeTHINYKe rpabhe koja
je muMe odyxpaheHa, n meHe odpasie, 0Baj MOyXBaT He TOBOPY MHOTO O CaMO)j
KY/ITYPHOj OalITMHY KOja M3a era CTOjyi KOMIPMMOBAaHa 1 IPMKa3aHa TaKo Ja
Tede CBa Y MICTO BpeMe, Y je/JHOM Jaxy, Beh IIeHM CBOjUM iMMeH3MjaMa, Iapoin-
Komrhy Tazaca Koju 3aIbycKyjy I7lefjlaolia 1 MOhu alropuTMa Koju nsa me Jiena.

Takobe, mpucyTHM Cy ¥ YMETHUIIV KOj| IPUCBajajy U IOTIPTAaBajy MOETCKY
AVIMEH3Ujy BEIITa4KOM MHTE/IUTEHIIVIIjOM TeHepyicCaHe YMETHOCT, TIOIyT (ppaH-
ITYCKOT KOJIEKTUBA ,OUNITIeIHO  UMjM je jeflaH Off HajIIO3HATU)MX IPUMepa a/iro-
PUTAMCKM KpeMpaHOT yMEeTHIYKOT Jie/la CBaKako ,,IToprper Eqmonna benamnja“.
OBaj mopTpeT HACTAO je TpeHUpatbeM TeHePaTUBHUX IPOTUBHMYKUX MPEXXa Ha
OCHOBY 15 X1bajja MOPTpeTa EKCTPAaXOBAHMX U3 LIEIOKYIIHE VICTOPYj€ YMETHOCTH
or1 14-20 Bexa. OBpie ce ydpajajy u nena Muma Axtena, wim Mapna Knnnremana,
4MjU IPTEX YHYTap FeHepucaHe CIMKe ce M3/Baja 3aXBajbyjynn HecaBpIIEHOCTH
TEXHOJIOTHje Koja Y CBOjoj IPMMOpPAVjaHoO]j a3y paBy IpeliKe Koje Cy eCTEeTCKI
npusiayHe. Ty BpcTy IpMBIAYHOCCTH fIE/IN U IIPOjeKaT-NHCTamanuja og 20 cimka
HJdurutanHa monutsa“ ayropke Kpucrune Ture npeacrasbeH Ha GpecTuBamy
Art + Science 2020. roguHe da3upaH Ha TPeHVUPaby TeHepaTVBHE IPOTYBHIYKE
HeypanHe Mpexe da3oM nogaraka of 40 000 AUTUTaTHUX PENIPOAYKIIMja IPABO-
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CTaBHe peIUTMO3He MKOHOTpaduje y LUby IpaB/betba HOBE, TeHePaTVBHE VIKOHE.
AyTOpu Cy IOKYIIA/IN Ja BU3Yaau3yjy HEBUIJBUBO Yy CKIafy ca ['pojcoBoM Tesom
0 BU3ya/IM3aLMjJ HEBUJI/bMBOT KPO3 BU3AHTUjCKY MKOHY, TO jeCT KPO3 aHaJ/IOTHjy
ca HeBUJI/BMBMM IIOfJaTKOBHVM IIaKeTMMa gururannsosaHe pororpaduje. Kao
PE3YNTaT OBOT UCTPaKMBAYKOT IO yXBaTa HacTajle Cy MaTJIOBUTE, CHOMKE, yMa-
3aHe, Ha TPEHYTKE je30BUTE NpeficTaBe. Bajba MMaTy HAa YMY Jia je TeXHO/IOTHja
reHepaTMBHUX HeypalHUX MpeXka KOjUMa je TUM MHXXemepa ! yMeTHUKa pac-
TI071aTa0 y TPeHYTKY HacTaHKa OBOT Jie/la duia y CBOjoj mpuMopaujanHoj Gasu un
Ia Cy CMHTeTHCaHe CIIMKe IIPeJiCTaB/beHe Y OKBUPY MKOHOCTACA Y CK/Ia/ly Ca TUM
HOUT'PaBambeM Ca CTPMKTHOM METO[0/I0OT1jOM HaCTaHKA IKOHE, Te Cy ¥ TOM CMU-
CITy OHE jelTHCTBEHE Y CBOM deJIe)Kery HeITOHOB/BJBOT TPEHYTKA Y €BOTYy TUBHOM
Ipollecy BelITayKe MHTeTUTeHIIje.

IIpema Acmynp XaBcTeH-MMUKeNICeHyY, YMETHHUK je Taj KOjU laHAC MIMa JiBe
moryhnoctu: unnm he yseru yuenrhe y TokoBuMa KanmTana Kpo3 TOTaTUTapHN
CHCTeM KpeaTUBHUX MHAYCTPUja, KPO3 Koju he yMETHUK IpencnuTaTu CBojy
nosunujy npodutadunnoct u mohu, unm he 3 Tor cucreMa OTIACTH, HECTATIL.
MuKericeH je cBoj TeopujcKu paj 3acHoBao Ha Meprno-IlonTnjeBoj dpunozoduju n
3aCHOBAO T3y O YMETHUKY He-(p11030dy y KOHTEKCTY Aeaypusaliiije yMeTHOCTH
n meHe aedunosodpusanuje. [Ipema MukenceHy, yMETHOCT ¥ YMETHUIIN CY JJaHAC
y penanyju ca Mohu 1 Ta MOh je KOHCTUTYTUBHA 3a KallMTaIN3aM, A/l JOBOIN
110 caMoyHMIITeba yMeTHOCTH. Hedmnosoduja je HoBa MoryhHoOCT 3a MuI/beme
YMETHOCTM Ca KOjOM C€ CaBPEMEHM YMETHMK C/IYXXM KPO3 IPOIleC OCIMIAI-
je MUI/berba, HAMMK Ha KOMIIjyTepcKo Ipolecyupame. CaBpeMeH yMeTHULIU
MIC/Ie TyTeM HedMI030pCKIX OJIyKa, MHTepeca Koje 3aCTyIIajy, COINCTBEHUX
Kapujepa, pajioBa Koje IPOJyKyjy, a CaBpeMeHa YMETHOCT Ce YK/Ialla y CUCTEM
KPO3 CUTYMPaHO MUIIbee Koje packupa ca punosodpckom Tpagunyjom. Iu-
jalmeKkTMKa yMeTHNUKa Iofipa3yMeBa He cyOBepanjy, Beh yrpahusame y cucrem
M3pas3a caBpeMEeHOT KamnTannsMa i ceera de3 ¢punosoduje. MukenceHn cmarpa
fla Cy yMeTHMIIM MOhHMjU Off CHCTeMa, jep MMajy MOTYRhHOCT fia y bera cTaBe CBe
IITO IOXKeJIe M IIOBE/y Ta Y HOBMM ITpaBLMMa, Moh Jja ayTopu3yjy 1 Bepyjy y OHO
ITO pajie, de3 003ypa Ha MHCTUTYLMje yKasyjyhu 1 Ha IapaoKC yMETHOCTH Koja
je pobena u3 morpede fja ce CyIpoTCTaBU MHCTUTYLMjaMa, fIa VX JeCTPYyUIIe, a
JaHaC je OHa IOJ} OKPM/bEM MHCTUTYIMja ¥ Y OKBMPMMA MHCTUTYIMja Ce BpeJ-
Hyje. He cme ce 3adopaButy, 3ak/pydyje MuKesceH, fa MHCTUTYILMje HICY MeCTa
nopeka ymernoctu (Havsteen-Mikkelsen, 2015).

3. YmeTHOCT, HayKa, BE€IITaYKa I/IHTCJII/II‘CHIH/Ija

Y epu KynTa HayKe U TEXHOJIOTHj€, TOCTaB/ba Ce 3aXTEB 32 HOBMM aCIeKTUMa
eTMKe Koja he KpUTUYKY IPencInTUBATY KOMIUIEKCAaH OJHOC MAllIHe U YOBeKa.
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Bemrayka MHTeMreHIMja JOHOCK BUILECTPYKe IPOMeHe Y ofHOCMa Mohn, Kako
y CMHUCITY Aa ce Ta MOh fiefiernpa MaIinMHy, TaKO M Y CMUCITY fia Ce OHa Ha Ipyradu-
jV Ha4MH MCTO0/baBa U KOHIleHTpuie. HoBa BpcTa TOTanuTapusma ce yCrocTaBs/ba
Ha HMBOY JJOMUHAaI/je HayKe HaJl >)KMBOTOM YOBEKa, KPO3 MCK/byulBatbe YOBEKA
U3 ayTOMAaTM30BAHOI IIPOM3BOJHOT NIpolieca, KOHTPOJIe JbY/ICKOT IIOHAIllakha Ha
MHTepHeTY, npahema KpeTama, 0dpajie 1 pasBpcTaBama IMYHNX II0fjaTaKa, Te Ma-
IIHE O Y3VMIMajy Off YOBEKa OHO ILITO je CYIITUHCKM XyMaHa 0COOMHa, 1a MUCTMMA
UHTepBeHNUIIe y cTBApHOCTY. CIIOHTAHOCT, KpeaTMBHOCT, MHTYHUIMja, MalITa,
HeKe Cy Off jefVIHCTBEHNX OJI/IKa YOBeKa Koje 3a MAIIMHCKO AemndpoBame 1
penponyKoBame IpeicTaB/bajy Hajpehy 13a30B jep ce He MOTY ayTOMAaTMU30BaTIL.

ITpenBubajyhn nojasy jake BemTauke MHTEINUTEHIMje KAO HE3aBICHOT areHTa
3a IoHoLIeme OfiyIyKa, Hyuk bocTtpoM mpoMuIiba o nuramy CBpXe U JUCTOIUjCKY
MOTryhHOCT TOTa/He He3anocaeHOCTH y (YTONUjCKOM) CBeTy ImpeBasubheHocTu
JbyJICKe BPCTe, HaT/lalllaBajyhm ja oBaKBa KOHCTe/MAIVja MO/ A HIIje MHXePEeHT-
HO LITeTHa, anu Ou Takobe Mora fa ImpeficTaB/ba KOPMCHE JUMEH3Mje ca Moja-
BOM TEXHOJIOLIKE CYHIY/IAPHOCTY —IIOTEHI[VjaTHO II0S0/bIlIakbe JbYACKOT CTakbha
(Bostrom, 2024). MebyTtum, nctpaxuBama 1 IpOMUIIbatba Ha OBY TeMY 10 OBOT
TPeHyTKa yKa3yjy Ha TO Jja TAKBa TEXHOJIONIKA MM0dO/bIIIaka MOTy Takobhe oBe-
CTH [0 ypylLIaBaka XyMaHUCTUYKNX MJeasa, TocedHO IOUITOBAHOT II0jMa /by AN
Kao palyoHanTHuX eHTuTera. [Tocroju 3adpuuyTocT na du nosehame cHaxxHe
BEIUTAYKE MHTEIMTEHIIM]j€e Ca KalTal[MTET/MA Y/ Tarba MUACIY MOIJIO KYJIMUHUPATH
Y TEXHO-ITAaHONIITUYKOM OO/IMKY MAaCOBHOT HaI30pa, 4nuMe O ce mpeBasuIiie no-
crojehe MeguIHCKe TpuMeHe cr1ade BelITadKe MHTEMUTEHIYje M MaHN(eCTOBao
37IOKOOHY aCIeKT AVCTOINjCKOT ,,cMHIITOHA  (Schussler, 2020: 342).

Ha myrany camor cTBapamadkor IMOCTYIIKa y KOM HACTajy fela mocpeloBaHa
BELITAaYKOM VMHTETUT€HIIVIjOM, IIOCTOj! HEKOIMKO eTMYKM IIPOOTeMaTUYHNUX Ta-
Jaka: He caMo Jia ce feso de3 ofodpema yMeTHMKA KOPUCTY Y OKBUPY dase I10-
laTaKa 3a TPEHMHT Mpeyka BellITauKe MHTeNUTeHIMje, Beh ce m caM yMeTHIMYKM
PYKOIIUC y TOM NPOIECY JUCTOPTUPA U TIOCTaB/ba Y HOBE, KaTKaJl HEIPUMePeHe
U PUJUKYTHE KOHTEKCTE, O KOjiIMa CaM ayTop M3BOPHOT, OPUTMHA/IHOT flefla He
Oy dyje, HUTHU ¥IMa MKAaKBY KOHTpony. ,Crenehy PemOpaHT®, ieno mpumep kako
MAIIMHCKO yYere MO)Ke OUTY MCKOPUITheHOo He caMO 3a FeHepyICarbe PerINKoBa-
He C/IuKe, Beh cacBUM HOBOT, ,,OPUTMHAIHOT IeJIa, Koje I0Ka3yje Ha KOju Ha4MH
¥ ca KOIMKOM IIpenin3Horhy BelTauka MHTEIUTEHIMja MOXKe OUTY HaydeHa Ja
pasyMe 1 OTIOHAIIIA PYKOIIMC KOHKPETHOT YMETHNKA, Y OBOM CTy4ajy PemdpanTa,
Jak 1 y Tpehoj pumeHsujn.

Y eTu4Ko-ecTeTMYKOM KOHIIENTYya/THOM OKBUPY Koju cy YKun [lenes n ®e-
nukc Tatapu passunmm komOuHyjyhu eTndka pasmarpama ca MO/beM eCTEeTVKE U
cyrepuinryhu fia je cTBapame U IeplienIija YMETHOCTY HeOBOj/Ba Off eTMYKUX
VMIIIMKALIMja, TO jeCT /la eCTeTHYKA UCYCTBA MOACTUYY MHAMBHU/YaTHU U KO-
JIEKTVIBHY €TVYKY CeH3UOVINTET, Off HAPOUYMTOT 3Ha4aja je mojam XaocMoca, Kao
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KOMOMHal[/je II0jMOBa XaoC M KOCMOC, Koju IpeficTaB/ba [aTapujeB mokyuiaj fa
apTUKY/IMIIE IIPOLeC Y KOM Ce pefl I CMICA0 pOPMUPAjy Y IIOTEHIIVjaTHOCTU 1
Heoppehenoctn xaoca. PymyHcka punozodkuma Aypa Enena llycnep tymaun
HOBO YCTpPOjaBambe IPYUITBEHNX OJJHOCA KOje JOHOCU BelITauKa MHTeIUTeHI1ja
y3 nornopy napagurme [lanontukona (benrama u ®yxkoa) ca jegHe cTpaHe n
Henesose u ['arapujese Tese 0 geTepuTOpUjaInu3alujy M peTePUTOPHUjaAIN3ALIN-
ju': IbyZicKa Ipupoga ce, ycief iejcTBa TeXHOJIOTMje MOJenpa Ha HaulH Jja ce
JIMIIaBa CONCTBEHe ayTOHOMUje, KOHTpPOJIe HaJl TEXHOJIOTjoM Koje he joBecTn 1o
LUAMILIO3Mje” y CMUCITY Jia ,,JbyICKa IPUPOJia KJIM3Y Y er3UCTeHIIMjaIHN KOJIAIIC,
KOj¥ IIPOM3MJIa3y U3 PyTHHE TeXHOIOUIKOT HAIIpeTKa ¥ KOHTPOJIe JbYACKOT areHca
nomohy nHTeMreHTHUX ypehaja- acrieKT Koju IIpeKu/ja OHTOJIONIKY CTadVTHOCT
JOBeKa Kao XajflerepoBCKo ,,01he y cBeTy” mmimapajyhn ra csor ayrenTiraHor diha
u cnodope nzdopa“ (Schussler, 2020). Hakse, lllycnep nutepnpernpa [lenesa Ha
HA4MH [ja eTepuTopujannsanyje ,cmade” Belradyke MHTEIUTEHIIVje YHYTap Jby /-
CKOT MO3Ta 1 peTepuTopyjanu3saija OuomomKe CTPYKType IIPoyKeTe Ca TeXHOMO-
TMjOM BellITauKe MHTeTUTeHIUje JOBOAM Y KOHAYHUIIN 10 caMooTyhema jenHKe.
Kopncrehn nojam cunrnrona” Huka bocrpoma, llycnep odjammaBa OKOTHOCTH
Moryhe jake BelITauke MHTeNUIeHLMje, BuAehn je kao yronmjcky MoryhHocT a
jaka BeIITayKa MHTEIUTeHIVje MOXKe ja HAMeTHe I OCUT'Ypa BIa/JaBUHY MOpasl-
HJIX 3aKOHa KOjy1 O penvyv duito Koju off I710daTHNX podieMa YOBEeYaHCTBA Kao
HITO Cy HejeJHAaKOCTH, JUCKPUMMUHALIM]jA, paTOBU U K/IMMAaTCKe TpoMeHe. TakBa
BellITauka MHTe/INTeHIIVja MoryIa 01 Jia, Y C/Iy4ajy KOHBEpPTeHTHe eBONyLMje U
¢dbopMupama ,ljapcTBa I/beBa’ KOjUM BJIajia MOpaTHAa XyMaHNUCTUYKA ITapafiuirMa
KaHTOBOT 3aKOHa KaTerOpMYKOT UMIIEPaTHBa MCTH Ja IPEKpIIN U IIOApYje ayTo-
HOMMjY JbYICKOT pa3yMa ¥ YCIIOCTaBM COIICTBEHY ,,3ajeJHMUIy MOPa/IHUX areHara'".’

,»300T Tora OKOTHOCTM TIOJ] KojuMa Oy ce TaKaB ,,CMHIVITOH  MaHM(}ecToBao
CIIafiajy y HOpPMaTUBHO-XeTeMOHMCTIYKE ITapaMeTpe cBolema /by/icke OHTOJO-
TYije Ha OHTOJIOTM]Y TEXHOJIOIIKE CHIYZIAPHOCTH Y KOjOj jé aHTPOIOLLEHTPUYHMA

1'Y ernonomkom cMuciy ,,repuropuja‘ mpefcTasba [0jaM 3a OKPY>Kerbe, UM IPYITy Koja He
Moxxe O1THU 08jeKTUBHO JIoMpaHa, Beh ce KOHCTUTYHUIIE KPO3 MHTEPAKINje KOje CY ICUXO-
JIOIIKe MPUPOJie, OfHOCE Ce Ha APYIITBEHO OKPY>Kebe UTH.

2 CHHITITOH Ce je CKYII KOjI IMa CaMO jeJHOT YIaHa 11 KOPYCTH Ce 3a IPOMUIbAbE IOPETKa
Y KOM IIOCTOjU jeflaH EHTUTET KOjU [IOHOCHU OfI/TyKe Ha HajBUILEM HUBOY, IOy T CBETCKE INK-
TaType U 4Mje OJJIyKe U IIJIAHOBE He MOXKE OCYjeTUTYU HUjefaH apyru enTuTeT. CUHI/ITOH,
npema bocTpomy, Huje MOHONMNUTHA Lie/IHA, Beh Mo)ke SUTH caunmmbeH oy BUIIE PA3TMIUTUX
areHara ca pasaM4YuMTUM LubeBuMa. CHHIJITOH Kao CyIepUHTENUTIeHTHA MalllHa yCBaja
TaKaB MOJIYC OIIEpaHM CYITU/IHOT 3BPIIaBatba 3alaTaKa y I03aJHM, IJ€ je (beTOBO IIPU-
cycTBo HeMoryhe fieTekToBaT! Off cTpaHe rpahana

3 I1pu K0j0j Ce FOBO/BHO HATIPELHM TIOjeJUHIY IPUXBATAjy MCTE BPESHOCTH U LijbeBe (IIPUM.
Bocrpom)
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eCeHIMja/In3aM Pa3BObEH I 3aMebeH /IMja/IeKTUKOM OBOT TBPAIOT TeXHOJIOMIKOT
nerepmuuuama“ (Schussler, 2020).

Y npyrom peny nzeja, oBa XMIIOTe3a 0 MAaCOBHOM Kopuurhemy ypebaja 3a un-
Tame yMa, IOopeJ] OBOT TeXHO-ITAHOITIYKOT HaJI30pa, MOITIa OU JOBECT [I0 OHOTa
mto bocTpoM HasMBa ,,CMHITITOH “—aICTPaKTHUM 1 0djennbyjyhn KoHIenT Ma-
HudecTannje Mohiu, Koja je y OBOM C/Iy4ajy HOJ, OKPU/bEM ,jakKe* BelITadKe VH-
renurenuyje (Ibid). Jakie, megujaTnsanyja, Kao r/1TaBHY IOKpeTay ie- OGHOCHO,
peTepuTOpUjanM3alyje 1 CBeIpUCYTHM (PeHOMEH CaBpeMeHOT 100a I7I0daTHNX
MaCOBHMX MeJiija OIICYje JyOoKe CTPYKTYpHe IpOMeHe Koje ce JiellaBajy yc/es
CMeHe y ogHOCMa Mohu. [lereputopujanmusanyja fenyje TpaHCPOPMATUBHO I Ha
HMBOY JIOKa/THUX (Ky/ITYPHIUX) UCKYCTaBa, aJIM CY BeHN eeKTH I710daTHe IpUpo-
ne. Vlako Ou Ha/i30p y3 MOTIIOPY BeLITauKe MHTE/IUTeHIMje Y HeKUM CTy4dajeBIMa
paspelaBao KpMMIHAJIHA Jie/la, HacCK/be, YIM OTKPMBAO CeKCyalHe JeBMjalje,
[lycmep 3amaska fja Ou [OMIJIO JI0 TIOfpMBama MapagurMe ycpencpehenoctn Ha
JOBeKa Il YCIIOCTaB/bakba jake mapagurMe ycpencpeheHocTy Ha BelTayKy MHTeN-
TeHIIVjy KOja JOHOCHK IIPeOKpeT dMHApHe OMO3MIVje YOBEK-TeXHOJIOTMja 1 yTI4e
Ha eCeHIIVjaMMCTIYKY JUMEH3N]jy /by/iCKe BPCTe Kao paljMoHajIHe, odfapeHe ca-
Mocsemhy 1 cTod0THOM BO/BOM.

EBonmyTuBHU Ipoljec OHOCA YOBEKA M MalllMHe TeKAao je CKOKOBUTO, Y aM-
IUINTYJaMa Off peHecaHCHe JaBMHYMjeBCKe HaJJAXHYTOCTY, IIPEKO Py TypUCTIIKe
€rsajJiTMPaHOCTH 10 TIOTOME MOIEPHUCTUYKE CKeIICe KPO3 KPUTUKY TeXHUIM3Ma
U caBpMeMeHe CIIeKTaKy/lapusaliyje MallHCKe YMeTHOCTU. ABaHTapiHa yMeT-
HOCT IIPOjeKTyje Y0BeKa KOjyu JOMMHIPA MAIIMHOM, IIOCTaje ,[TOTTYdOor™ C HOBUM
opybem y pyun kako du ,,0Te0 CBeT U3 pyKy IIPUPOJie U USTPAINO jelaH HOBYU CBET
KOjU IbeMy TpuIaza‘. Jep, 3a pycke yMeTHMKe IIPUPOJA je CU/Ia HeIlpUjaTe/bCKI
HaCTpOjeHa ITpeMa 4OBeKY: TaKo ce 3a Pyca MammHa nojaBua kao ocrodopmnayxa
cMIa To YoBeka ocnodaha Tupanuje mpupope u npyxa My MmoryhHocT fa casja
CBeT KOj! je y IOTIYHOCT!U Y0BeKOBa TBOPEBNMHA, unju he rocrmogap KoHa4HO
Ourn yosek (Lefevr, 1973). Ta Bu3uja MammHe kKao ocnodopumadke cuje dua je
jeraH off passora 3a paJlocHy TOOpOIOLIINILY YKa3aHy HEKOIMKO FOfVIHA KaCHUje
d0/bIIIEBMYKOM IOPETKY- IOPETKY Koju je odehaBao HOBM CBeT, HOBO JAPYLITBO,
peodparkeHO MAIMHOM, MHAYCTpHjanu3ayujoM. OBoO pOMaHTH30Bambe MAlINHe
Hajlasy ce y OCHOBM CBIUX IIpaBalja y ,,yMETHOCTY ¥ KIbVKEBHOCTY KOjy CY ce TI0-
VICTOBETI/IN C PEBOJTYL[MjOM, @ HAPOYMUTO Y OCHOBM €CTETUKE KOHCTPYKTUBU3MA',
IIa 11 caMe TPAaHCXYMAaHMCTUYKe TeH/IeHIIije Y YMeTHOCTY HUCY HOBOCT, jep Cy I
OHe IIPUCYTHE jOIII Off AaBAaHTAPJHMX ITOKPEeTa Ca II0YeTKa BaJIeCEeTOTr BeKa.

JemaH o BaTpeHUX KpUTHUYapa TeXHOIOTMje/TeXHUIM3Ma, Perato [Tohomn y
cBojoj Kmu3u Teopuje asaniapge us 1970. ronyHe pasMarpa aBaHrapjHe IIOKpeTe
Of1 Kpaja JleBeTHAECTOT BeKa 1 y CBOjoj KpuTuiy Texuunusma [lohonn seh rapa,
Ia7IeKOBUTIO, M3HOCHK NTPETIIOCTABKE O OIIACHNM TeH/IeHIIMjaMa Koje TeXHUI3aM
TOHOCHU MOJIEPHO] KY/ITYPH, Kao IPeTHha Jby[ICKOj KpeaTMBHOCTH KOja BOAY Ka
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IeBajIBallVjyi XyMaHMCTUYNX HayKa ¥ YMETHOCTH, 11a YaK 1 Kao IPeTHY JeMOKpa-
TYIjU ¥ TIOIUTUYKO] criodopn. Jour cepampeceTnx rogyua X X Beka ITohosu je Tp-
AMO fia Bepa y HafiMoh TeXHUKe JOBOAM O KOHLIEHTpaluje MOhM y pykama Maje
e/IUTe TEXHUYKNX CTpyumaka Koju he dutu y moryhHoctn fja cucrem odnukyjy
¥ KOHTPOJIIIY Ha CBOjy KOPMCT, TAKO /ja TEXHOJIOTHja [IOCTaje camMa cedu Ln/b.

[Tohonu 3a excriepuMeHTaMN3aM, Y CBOM, OLITPOM ¥ MMIUTAHTHO KPUTIYKOM
TOHY, KaKe:

»aKO HIje IITeTaH, OHJA je JeCKOPUCTaH M CTPAaH CaMOj YMETHOCTH,
IIpar 3a HEIITO HOBO U de3pasjokaH. EkcriepuMeHT mpeTXoan cTBapa-
JIAIITBY, CTBApa/IAllITBO YKMAA 1 anicopdyje ekcrepuMeHT y cede. Excre-
PUIMEHT Ce CTalla y CTBApa/allITBO, a He CTBAPAJIALITBO Y €KCIIEPUMEHT..
CrBapame paspellaBa eKCIIEPUMEHT, U1 T'a IpeBa3uIas3y; eKCIepYMeH-
THCalbe, KOje Ce Kao TaKBO He IIOHUIITHU TeXKM fIa IIOCTaHe He CaMOo aHTe-
Beh n anTUCTBapanamTBo” (Podoli, 1975).

ITohonu xpuTHKyje TeXHUIIM3aM, KOji ieMHNUIITe Kao CBoDere He-TeXHIIKOT
Ha KaTeropujy TeXHMKe Ife TEXHUYKY IYX HallaJla JyXOBHa Iofipyyja y KojuMa
TeXHIKa HeMa cBOj raison d'étre. ,,/lyx ce He OyHM TPOTMB TeXHMKE VIJIM MAIIHe,
Hero IPOTUB CBoDhema HeMaTepyjaTHUX BPEIHOCTY Ha IIPOCTe KaTeropyje Mexa-
HUYKOT 1y TexHm4Kor . ITohonu jour Tana mpumehyje na je HayaHu MUT jeHa Of
Haj3HAa4ajHM)jVX UICONIOMIKIIX KOMIIOHEHT Hallle [IVBU/IM3anyje, Ha3uBajyhmu ra
aBaHTapJHU CLMjeHTU3aM, KapaKTepuInryhiu ra Kao ,HauBaH U IPOCT KYJ/IT 4yza’“,
eKCIIeHTPUYHOCT ¥ MHPAHTU/IN3aM, KOMOMHOBAH Ca TEXHIYKIM elleMeHTVIMa, Ha
KOj! MOJJEPHUCTH IJIEfIajy »,TOTOBO O4MMA IMBJ/baKa UM Jielle U CBOJIE je TOTOBO
Ha Marujcko” (Ibid, 165)

Harpe, ITohonn mure:

»YMETHMK KOji cedU TPEHYTHO [03BO/baBa fla Ia 3aBejie KBasuMa-
TMYHY Hay4YHM (ayCcTHjaHM3aM MOJEPHOT AyXa M3HEeHa/la II0CTaje CBe-
CTaH KaKo Ce JTaKO Yy je[fHOM JPYLITBY Kao IITO je Hallle HayKa KOOHO
BY/ITapM3yje U CTOra Ha OfICTOjamby, a/Iu JUPEKTHO JOIPUHOCK PYy>XHOhK
caBpeMeHOr XXMBOTA.  VIaKo ce OffHOCU Ha aBaHTapfHe yMeTHIKe, [Tobho-
TH/IjeBa KpUTHUKaA je Y DOTIIYHOCTN IIPMIMEHhMIBA Ha CABPEMEHN CBET y KOM
BIajla TTOMaMa 33 BeIITAYKOM MHTEe/IUTEeHIIMjOM...aBaHTapHY UPOHU)Y
JecTo 13a3uBa 1 ocehame mpasHohe dyza Koje Hayka Ha usriey odehasa..
VPOHMja MOXe JIa IOCTaHe TaTeTUYHA Y TParnyHa, ycpeacpebyjyhu ce He
caMoO Ha HaulH Ha KOj! MallliHa Mi3HeBepaBa Y0BeKa, Beh 1 Ha HauMH Ha
KOjU 4OBeK M3HeBepaBa MaIINHy. TaKo ce aBaHTapJHA YMETHOCT MOXe
mpeodpaTuT y KpUTUKY MOJEPHOT )KIBOTA VM IPOTECT IPOTUB YOBEKa-
mamuae” (Ibid, 166)

[Tpema ITohonujy, pasmuanty cy odnuny oryhema y okBUpy aBaHTrappe: Icu-
XOJIOIIKO, IPYLITBEHO, EKOHOMCKO, UCTOPMjCKO, €CTETIYKO, CTUIUCTUYKO, & CBA
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cy cadpaHa y errukoM otyhemy. [Tohomnu je mpospeo fa ce ymeTHOCT mpudimKasa
VICTVIHM 3 HeyTIopennBo de30e/[HNjeT 110 YOBEYaHCTBO YI/Ia, Y OHOCY Ha Hay-
Ky. Inutupajyhu Xepmana bapa, ekcnpecuonucry, koju kaxe: ,,CBeJjeH Ha 41cTa
CPEJICTBA, YOBEK je II0CTA0 a/IaTKa COICTBEHOT Pajia, eCMICIIEeH, MOIITO je II049e0
[a CIIY>KM caMO MallVHy, mTo Tra je muumto gyue” (Ibid, 166). Cxsaruny, cy,
tBpan Ilohonu, ,MmpTBUIO Hamte kKynType®, Koje je Andpen Hopr Bajrxep cjajuo
nedunucao y Hayyu u mogeprom ceeitiy muiyhu:

»C 0031poM Ha ecTeTnyke noTpede LMBUIN30BAHOT IPYLITBA, /10
cajia cy peakijuje Hayke duje HemojecHe. IbeHa MaTepujanHa ocHOBa
yIpaB/baa je MaXKiy Ha CTBapy, HACYIPOT BpegHOCTMMA ... MOXKIa ce
LMBMUIN3aIMja HUKa/ja Hehe OmmOpaBUTY Off HEIIOBO/bHE KJIMMe Koja je
odaBujana yBoheme mamnna“ (Whitehead, 1925: 252-253).

ITohonu je mpeaBuaeo ryduTak XyMaHUCTUYKNX BPETHOCTH, OFHOCHO T'yOu-
TaK [[yOuHe U 3Ha4eHa Y YMETHOCTY KOjJ JOHOCH IIPEBMIIIe OC/Iabatha Ha TeXHO-
JIOTUjy Y YMETHOCTH, Ka0 ¥ YITPOXKaBarbe ayTOHOMUje YMETHOCTH KOja IIO9MBa Ha
He3aBYCHOCTY YMETHOCTH Off CIIO/bAIlbMX (PaKTOPA, YK/bYUyjyhu ¥ TeXHOTOLIKe.
Kpos kputnky npeje ma TeXHM4Ke MHOBAIje MOT'Y CMAOCTa/IHO JJa KOHCTUTYUIILY
Iporpec y YyMETHOCTH, OPaHMO je TMO3UIMjy YMETHMKA Kao He3aBUCHE, UHIN-
BIJJya/IHEe KpeaTMBHE CHare, He IyKOT MAalIMHCKOT ollepaTepa, VJIM M3BPLIMOLIA
MaIIMHCKIX TeXHUKA. Iberos paj je 3Ha4ajaH 3aTo IITO IOKa3yje OAIMKe TyOOKe
CKeIlCe IIpeMa CBETY YMETHOCTH KOja je II0J, YTUL[ajeM TeXHOIOIIKOT KOHTEKCTa
IETOBOT BPEMEHA, a TO 3HAUM IIPE CBEra MHAYCTPUjCKMX TEXHOIOTHja, MHOTO IIpe
OUTUTAJIHE peBOMYIIMje KOja je 3Ha4ajHO M3MEHM/IA OJHOC YOBEKA, TEXHOJIOTMje U
ymetHocTu. [oBopehn o oryhemy MofepHor yoBeka u ymeTHuKa, [Tohomn nnrupa
MapkcoBo TyMadere mpolieca JeMopansalyje, Koje je nepuHmcao kao ocehame
OeCKOPMCHOCTY U M3[IBOjEHOCTY TMYHOCTH KOja CXBaTa fla je MoTIyHo oTyheHa
Off IPYILITBA KOje je M3ryOMIO CBOjy XyMaHOCT M COIICTBEHY UCTOPUJCKY MUCH]Y.

Anpu JledeBp y cB0joj KpUTHUIIM TeXHMUIIM3MA TOBOPYU O HATIPETKY TEXHOIO-
TMje Kao Ha4MHY Jja TEXHUKA TEXM Jla 3aTBOPY APYIITBO:

»TexHIKa ce ycaBplIllaBa i PyLIN COIICTBEHE OKBIPE I FbeHU Pe3yiTa-
TV HECTajy y cTparocdepu fja d11 ce IOTOM BpaTWU/IV Ha 3eM/by Kao Hajseha
onacuHoct” (Lefevr, 1973: 8).

Jledesp je mame mucao:

»I10TOM J1a 3aMpa4y XOPM3OHT, HAPOUNTO KMOEepPHETMKA KOja TeXMU
»KBaHTHU(UKANVju KocMoca“, mpeTehu fa omycTomy, YHULITH, alu U
oTBapa Iyt Moryhem, oz ycimoBoM jja dyjie yBefieHa Y CBaKMJAIIBUITY
(Ibid, 20).

Tema gexymaHM3anuje u ,pallldoBedenha” Kao MOCAeANIIAa MHPUITPUpamba
TEeXHOJIOTHje y CBe acIeKTe /bY/ICKOT )KIMBOTA HUje HOBA, OHa JAaTIpa jOILI Of II0-
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JyeTKa [iBaJieceTor BeKa. Tako je ,palrdoBedeHa”’ yMeTHOCT OHA KOja je HacTaIa Mo
yTUILajeM MHTEeIeKTYa/THOT pajjuKaan3Ma. VIcTakHyTH KOHLIENT leXyMaHu3allje
OJHOCH Ce Ha MHCUCTUPakbe YMETHMKA Ha ya/beHOCTU YMETHOCTH Y OHOCY Ha
JBY[ICKY KMBOT, 10 OTIYHOT MII4e3aBatba JbY/ICKOT GpaKTopa I JbYCKOT cajp-
’Kaja M3 YMETHMYKOT Jlefia, KOje BOAM Ka YMCTOj YMETHOCTH) U Ka KOMe CY, IIpeMa
lacery, TeXXunmu CBM BeJIMKM IIPABIY Y YMETHOCTH. JlaK/ie, yKIamame /by SCKOT
€/IeMEHTa Kao TauyKe OKO KOje TPaBUTMPa CBET YMETHOCTHU OTIOHMPA PEANTU3IMy
nouyeTka XX Beka KOMe ayTop CBeIoUM, a KOji IIpeficTaB/ba adepanujy des mpe-
cenana y esomynuju ecretuke (Ortega y Gasset, 1969: 72). CBa peneTUTUBHOCT
y ymeTHOCTH je de3Bpenna, TBpu Optera u l'acer (Ibid, 69). Cnmkap cripoBonu
JVICTOP3Ujy peanmHoCTH, C/laMa heHy XyMaHy C/IMKY, leXyMaHusyje je, yJa/baBa
0]l XyMaHOT aclleKTa. JlexyMaHM3anyja UMIUINIVPA CTUAN3ALN]Y U TO je, IIpeMa
lacery, mpaBuU IIyT yMETHOCTH, KOj/ BOJH ,,)KeJba 3a CTUJIOM', JIOK je MHTPY3uja
XYMaHOT y YMETHOCTH Tady.

Y ucroj Mepu y Kojoj je TeXHONIATpMja, OFHOCHO ,,macchinolatria®“ 3aBmagana
LYXOBHUM IIPOCTOPOM, IIOCTOja0 je 11 00jeKTMBHM CTpax Off MallnHa ,machine
angst“ (agnoscia della macchina), xoju ce mojaBuo mebhy byrypucruma y kacaum
1920-1M 1 opHOCKO ce Ha 1ydok ocehaj HelrarogHOCTH, CTpaxa M AaHKCMO3HOCTH
KOju OKpY>Xyje ofHOC usMeby pyau n mammHa. To je TepMIUH Koju ce KOpUCTH
fla OIMIIIe eMOLVIOHATHY OiITOBOP Ha cBe Behy mHTerpaumnjy rexHonoruje y apy-
IITBO U NOTEHIIVjaTHe TTOC/IefiUIie OBe MHTerpamuje. Y KOHTeKCTy GyTypusma,
MAaIIMHCKM CTPAX Ce ICTPaXKyje Kpo3 TeMe POIICTBA, KOHTPOJIE U IeXyMaHu3al1je
y OZIHOCY Ha TeXHOJIOLIKY Hampefak. To ofpaskaBa cTpax of TyOUTKa ayTOHOMMUje
U MHMBUJIYATHOCTH! Y CBETY y KOjeM MallJHe UTPajy CBe IOMMHAHTHU)Y y/IOrY.
Kpos mapanene ca aBaHrapgHOM T€OPUjOM MICTAKHYTE Cy OfI/IMKE XyMaHOT CTBa-
paolia Koje ra 13JiBajajy y leroBoj jefTHCTBEHOCT 1 HETIOHOB/BYBOCTIA, Te Koje he
y dynyhHocTu npencrapbaru Hajsehn 13a30B 3a cTBapaolia- MAIINHY, € 0031POM
7la HIICY PepOAYIMONIIHE U He MOTY Ce TAKO PeTyKOBaTy Ha MaTeMaTn4dke ¢pop-
MyJsie. YMETHOCT HacTasla IOCPEJCTBOM BelllTauKe MHTEIUTEHIINj€E je eBOTyupaa
JI0 MUTOPECKHe PeIlINKe, YCIIEBIIN Jla YU Jja perpoayKyje Beh moctojehn manup
ozpebheHe eroxe, nm pyKomc ayTopa, 3aHeMapyjyhn 4nmeHnIy fa ce uctTopuja
YMETHOCTU Y OC/IEIIbUX HajMambe jeflaH BeK TeMe/b Ha IPOMMIL/bakby YMETHMKA
U Jla 3Ha4ajHy KOMIIOHEHTY JJaHallllbe CaBpeMeHe YMETHOCTY YMHY KOHIeNTyaJl-
HY, TEOPUjCKM KOPITYC, T€ Jla Ce TEOPMjCKY U €CTETCKU ,KOJIOBU * IIPOXKMMajy KPO3
U3Pa3UTO KOMIUIEKCAH peHOMEH MHTepTeKCTyamHoCcTH. OBaj acIeKT cTBapaa-
mTBa Mohnu he f1a dyzie penmponykoBaH, OHOCHO peKpenpaH TeK Kajla BeITayKa
MHTE/IMTE€H1IMja OB/IaJja AUBEPTEHTHUM MULIbEbEM, KOje je MICK/bYy41MBa OfI/INKa
4OBEKOBE BPCTe.

YoumBuy Kpusy yMeTHOCTY PaHCHjep caBpeMeHM “eTUYKM 3a0KpeT” y ecTe-
TUIIV He BUAIM KAO IIOBPaTaK MOPa/JIHOM IPOCYhUBamy caBpeMeHNX YMEeTHIYKIX
IPAaKCH U BUXOBY IoApeheHOCT MOpaTHUM KpUTepujyMuMa, Beh
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»JlaHac, BIajjaBuHa eTvKe Bogy Ka pactyhoj HepasznBojou nsmeby un-
IEeHNI]A 11 3aKOHa, M3Mely OHOra LITo jecTe 1 oHora 1TO du Tpedano fa
dyne, rzie ce mpecyza noktamwa Mohu 3akoHa Koju ce caM HaMehe, Te Tako
caM eTH4KM Cyzi duBa MHpepHoOpaH y OLHOCY Ha Wbera. PajgykamHOCT oBOT
3aKOHa je y TOMe LITO He OCTaB/ba HMKAKaB M300p ¥ HUje HUIITA [PYTO [0
jeJHOCTABHO OrpaHMYerbe KOje IPOM3M/Iasy U3 opeTka CTBapyu U Haro-
BellITaBa y/aj/baBambe Off Moryhe Ko/leKTHBHe eMaHI[MIIalMje YMETHOCTH
u ,nocryronujcke ymerHoctn“ (Ranciere, 2004).

Buxrop byprun, y ceom neny Kpaj itieopuje ymeitinociiu: Kpuitiuka u tociii-
MOgepHOCii TBPAK Jla CIMKAPCTBO, MHBECTUPAHO y IOMY/TAPHO U aKaJeMCKY
UJIe0JIOTHjy CaBpEeMEeHOT KallMTaTMCTIYKOT APYLITBA, HUje Buile y MoryhHoCTI
fla TIpUKake HUKaKBe CyOBep3MBHE U JPYIITBEHO-KPUTHYKe KapaKTePUCTHKe.
IIntame je y KONMMKOj MepH je TO y MOIYhHOCTM YMETHOCT HacTaIa IIOCpefioBambeM
TeHEPATUBHIX IPOTUBHNYKIX MPeKa BEIITauKe MHTETUTEeHIMje, YHYTap YUjuX
ce dasa rmojiaTaka 3a TpeHMpParbe UCTUX PeLMK/INpa LIeJIOKYITHO BU3yenHa OallT-
Ha JICTOpYje YMETHOCTM IIpeBefieHa Ha AUTUTATHN (popMaT U TUMe, Ha U3BECTaH
Ha4YMH pelukanpa u npepabyje Beh BubeHo 1 H0XMB/BEHO €CTETCKO ICKYCTBO
INpPeTXOJHNX eI0Xa U pa3NMINTUX YMeTHNYKUX IpaBana (Burgin, 1968).

Taxsa nponudepanuja GoTopeanTMCTUIHNIX C/IVKA Y PEIIPOrPaMMpaIbe YMeT-
HOCTM IPOIIIMX €I10Xa KPO3 OBY TEXHOJNIOTHjY jé YMETHUYKY PEeTPOrpajiaH Io-
CTYIIaK, MAKO je IbeTOBa TEXHO/IOTHUja Y TEXHMYKOM CMUCTY MIHOBAaTMBHA I aBaH-
rapjiHa, yMETHOCT T€HEPUCAHA BEIITAYKOM MHTEIUTEHIIMjOM j€ Y CBOjOj CYIUTUHA
KOH3epBaTHBHA YMEeTHIYKA ITpakca. PedepeHT cmke je MpTaB pedepeHT, beH
IPOAYKT je npeonomky ounihen, rakohe ounmhen ox Texkcra, cagpkaja. Be-
ITAa4YKa MHTEUTEHNIja JUCTOPTUPA JET0, BerOBY eMOLIIOHA/IHY KOMIIOHEHTY,
IETOB TEOPUjCKY, KOHIIEIITYa/IHU ITOATEKCT, HOTIYHO 3aHeMapyjyhu ayropcka
IIpaBa YMETHVKA VI MHTENIEKTYa/IHE U CTBapajladykKe pecypce KOju Cy y JIe/Io MHBE-
CTHpPaHN. YMETHOCT IPOI/IMX €II0Xa jeé MeIMjaTN30BaHa Ha HA4MH Jia Ce Oficela
Off CBOT MICTOPMjCKOT 1 eCTeTCKOT KOHTEKCTa, pasrpabyje ce n yHyTap marema-
TUYKOT IIpOIleca NeKOHCTPYHUIIE ¥ PEKOHCTPYUILE Y HOBY, CIIEKTAKy/TapU30BAHY
npezcTaBy. CnennduIKoCT yMETHMYKOT ITOCTYTIKA MPUOIMKaBa JOHEK/IEe OBY
BPCTY MeJIVija HAUMHY CTBapamba XyMaHOT CydjeKTa, KOjyu Huje CAacBMM Y BIACTH
KPeaTMBHOT IIOCTYIIKA, a IOCPeoBalbe MaIlIHE Taj CydjeKaT y MICTO BpeMe ITOHN-
IITaBa, TNYHA eKCIIPecHja yMeTHIMKA CYOnMMupa ce Kpo3 LiepedpaHy eKCIpecujy
MallHe.

Y nocnepme BpeMe KpenpaH je Hua mwiat¢opmu Koje omoryhaBajy ymeTHu-
IVIMa fla IIpeTpakyjy Benuke dase MojaTaka 1 IpoBepe Ja /i je BUXOBO JIeNI0
3aCTYI/BEHO y HEKOj Off da3a Koje CIry>ke 3a TpeHVPambe BeMMKIX je3UKIX MOJieia
¥ TIPY>Kajy 3aITUTY X KOHTPONY HaJl yIOTpedoM CONCTBEHNUX pajoBa. [Iyrem
OBIX da3a, yMeTHMIN ce, TaKoDe, MOTy OCUTypaTH [ja BIXOBO JIeJI0 He CMe OUTH
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kopuurheHo 3a nmpas/perse Oyayhnx dasa nmopaTaka 3a TpeHMparmbe MpeXka BelTad-
Ke MHTENNUTEeHIINje.

Bemrrauka mHTe/IMIreHIMja Y CBE 3HAYAjHMjOj MEPY ITOCTAje CTPATEIIKa OCOBH-
Ha pa3Boja U nurame MehyHapogHe MoNMMTHKe, HAPOYMTO KA je Ped O TPrOBU-
Hu n ondpanu. [Ipereha omacHOCT of mprcBajaba BelITauKe MHTETUTEHIMjE O
CTpaHe ayTOPUTAPHUX PeXXIIMA ¥ PeCTPUKIUje CT0d0fia IPMBATHOCTH U C1Tod0ze
roBOpa yKasyje Ha HEOIIXO/[HOCT OTBOPEHE Capajithe y IPOLECy pa3Boja I pasyMe-
Bakba TEXHOJIOTHje Koja he pacmonaratyu mogaunyma rpahana u JOHOCUTH OfTyKe
0 BVXOBMM XMBOTNMMA. Jour 2013. roguae Vsaden CteHrepc nsHena je KpUTUKY
yOp3aHor pa3Boja HayKe ¥ KPUTHMKY HaY9HOT pas3Boja MOJ, IPUTHUCKOM noTpede 3a
IpOAYKTUBHOIINY 1 KOMIIeTUTHBHOIINY, yC/Ief yera Joasu 40 HOBPIIHOT pasy-
MeBamha ¥ eTMYKMX KOMIPOMICA A Ca TUM U JI0 PasujIakerba ca IMMPYUM JpYyIITBe-
HVIM MIHTepecuMa 1 IOTpedoM 3a ouyBameM XUBOTHe cpennHe (Stengers, 2013).
I'pyna crpyumaxa okyIbeHa oko VHcTyTyTa BymyhHoCT )X1BOTa MO3Baa je Ha
IIeCTOMECEYHY IIay3y y Hallpe/JHOM pa3Bojy BelllTayKe MHTENUTEHIMje CBe TOK
ce He pa3BUjy, YCIIOCTaBe I MMIUIEMEHTHPA]y 3ajefHNYKM de30elHOCHM IPOTO-
Ko 1 dyje curypHo fia he muxosu epexTyt SuTy MosUTUBHY U fia he BUXOBUM
pusunuma Mohu fia ce ynpasspa (Futureoflife.org, 2023).

I[TocToju 1ydoKko HepasyMeBame Ha4lMHA Ha aITOPUTMY BEIITauKe MHTE/IUTeH-
nuje yukimonnmy. Heypanxe Mpesxe Koje cy usrpahene mo ysopy Ha apxurek-
TYPY MO3Tra, CUMY/INPajy ClI0jeBe HeypOHa Kpo3 Koje ce nHpopManuje TpaHcop-
MUIIY IPY IIPOJIACKY M3 jefHOT y ApyTu c10j. JJok pasie, oBe Mpexe jadajy u cimade
CBOje HeypaslHe Be3e, aKO HUje II03HATOo 3alTo cy dam oxpehene Bese morohene
OBMM IIpoMeHaMa MHTeH3uTeTa. OBO je HAPOUMTO M3PaKEHO KOJI BENMKUX je3ny-
KX MOJIe/Ta KOji MMajy CTOTMHe Munujapau napamerapa (Hutson, 2024).

HejacHocT nmporieca HacTajarba yMETHOCTY F€éHEPUCaHE BEIITa4KOM MHTE/IN-
TEHLMjOM JCIIO/baBa C€ Y KOMIIZIEKCHOCTU a/ITOPUTaMa KOjU je CTBAPajy U KOjI
aypusyjy oBa yMeTHM4Ka feina. Iloctynak peaypusanuje onpaspasa u bopuc
I'pojc, TBpehn a ce Tesa Bantepa bemamuna o feaypusoBamy Memba, Te Ja e/o
IIOHOBO 3a70dMja aypy, KONMja U3 Koje HacTaje ce AeTepUTopujanusyje, a HOBU
opurnHan perepuropujanusyje (Groys, 1992). Ipyru ayropu, nonyt Hukomnaca
Bypmnoa, TBpze fja ce aypa moMepa ca yMeTHMYKOT Jiella Ha MyO/INKY, IITO ce Yy
CIIeKTaKy/TapM30BaHUM IIpefcTaBaMa YMeTHOCTY HacTase y3 moMoh Bemrayke
MHTeIUTeHIYje, ca MacOBHO noceheHuM decTrBanMMa 1 137105kdaMa Koju ce de-
CTO YKJBYUYjy Y CaM IIpoliec HacTaHKa jiena, cBakako porabha (Bourriaud, 2020).

M3a30Bu Koju ce IOCTaB/bajy MpeJ, CaBPEMEHMM YMETHUIIMMA KOji CTBapa-
jY Y KOHTEKCTY BelITaukKe MHTe/IUTEHIMje TUUY ce apTUKY/IMCaba YMETHIIKOT
je3nka, ofHOCa mpema opmu, doju, HoBoM Mexujy. Beh cy pasBujenn cucremn
KOj¥I TpaHC(HOPMMUIITY CIVIKE Y BUTIEO, AV ¥ CaMe TeKCTya/THe KOMaHJIe, Kao ¥ OHI
KOju orepuiny ca 3BykoM. Ha Temesby oBora je, Ha mpuMep, dep/ImHCcKa KOMITO-
auropka Xonu XepHyjoH ocMucmia 2019. roguHe My3ndKku npojexar ,[Ipoto“y
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OKBMPY KOT'a eKCIIEPUMEHTHIIIE Ca ITTACOBHOM NOMM(OHMjOM XOPCKOT aHcaMO/a
¥ BEIITAYKOM MHTE/IUTeHUIINjOM, Spawn, Koju pafill Ha MOAU(PUKOBAHOM KOM-
njyTepy 3a urpe, yuehn ga rymadn /bysicKe I7racoBe YnHehy o BUX CHHTETUYKA
3Byk. KoMOMHamMja MaIIMHCKMX 1 JBY/ICKMX I7IACOBA JIaje eTePUYHY CUMOMOTCKY
MeUIaBYHY JUTUTANN30BAHNX I7IACOBA YHYTAp KOjUX OJjeKyjy TpafuLIIOHaTIHe
Menopuje. Huje yBeK cuTypHO Koje Meofiuje je CTBOpyIa BelITa4Ka MHTEe/TNTeH-
1[1ja, aJI¥ je 3aCUTYPHO KOHAYHY ped O CBaKOj KOMIIO3MLIMj/ MMajia ayTopka XepH-
moH (McDermott, 2020). Takobe, cagprkaj camux dasa rmoparaka Koje ce KOpuUCTe
3a TPeHMpambe OBMX MPeXKa, HAPOUMTO aKO CYy KpeupaHe y CBpXy peanusanuje
KOMepI[Uja/THIX IIpojeKaTa, Hajuemrhe ocTajy TajHa 11 CBe Cy ITTACHUjJ IIO3MBM 32
BIXOBO 00jaB/blBabeE.

YMeTHOCT reHepyCaHa BelITaYKOM MHTEe/IUTeH1IMjOM MOKe IIOCTAaTy U CPefi-
CTBO IIpOIIaraHIHe MAlLIMHEPUje KOjUM Ce IIMPOKY ayAUTOpUjyM dacliuHupa, a
y O3aJiMHU U TIOBPraBa Ipolecy HOpManu3salnja CUCTeMa HaJi30pa U pernpe-
cuje, I IIpMMEHe OBe TEXHOJIOTHje Y PYTUM UHAYCTPUjaMa, IOINYT BojHe. JIok
»deep fakes“ TexHomornja xoja smoynoTped/paBa MK U y CTamwy je Aa IpousBefe
3adyHy jep ce BuIlle He MOXKe PA3MYIUTH IITA je UCTUHA Y IPOCTOPY XUIEPIIPO-
IYKOBAHOT cajip>Kaja MeJija ¥ IPYLITBEHUX MpeyKa, IPaKTUYHO, HeMa HMjeflaH
€TMYKM OIIPABJaH PasjIor 3a COIICTBEHO NOCTOjame. TpeHnpame Mpeka BellTayKe
MHTETUTeHIIMje IIPOdIeMaTIYHO je 11 ca eKOJIOLIKOT acleKkTa, Oyayhu fa ce 3a
ofipKaBame 0BaKO KOMIIIEKCHMX CHCTeMa TPOILIYM OTPOMHA KO/IMYMHA eHepruje.
3a norbe ymerHOCTM 01 off Behe kopucTy dusta dorbe 0djalmbyBa, MHTYUTHBHA U
eMIIaTMYHa BellTa4Y/Ia MHTEINTEeHI /], 3HaYajHO ApyTradyja Of JaHAIIBUX KOMep-
IMjaTHO opMjeHTIcaHuX mpojekara (De Smedt et. al., 2021: 182). OTBopeHa cy n
NUTamba 0e30eHOCTI 1 KOHTPOJIe HaJl TAKO KOMIIIEKCHUM CHCTEMMMA, TNTamba
OJITOBOPHOCTY 3a €BE€HTYa/IHEe MHIIU/IEHTE UTH,.

Crora je of Be/IMKOT 3Hayaja 3a/laralbe HAyYHMX U HeBJIaIHUX MHCTUTYLMja
3a KOHTPOJTY IIPOIieca pa3Boja BeIlTauyKe MHTEINTEHIIje U YCIIOCTaB/bakba ,XyMa-
HO OpMjeHTICaHe" BellITauKe MHTE/TUTeHIUje, I7ie Ce KPO3 MHTePAUCIUIUINHAPHO
HOBe3MBalbe PasMaTpPajy CBa MNTakba Be3aHa 3a APYLUITBEHN YTUIIAj BelITaukKe
MHTE/IUTeHIMje, Y3 UCTULabe noTpede 3a damancom usmeby norpede 3a modosm-
IIabeM JbYCKMX CIIOCOOHOCTM KPO3 MHTETPALNjy JbY/ICKOT U MAIIMHCKOM, a/n
de3 3aMeHe /by MalllHAMA.

MebhyTum, kako je ganexkosuno Hopdepr Bunep criosHao joru nemeceTnx rogu-
Ha IIPOIIJIOT BeKa, II0CTOjY TeH/IeHIIVja fia ce Jbyficka drha saMaHe MaIIHaMa Ha
CBMM HUBOMMA M Taj TpeH ] he mMaryn Benuku yTuaj Ha skusote byau (Wiener,
1950). Kerpun Xejnc (Catherine Hayles) moctxymaHo Buu He Kao altoKaauITny-
HO dpucame JbyficKe CyOjeKTMBHOCTH, Beh HyAM a/liTepHaTUBHU AUCKYPC Y KOM
ce pa3Buja MO3UTUBHO MAPTHEPCTBO M3Mel)y npuposie, YoBeka ¥ MHTENTUI€HTHUX
mammHa (Hansen, 2004). IToctxymano, mpema Xejic, koHurypuiie jbypcko duhe
Ha HauMH JJa Cé OHO HEOMETAHO APTUKYJINIIE KPO3 OJJHOC Ca MHTEIUTE€HTHUM
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MallnHaMa, de3 arcomyTHe AeMapkaluje n3Mely TeecHe ersucTeHnnje ¥ KOM-
HjyTepcKe CUMY/aluje, KNOepHeTCKOT ¥ OMOJIOMIKOT OpraHu3Ma, TeleoIoruje
podora 1 xymannx nubesa (Ibid.). [TocTxymMaHM3aM HUje HY>KHO IPOTHB XyMa-
HM3Ma, Beh IIpe Ha IMHMjU TOTpare 3a aITePHATVBHUM IIPaBLIMMa y KOjIMa je CBe
XMOPMIHO ¥ MyITUIUIO 1 oTpedyje ,,HoBM eTnyku pedHuk (Wellner, 2017: 330).
Bennep npepiaske eTudke mmdpe Koje pajie y OKBUPUMA JMHAMMUYKE PeaHOCTH,
HOMIYT KOJja KOjy KOPUCTe IIpOorpaMepu, iy KojuM duomnosu npencrasmpajy JTHK
¥ IIpe/ICTaB/ba X KaO OpMjeHTallyje y eTUIIM, a He KOMIITIETHA pellera.

4. 3aK/by4ax

Y pagy je pasMOTpeHO HEKONNMKO TEOPUjCKMX KOHIIENaTa KOji ceé OFHOCe Ha
KPUTHKY BELITa4KOM VHTENTEHIMjOM CTBOPEHE YMETHOCT, KA0 M KPUTUYKIX
TEKCTOBa IIepMOofja aBaHTapfie KOji Cy Ce OJHOCUIN Ha YI/IMB TEXHOJIOTHje Y TI0/be
YMETHUYKOT CTBapamba. [Ipukasany cy u pajjoBu Koju ce Ha PasaM4YUT Ha4MH
y €TMYKOM CIIeKTPY daBe TEXHOJIOTjOM BelITayKe MHTeNnrennnje, dyayhnm na
YIIPaBO Y II0/bY €TMYKOT YMETHOCT KOja HacTaje IoCpefioBameM BelllTauKe NHTe-
nureHnuje Tpeda 1a MoCcTaB/ba Haj3HAYajHMja MMTakba U IPy»Ka KOHKPETHE Ofiro-
BOpe, C 0031pOM Ha IpodieMe ca KojuMa ce yMeTHMIIN, Beh ca ojaBoM BemKmx
je3anukux Mogpena cycpehy.

Kpos ynorpedy caBpeMeHIX TeXHOJIOTYja HEYPATTHUX MpeXKa yMETHOCT MOXKe
Ia MpeucCNuTyje 3Hauaj TUX TeXHOJIOTja 3a YoBe4aHCTBO. Kako, mpema AfopHy,
YMETHOCT Mopa fia dyZie OHa KOja Te>X) MCTUHY, UCTa OU ce MOpasia UCIO0/baBaTy
Kao I0/be y KOM BeIITauKa MHTeMTeHIyje CTy>KM Kao azar y3 momMoh Kor ce ietasb-
HO IIPENCINTYje eTUYKa [MMeH3Mja CaMOT Me[l/jyMa BelllTauKe MHTEeIUTeHIIMje U
IeroBe CBaKOJHEeBHE IIPUMeHe, Y3 IIOMON KOT YMeTHOCT 3ay3uMa aKTUBHY Y/IOTy
y APYILITBEHUM IpoliecMa Koje BellITayKa MHTeIUTeHIVja moKpehe nmm Mema.

[InTame eTMYKOT y KOHTEKCTY eCTeTMKe HUKa/ja Huje 1o sHavyajHuje. YOp3a-
HJI Pa3Boj HAIIPEJHMX CICTeMa BellITaYKe IHTeUTeHIje HaMehe cBe M3pakeHUjy
notpedy 3a ycknahuBameM ca eTMYKUM CHCTeMMMa YoBeKa. HekoHTponucan
Pa3Boj TeXHOJOTUje, yIIOTpeda 1 HEKOHTPOIMCAH Pa3Boj jaKe Bl TayKe MHTE/N-
TeHIj}je y yCIOBMMA KallMTa/lN3Ma Hal3upaba, Ha IIPUMeD, MOXKe IIPeJCTaB/baTh
IpeTHbY 32 YOBEYAHCTBO.. Y €py Ta>KHUX BECTH U BEIITaYKOM MHTETUTE€HIMjOM
nocpezoBaHe 1 usMemeHe (,deep fakes®) crBapHocTH, OBa ce omacHOCT HajiBUja
joll MHTeH3NBHMje. PeBo/y[MOHApHY YIIZINB BellITa4yKe MHTe/IUTeHLIMje Y JOMEH
YMeTHIYKOT CTBapama I TpaHCcPopMalje YMETHOCTY KPO3 IeXYMaHI30BaHN I
MaIllVHM30BaHY YMETHUYKY NIOCTYTaK IPUINKA je 32 IpeUCIUTIBabe NTamba
IITA je YOBEK I IITA je YMETHOCT , Kao U 3a 3aCHNMBambe HOBe IIaTopMe 3a ofp-
JKIBO YOJIHOIlIaBakbe YOBeKa ca MalllfHaMa, KPO3 eTUYKM OJTOBOPHY BEIITauKy
VIHTETUTEHLIV]JY.
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ETHICAL ASPECTS OF ART CREATED
THROUGH ARTIFICIAL INTELLIGENCE

ABSTRACT

With ever faster entrance of artificial intelligence in daily life, a need arises for
not only legal frameworks to address the novel issues and problems posed by this
technology, but also for a comprehensive ethical and critical distance towards the
artificial intelligence. As it permeates the realm of artistic creation, the debate
on the issues of copyright protection through the utilization of history of art’s
resources, on the reproduction of contemporary art pieces, on the creativity, on
the collaboration between artists and machines, but also on the very issue of
artistic subjectivity and his approach to this 21 century phenomena, is getting
incandescent. This text delves into the ethical dimensions of AT’s involvement in
creative processes, including themes of authenticity, authorship, and creative au-
tonomy, alongside the treatment of artworks within ethical-aesthetic frameworks
context. In addressing these issues, the discussion also considers avant-garde
critiques of technicism and the diverse theoretical and practical approaches to
understanding artificial intelligence as a medium in artistic creation.

KEY WORDS: art, artificial intelligence, ethics, large language models, artwork,
generative adversarial networks, machine.

1. Introduction

According to various scientists and theorists, artificial intelligence (AI) may rep-
resent the culmination of human invention, posing a potential existential threat to
humanity (Barrat, 2013). In his address at the launch of the Centre for the Future
of Intelligence in Cambridge, Professor Stephen Hawking articulated that the
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emergence of artificial intelligence could transform every facet of human existence,
and that the successful development of AI could be the most significant event
in the history of civilization, potentially being the last one, unless we effectively
mitigate associated risks, such as autonomous weapons. The increasingly perva-
sive presence of Al in daily life raises critical issues regarding privacy, intellectual
property rights, employment, ethical communication, social inequality, and the
unpredictable consequences of both scientific and artistic experimentation open a
new dimension of contemplation of artificial intelligence. The scientific landscape
of the 21* century is in a midst of ongoing and intensive enhancement of AI capa-
bilities, to superiority in relation to human possibilities; on the other hand, there
is an effort to “decipher” the creative process itself: an artist has transitioned into
computer and scientific laboratories, the artistic process itself is detached from
human agency, and automated. The aesthetic criteria of contemporary art created
with the assistance of artificial intelligence are often interpreted by the engineers
involved in its development. While some of these engineers aspire to create hu-
man-centric Al, concerns arise regarding the unregulated advancement driven
predominantly by profit motives.

As the art world continually expands its boundaries of sensory and apparent
reality, there is an imperative for the reformulation, re-examination, and validation
or archiving of theoretical concepts. The rapidly evolving circumstances of the art
domain demand the establishment of epistemological frameworks encompassing
informatics, aesthetics, ontology, metaphysics, critical theory, and cognitive scienc-
es. Humanity has traversed a remarkable trajectory: from an initial adoration and
fascination with machines in the early twentieth century, through skepticism and
rejection in the mid-century, to a renewed fascination with the machine by the
avant-garde art, culminating in an immersive engagement with the abstract realm
of machines. The reification of machine aesthetics, which reached its zenith in
the early twenty-first century, has led to a scientific reduction of aesthetic forms
to their simplest components, resulting in their abstraction through a “scientific”
process (Rutsky, 1999).

Art mediated and transformed by artificial intelligence can, in its most radical
manifestation, be perceived as the avant-garde of the twenty-first century. Artists
now balance the fence of science and technology, where some of the most pressing
ethical dilemmas confronting humanity are being examined: CRISPR technology;,
biotechnology, and the right to privacy. These transformative developments do
not go unnoticed by artists; often, their creative endeavors intersect with scientific
experimentation, engaging with the human, moral, socio-political, and cultural
implications of Al by bringing these technologies from the confines of laboratories
into the public sphere bringing them closer to a human and questioning them
in front of the public, confronting it with the potential consequences of such a
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technology. Art mediates between technology and man, empowering him and
helping him to understand it.

2. Art, Capitalism, Technology

In the era of digital capitalism where the experiences of everyday life have been
distilled into commodified digital images and representations that are in essence
the accumulation of capital which have fundamentally reshaped human social
dynamics into a society of mediated interactions and phenomena, images and
occurrences, an important question is raised regarding the role of artificial intel-
ligence in perpetuating this trend, particularly in the context of art generated by
AT (Debord, 2014). As the practice of generating images through artificial intelli-
gence became increasingly commonplace, the commodification of technologically
mediated experiences is also accelerated. The spectacularization of Al-generated
art tends to emphasize its technological dimensions and spectacle potential, often
driven by market strategies, media engagement, and sophisticated technologies,
frequently at the expense of its conceptual and aesthetic merits. The focus is on
interactivity, entertainment, and inclusivity, as evident in numerous festival in-
itiatives such as Ars Electronica. This diverts attention from critical ethical and
philosophical considerations surrounding this new medium, such as the issues
of creativity, authorship, and no less important, the pervasive infringements of
copyright, as well as the implications for the role of the human artist.

Today, art serves as one of the primary resources of capitalist society. Science
has increasingly asserted its dominance, art and subjectivity have been increasing-
ly ghettoized. In the radical theory posited by Crocker and Cook, art is seen as the
quintessential commodity, constitutional to the formation of late capitalism, thus
contributing to the continual “aestheticized remodification” and “capitalist repro-
duction of the commodity form” (Grzini¢, 1998: 175). In his book Understanding
Media: The Extensions of Man, McLuhan envisioned the externalization of the
central nervous system by means of new technology and media (McLuhan, 2008).

In their engagement in a critical dialogue with artificial intelligence algo-
rithms, numerous artists are utilizing digital technologies and machines as tools
for critique, but there are many more that embrace the technology uncritically,
celebrating it without substantial critical distance. One prominent figure in the
contemporary art scene utilizing AI is the Turkish artist Refik Anadol, who en-
thusiastically adopts the machine paradigm and Al technology in his work. His
recent video installation, “Unsupervised”, displayed at the Museum of Modern
Art, processes over 130,000 digitized works from the Museum's collection. Within
a sophisticated AI model, these works are sorted, categorized, and transformed
into a machine “hallucination”, wherein they dissolve to the essence, into basic
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elements of a picture-pigment. Through such a phantasmagorical representation
of tumultuous “soup” all existing paintings from the Museum’s collection are dis-
integrated in a mesmerizing vortex of colour of colossal dimension, overwhelming
viewers with a continuous, self-generating disintegrated representation of visual
arts from previous historical eras and movements. While the dialogic nature of
Anadol's project positions the works of past centuries within the context of cut-
ting-edge AI technology, it largely emphasizes a spectacularized engagement with
contemporary cultural institutions, aligned with market logic and the principles
of late-capitalism, media-owned art. Despite the grandeur of this undertaking,
in its technological ambition, physical scale, and the extensive historical-artistic
material it encompasses, this endeavor does not speak much about the very cul-
tural heritage behind it that stands condensed and presented as flowing simulta-
neously, in a single breath, but it captivates audiences with its sheer magnitude,
by the colorfulness of the waves that wash over the viewer and the power of the
algorithm that works behind it.

There are also artists who appropriate and underline the poetic dimension of
art generated by artificial intelligence, such as the French collective ,,Obvious®,
whose work “Portrait of Edmond Bellamy” stands as one of the most recognized
examples of algorithmically produced art. This portrait was created by training
generative adversarial networks on a dataset comprising 15,000 portraits span-
ning the entirety of art history from the 14th to the 20th centuries. Artists such as
Memo Akten and Mario Klingemann have also contributed to this discourse; their
works often reveal the aesthetic appeal of the imperfections produced during the
early stages of technological development, resulting in visually captivating errors.
This type of attraction is also shared by the “Digital Prayer” project-installation
of 20 paintings by the author Kristina Tica, presented at the Art + Science festival
in 2020, based on the training of a generative adversarial neural network with a
database of 40,000 digital reproductions of Orthodox religious iconography in
order to create a new, generative icon. The authors tried to visualize the invisible
in accordance with Groys's thesis on the visualization of the invisible through
the Byzantine icon, that is, through an analogy with the invisible data packets of
a digitized photograph. As a result of this research endeavour, foggy, dream-like,
smeared, at times uncanny performances were created. The outcomes of this ar-
tistic exploration manifest as foggy, dream-like, and at times uncanny images. It
should be borne in mind that the technology of generative neural networks that the
team of engineers and artists had at their disposal at the time of the creation of this
work was in its primordial phase and that the synthesized images presented within
the iconostasis were in accordance with that play with the strict methodology of
icon creation, and are, in that sense, unique in their recording of an unrepeatable
moment in the evolutionary process of artificial intelligence.
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According to Asmund Havsteen Mikkelsen, contemporary artists face two
distinct pathways: they may either engage with the capital flows within the to-
talizing structure of creative industries, reconsidering their positions regarding
profitability and power, or they risk alienation from this system, ultimately facing
obsolescence. Mikkelsen's theoretical framework is grounded in Merleau-Ponty's
philosophy, wherein he posits the concept of the non-philosopher artist amid the
de-aurization and de-philosophization of art. Mikkelsen contends that art and
artists today are intricately linked to power structures that are constitutive of capi-
talism, yet this relationship may lead to the self-destruction of art. Non-philosophy
is a new possibility for the thinking of art, which the contemporary artist uses
through a process of thought oscillation, similar to computer processing. Con-
temporary artists think through non-philosophical decisions, the interests they
represent, their own careers, the works they produce, and contemporary art fits
into the system through situated thinking that breaks with the philosophical tra-
dition. The dialectic of the artist implies not subversion, but incorporation into the
system of expression of contemporary capitalism and a world without philosophy.
Mikkelsen believes that artists are more powerful than the system, because they
have the ability to put everything they want into it and lead it in new directions, the
power to authorize and believe in what they do, regardless of institutions, pointing
out the paradox of art that was born out of necessity to oppose institutions, to de-
stroy them, and today it is under the auspices of institutions and is valued within
the framework of institutions. It must not be forgotten, Mikkelsen concludes, that
institutions are not the places of origin of art (Havsteen-Mikkelsen, 2015).

3. Art, Science, Artificial Intelligence

In the era of the cult of science and technology, there is a demand for new aspects
of ethics that will critically examine the complex relationship between man and
machine. Artificial intelligence brings multiple changes in power relations, both
in the sense that this power is delegated to the machine, and in the sense that it is
manifested and concentrated in a different way. A new type of totalitarianism is
established at the level of the domination of science over human life, through the
exclusion of man from the automated production process, control of human be-
haviour on the Internet, tracking of movements, processing and sorting of personal
data, and machines take away from man what is essentially a human trait, to in-
tervene in reality with thoughts. Spontaneity, creativity, intuition, imagination are
some of the unique qualities of a human being that represent the greatest challenge
for machine deciphering and reproduction because they cannot be automated.
Anticipating the emergence of strong artificial intelligence as an independent
decision-making agent, Nick Bostrom reflects on the question of purpose and the
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dystopian possibility of total unemployment in a (utopian) world of human tran-
scendence, emphasizing that such a constellation may not be inherently harmful,
but could also present beneficial dimensions with the emergence of technological
singularity - a potential improvement of the human condition (Bostrom, 2024).
However, research and reflections on the subject up to this point suggests that such
technological improvements may also lead to the collapse of humanistic ideals,
particularly the revered notion of humans as rational entities. There are concerns
that the augmentation of strong artificial intelligence with mind-reading capacities
could culminate in a techno-panoptic form of mass surveillance, thereby surpass-
ing existing medical applications of weak artificial intelligence and manifesting
the sinister aspect of the dystopian “singleton” (Schussler, 2020: 342).

There are several ethically problematic points in terms of the creative process
itself in which works mediated by artificial intelligence are created: not only is the
work used without the artist's permission within the database for training artificial
intelligence networks, but the artistic manuscript itself is distorted and placed in
the process into new, sometimes inappropriate and ridiculous contexts, over which
the author of the original work does not decide, nor does he have any control. “The
Next Rembrandt”, an example of how machine learning can be used not only to
generate a replicated image, but a completely new, “original” work, which shows
how and with what precision artificial intelligence can be taught to understand
and imitate the handwriting of a particular artist, in this case Rembrandt, even
in the third dimension.

In the ethical-aesthetic conceptual framework that Gilles Deleuze and Felix
Guattari developed by combining ethical considerations with the field of aesthetics
and suggesting that the creation and perception of art is inseparable from ethical
implications, that is, that aesthetic realities encourage individual and collective
ethical sensibility, the concept of Chaosmos is of particular importance, as a com-
bination of the terms chaos and cosmos, which represents Guattari's attempt to ar-
ticulate the process in which order and meaning are formed in the potentiality and
indeterminacy of chaos. Romanian philosopher Aura Elena Schussler interprets
the new organization of social relations brought about by artificial intelligence
with the support of the Panopticon paradigm (Bentham and Foucault) on the
one hand and Deleuze's and Guattari's theses on deterritorialization and reterri-
torialization:' human nature, due to the effect of technology, is modelled in such
a way that it deprives itself of its own autonomy, control over technology that will
lead to an “implosion” in the sense that “human nature slides into an existential
collapse, resulting from the routine of technological progress and the control of

1 In the etiological sense, “territory” is a term for an environment, or a group that cannot be
objectively located, but is constituted through interactions that are psychological in nature,
related to the social environment, etc.
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the human agent by means of intelligent devices - an aspect that interrupts the
ontological stability of man as a Heideggerian “being in the world” depriving
him of his authentic being and freedom of choice” (Schussler, 2020). Therefore,
Schussler interprets Deleuze in such a way that the deterritorialization of “weak”
artificial intelligence within the human brain and the reterritorialization of the
biological structure mashed with the technology of artificial intelligence ultimately
leads to the self-alienation of the individual. Using the notion of a singleton? by
Nick Bostrom, Schussler explains the circumstances of a possible strong artificial
intelligence, seeing it as a utopian possibility that a strong artificial intelligence
could impose and ensure the rule of moral laws that would solve any of humani-
ty's global problems such as inequality, discrimination, wars and climate change.
Such an artificial intelligence could, in the case of convergent evolution and the
formation of a “realm of goals” governed by the moral humanist paradigm of
Kant's law of categorical imperative, violate and subvert the autonomy of human
reason and establish its own “community of moral agents”.’

“That is why the circumstances under which such a “singleton” would
manifest fall into the normative-hegemonic parameters of reducing human
ontology to the ontology of technological singularity in which anthropo-
centric essentialism is diluted and replaced by the dialectic of this hard
technological determinism” (Schussler, 2020).

In another line of thought, this hypothesis of the mass use of mind-reading
devices, in addition to this techno-panoptic surveillance, could lead to what Bo-
strom calls a “singleton” - an abstract and unifying concept of the manifestation
of power, which in this case is under the umbrella of “strong” artificial intelligence
(Ibid). Thus, mediatization, as the main driver of de- or re-territorialization and
the ubiquitous phenomenon of the contemporary era of global mass media, de-
scribes deep structural changes that occur due to shifts in power relations. Deter-
ritorialization also acts transformatively at the level of local (cultural) experiences,
but its effects are of a global nature. Although surveillance with the support of
artificial intelligence would in some cases solve crimes, violence, or reveal sexual
deviance, Schussler notes that there would be an undermining of the human-cen-
tred paradigm and the establishment of a strong artificial intelligence-centred
paradigm that brings about a reversal of the human-technology binary opposition

2 A singleton is a set that has only one member and is used to thinking through an order in
which there is one entity that makes decisions at the highest level, like a world dictatorship
and whose decisions and plans cannot be thwarted by any other entity. A singleton, according
to Bostrom, is not a monolithic entity, but can be made up of several different agents with dif-
ferent goals. Singleton as a superintelligent machine adopts such a modus operandi of subtly
performing tasks in the background, where his presence is impossible to detect by citizens

3 In which sufficiently advanced individuals accept the same values and goals (cf. Bostrom)

81



Serbian Review of European Studies, vol. III (2024), no. 1, pp. 60-90

and affects to the essentialist dimension of the human species as rational, endowed
with self-awareness and free will.

The evolutionary process of the relationship between man and machine ran in
leaps and bounds, in amplitudes from Renaissance Da Vinci inspiration, through
futuristic exaltation to the latter modernist scepticism through criticism of tech-
nicism and contemporary spectacularization of machine art. Avant-garde art pro-
jects a man dominating the machine, becoming a ,demigod® with a new tool in
his hand to ,,wrest the world from the hands of nature and build a new world that
belongs to him®. Because, for Russian artists, nature is a force hostile to man: thus,
for Russians, the machine appeared as a liberating force that frees man from the
tyranny of nature and gives him the opportunity to create a world that is entirely
man's creation, whose master will man finally be (Lefevr, 1973). That vision of
the machine as a liberating force was one of the reasons for the joyous welcome
shown a few years later to the Bolshevik order - an order that promised a new
world, a new society, transformed by the machine, by industrialization. This ro-
manticization of the machine is at the base of all directions in “art and literature
that were identified with the revolution, and especially at the base of the aesthetics
of constructivism”, and the transhumanist tendencies in art themselves are not
new, because they have been present since the avant-garde movements from the
beginning of the twentieth century.

One of the ardent critics of technology/technicism, Renato Poggioli in his
book The Theory of the Avant-Garde from 1970 discusses avant-garde movements
from the end of the nineteenth century and in his critique of technicism, Poggioli
even then, far-sightedly, made assumptions about the dangerous tendencies that
technicism brings to modern culture, as a threat to human creativity, which leads
to the devaluation of humanities and arts, and even as a threat to democracy and
political freedom. Back in the 1970s, Poggioli argued that the belief in the su-
premacy of technology lead to the concentration of power in the hands of a small
elite of technical experts who will be able to shape and control the system to their
advantage, so that technology becomes an end in itself.

For experimentalism, in his sharp and militantly critical tone, Poggioli says:

“If it is not harmful, then it is useless and alien to art itself, a threshold for
something new and unreasonable. Experiment precedes creativity, crea-
tivity cancels and absorbs experiment into itself. Experiment merges into
creation, not creation into experiment. Creation resolves experiment, or
overcomes it; experimentation, which is not cancelled as such, tends to
become not only ante- but also anti-creationism” (Podoli, 1975).

Poggioli criticizes technicism, which he defines as the reduction of the
non-technical to the category of technique where the technical spirit invades
spiritual areas where technique has no raison d'étre. “The spirit does not rebel

82



Ana Cemalovi¢, Ethical aspects of art created through artificial intelligence

against technique or machine, but against the reduction of immaterial values to
the simple categories of the mechanical or technical.” Even then, Poggioli notes
that the scientific myth is one of the most significant ideological components of
our civilization, calling it avant-garde scientism, characterizing it as a “naive and
simple cult of miracles”, eccentricity and infantilism, combined with technical
elements, which modernists look at “almost with the eyes of savages or children
and reduce it almost to magic” (Ibid, 165).
Further, Poggioli writes:

“The artist who at the moment allows himself to be seduced by the qua-
si-magical scientific Faustianism of the modern spirit suddenly becomes
aware of how easily in a society such as ours science is fatally vulgarized
and therefore at a distance, but directly contributes to the ugliness of mod-
ern life.” Although referring to avant-garde artists, Poggioli's criticism is
fully applicable to the modern world in which there is a craze for artificial
intelligence... avant-garde irony is often caused by a sense of the emptiness
of the miracles that science seems to promise... irony can become pathetic
and tragic, focusing not only on the way the machine fails the man, but
also in the way that the man fails the machine. Thus, avant-garde art
can be transformed into a critique of modern life and a protest against
man-machine" (Ibid, 166).

According to Poggioli, there are different forms of alienation within the
avant-garde: psychological, social, economic, historical, aesthetic, stylistic, and
they are all summed up in ethical alienation. Poggioli saw that art approaches
the truth from an angle that is incomparably safer for humanity, compared to
science. Quoting Hermann Barr, the expressionist, who says: “Reduced to pure
means, man became a tool of his own work, meaningless, since he began to serve
only the machine, which deprived him of his soul” (Ibid, 166). They understood,
Poggioli claims, the “deadness of our culture”, which Alfred North Whitehead
brilliantly defined in Science and the Modern World, writing:

“Considering the aesthetic needs of a civilized society, until now the re-
actions of science have been inappropriate. Its material basis directed at-
tention to things, as opposed to values ... Perhaps civilization will never
recover from the adverse climate which surrounded the introduction of
machinery” (Whitehead, 1925: 252-253).

Poggioli predicted the loss of humanistic values, i.e. the loss of depth and
meaning in art, which brings too much reliance on technology in art, as well as
endangering the autonomy of art, which rests on the independence of art from
external factors, including technological ones. By criticizing the idea that technical
innovations can independently constitute progress in art, he defended the posi-
tion of the artist as an independent, individual creative force, not a mere machine
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operator, or executor of machine techniques. His work is significant because it
shows the characteristics of a deep scepticism towards the world of art that is
influenced by the technological context of his time, which means above all the in-
dustrial technologies, long before the digital revolution that significantly changed
the relationship between man, technology and art. Speaking about the alienation
of modern man and artist, Poggioli quotes Marx's interpretation of the process of
demoralization, which he defined as the feeling of uselessness and isolation of a
person who realizes that he is completely alienated from a society that has lost its
humanity and its own historical mission.

In his critique of technicism, Henri Lefebvre talks about the progress of tech-
nology as a way that technology tends to close society:

“Technology improves and breaks its own frameworks, and its results
disappear into the stratosphere to return to earth as the greatest danger”
(Lefevr, 1973: 8).

Lefebvre went on to write:

“After darkening the horizon, especially cybernetics, which strives to
“quantify the cosmos”, threatening to devastate, destroy, but also opens the
way to the possible, provided it is introduced into everyday life” (Ibid, 20).

The theme of dehumanization as a consequence of the infiltration of technol-
ogy into all aspects of human life is not new, it dates back to the beginning of the
twentieth century. Thus, “dehumanized” art is that which was created under the
influence of intellectual radicalism. The prominent concept of dehumanization
refers to the artist's insistence on the distance of art in relation to human life, to
the complete disappearance of the human factor and human content from the
work of art, which leads to pure art and towards which, according to Gasset, all the
great directions in art were striving. Therefore, the removal of the human element
as a point around which the world of art gravitates opposes the realism of the
beginning of the 20th century, which the author witnesses, and which represents
an unprecedented aberration in the evolution of aesthetics (Ortega y Gasset, 1969:
72). All repetitiveness in art is worthless, claimed Ortega y Gasset (Ibid, 69). The
painter distorts reality, shatters its human image, dehumanizes it, distances it
from its human aspect. Dehumanization implies stylization and this, according to
Gasset, is the true path of art, guided by the “desire for style”,e while the intrusion
of the human into art is taboo.

To the same extent that technolatry, i.e., “macchinolatria” dominated the
spiritual space, there was also an objective fear of machines, “machine angst”
(agnoscia della macchina), which appeared among futurists in the late 1920s and
related to a deep a sense of uneasiness, fear or anxiety surrounding the relation-
ship between humans and machines. It is a term used to describe the emotional
response to the increasing integration of technology into society and the potential
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consequences of this integration. In the context of futurism, machine fear is ex-
plored through themes of slavery, control, and dehumanization in relation to tech-
nological advancement. It reflects the fear of losing autonomy and individuality
in a world where machines play an increasingly dominant role. Through parallels
with avant-garde theory, the qualities of the human creator that distinguish him
in his uniqueness and inimitability, and which will represent the greatest challenge
for the creator-machine in the future, given that they are not reproducible and
cannot be easily reduced to mathematical formulas, are highlighted. Art created
through artificial intelligence has evolved into a picturesque replica, succeeding in
learning to reproduce the pre-existing manner of a certain era, or the handwriting
of the author, ignoring the fact that the history of art for at least a century is based
on the reflection of the artist and that a significant component of today's contem-
porary art is conceptual, a theoretical corpus, and that theoretical and aesthetic
“codes” permeate through the extremely complex phenomenon of intertextuality.
This aspect of creativity will be able to be reproduced, i.e. recreated, only when
artificial intelligence masters divergent thinking, which is the exclusive charac-
teristic of the human species.

Noticing the crisis of art, Jacques Ranciere does not see the contemporary
“ethical turn” in aesthetics as a return to the moral judgment of contemporary
artistic practices and their subordination to moral criteria, but

Today, the rule of ethics leads to a growing inseparability between facts and
law, between what is and what should be, where the judgment bows to the power
of the law that imposes itself, and thus the ethical judgment itself becomes inferior
in relation to it.” The radicality of this law is that it leaves no choice and is nothing
more than a simple limitation that arises from the order of things and hints at
a move away from the possible collective emancipation of art and “post-utopian
art” (Ranciere, 2004).

Viktor Burgin, in his work The End of the Theory of Art: Criticism and Post-
modernity, asserts that painting, invested in the popular and academic ideology
of contemporary capitalist society, is no longer able to show any subversive and
socio-critical characteristics. The question is to what extent it is possible for the
art created through the mediation of generative adversarial networks of artificial
intelligence, within whose training databases the entire visual heritage of the his-
tory of art is recycled, translated into a digital format and thereby, in a certain way,
recycles and processes already seen and experienced aesthetic heritage of previous
epochs and different artistic directions (Burgin, 1968).

Such proliferation of photorealistic images and reprogramming of art of past
eras through this technology is an artistically retrograde process, although its
technology is technically innovative and avant-garde, art generated by artificial
intelligence is in its essence a conservative artistic practice. The referent of the
image is a dead referent, its product is ideologically cleansed, also cleansed of
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text, content. Artificial intelligence distorts the work, its emotional component, its
theoretical, conceptual subtext, completely ignoring the copyright of the artist and
the intellectual and creative resources invested in the work. The art of past eras is
mediatized in such a way that it is cut off from its historical and aesthetic context,
it is broken down and within the mathematical process it is deconstructed and re-
constructed into a new, spectacularized performance. The specificity of the artistic
procedure brings this type of media somewhat closer to the way of creating a human
subject, which is not completely under the control of the creative procedure, and
the mediation of the machine cancels that subject at the same time, the personal
expression of the artist is sublimated through the cerebral expression of the machine.

Recently, a number of platforms have been created that allow artists to search
large databases and check if their work is represented in any of the databases that
serve to train large language models and provide protection and control over the
use of their own works. Through these databases, artists can also ensure that their
work cannot be used to create future databases for training artificial intelligence
networks.

Artificial intelligence is increasingly becoming a strategic axis of develop-
ment and an issue of international politics, especially when it comes to trade and
defense. The looming danger of the appropriation of artificial intelligence by au-
thoritarian regimes and the restriction of privacy and freedom of speech indicates
the necessity of open cooperation in the process of developing and understanding
the technology that will dispose of citizens' data and make decisions about their
lives. Back in 2013, Isabelle Stengers criticized the accelerated development of
science and the criticism of scientific development under the pressure of the need
for productivity and competitiveness, as a result of which there is a superficial un-
derstanding and ethical compromises, and with it a divergence with wider social
interests and the need to preserve the environment (Stengers, 2013). A group of
experts gathered around the Future of Life Institute called for a six-month pause
in the advanced development of artificial intelligence until joint security protocols
are developed, established and implemented and it is certain that their effects will
be positive and that their risks can be managed (Futureoflife.org, 2023).

There is a deep misunderstanding of how AI algorithms work. Neural net-
works that are modelled after the architecture of the brain, simulate layers of
neurons through which information is transformed when passing from one layer
to another. As they work, these networks strengthen and weaken their neural con-
nections, if it is not known why exactly certain connections are affected by these
changes in intensity. This is especially pronounced with large language models
that have hundreds of billions of parameters (Hutson, 2024).

The obscurity of the process of creation of art generated by artificial intel-
ligence is manifested in the complexity of the algorithms that create it and that
aurize these works of art. The procedure of reaurization is also justified by Boris
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Groys, claiming that Walter Benjamin's thesis on deaurization changes, and that
the work regains its aura, the copy from which it is created is deterritorialized, and
the new original is reterritorialized (Groys, 1992). Other authors, such as Nicolas
Bourriaud, claim that the aura shifts from the work of art to the audience, which
certainly happens in the spectacularized performances of art created with the help
of artificial intelligence, with massively attended festivals and exhibitions that
are often involved in the process of creation of the work itself (Bourriaud, 2020).

The challenges facing contemporary artists who create in the context of artifi-
cial intelligence concern the articulation of the artistic language, the relationship
to form, colour, and the new medium. Systems have already been developed that
transform images into video, as well as text commands themselves, and those that
operate with sound. Based on this, for example, the Berlin-based composer Holly
Herndon created the musical project “Proto” in 2019, in which she experiments
with vocal polyphony of a choral ensemble and artificial intelligence, Spawn, which
works on a modified gaming computer, learning to interpret human voices by
making of them a synthetic sound. The combination of machine and human voices
yields an ethereal symbiotic blend of digitized voices within which traditional
melodies echo. It is not always certain which melodies were created by artificial
intelligence, but Herndon certainly had the final word on each composition (Mc-
Dermott, 2020). Also, the content of the databases used to train these networks, es-
pecially if they were created for the purpose of realizing commercial projects, most
often remain a secret and there are increasingly loud calls for their publication.

Art generated by artificial intelligence can also become a tool of the propagan-
da machinery that fascinates a wide audience, and in the background, it is sub-
jected to the process of normalizing the system of surveillance and repression, or
the application of this technology in other industries, such as the military. “Deep
fakes” technology that abuses the image and is able to produce confusion because
it is no longer possible to distinguish what is true in the space of hyperproduced
media content and social networks, practically, has no ethically justified reason for
its own existence. Training artificial intelligence networks is also problematic from
an environmental point of view, since a huge amount of energy is consumed to
maintain such complex systems. For the field of art, an aptly explainable, intuitive
and empathetic artificial intelligence, significantly different from today's commer-
cially oriented projects, would be of greater benefit (De Smedt et. al., 2021: 182).
Issues of security and control over such complex systems, issues of responsibility
for eventual incidents, etc. are also open.

Therefore, the commitment of scientific and non-governmental institutions
to control the process of artificial intelligence development and the establishment
of “humanly-oriented” artificial intelligence is of great importance, where all is-
sues related to the social impact of artificial intelligence are considered through
interdisciplinary connection, while emphasizing the need for a balance between
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the need to improve human capabilities through the integration of human and
machine, but without replacing humans with machines.

However, as the farsighted Norbert Wiener recognized in the 1950s, there is a
tendency for human beings to be replaced by machines at all levels, and this trend
will have a great impact on people’s lives (Wiener, 1950). Catherine Hayles sees the
posthuman not as an apocalyptic erasure of human subjectivity but offers an alter-
native discourse in which a positive partnership develops between nature, man and
intelligent machines (Hansen, 2004). Posthuman, according to Hales, configures
the human being in such a way that it is freely articulated through a relationship
with intelligent machines, without absolute demarcation between bodily existence
and computer simulation, cybernetic and biological organism, robot teleology
and human goals (Ibid.). Posthumanism is not necessarily against humanism, but
rather along the lines of the search for alternative directions in which everything
is hybrid and multiple and needs a “new ethical vocabulary” (Wellner, 2017: 330).
Wellner proposes ethical codes that work within the framework of a dynamic
reality, like the code used by programmers, or by which biologists represent DNA,
and presents them as orientations in ethics, rather than complete solutions.

Conclusion

The paper discusses several theoretical concepts related to the criticism of art cre-
ated by artificial intelligence, as well as critical texts of the avant-garde period that
related to the influence of technology in the field of artistic creation. Also shown
are works that deal with artificial intelligence technology in a different way in the
ethical spectrum, since it is precisely in the field of ethics that art created through
the mediation of artificial intelligence should ask the most important questions
and provide concrete answers, considering the problems with which artists meet
with the emergence of large language models.

Through the use of modern neural network technologies, art can question
the importance of these technologies for humanity. As, according to Adorno, art
must be the one that strives for the truth, it would have to manifest itself as a field
in which artificial intelligence serves as a tool with the help of which the ethical
dimension of the medium of artificial intelligence itself and its everyday applica-
tion is re-examined in detail, with the help of which art occupies an active role in
social processes that artificial intelligence initiates or changes.

The question of ethics in the context of aesthetics has never been more im-
portant. The accelerated development of advanced artificial intelligence systems
imposes an increasingly pronounced need for harmonization with human ethical
systems. The uncontrolled development of technology, the use and uncontrolled
development of strong artificial intelligence under conditions of surveillance
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capitalism, for example, can pose a threat to humanity. The revolutionary influence
of artificial intelligence in the domain of artistic creation and transformation of
art through a dehumanized and mechanized artistic process is an opportunity to
reconsider the question of what is human and what is art, as well as to establish
a new platform for a sustainable relationship between humans and machines,
through ethically responsible artificial intelligence.
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