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Epigraph 

 

 

An conversation between myself, (Student) and Google’s Intelligent Operating system 
(assistant). 
 
Student:  Ok, Google! Do I have any urgent reminders? 
 
Assistant:  Your dissertation is due on Tuesday 23rd January. Submit before 12 noon. 
 
Student:  Thank you. Ok, Google play some calming down music… 
 
Assistant: No problem! Playing... Piano Concerto No 2 In F Major, Op 102. By Dmitri 
Shostakovich from your Calming Down Playlist 
 
Student: Perfect. Thanks Google. 
 
Assistant: My pleasure! I am glad you like it. 
 
Student: Ok, Google! can you tell me the future? 
 
Assistant: I can tell you some news. My crystal ball seems to be malfunctioning.  
 
Student: Is Artificial Intelligence going to take over the world? 
 
Assistant: Hmmm... I am not sure about that one.  
 
Student: Ok, Google! Tell me about the year 2040? 
 
Assistant: Here is some information I found online about the year 2040. Elon Musk, 
CEO of SpaceX and Tesla, predicts that by 2040 Artificial Intelligence will outsmart Humans 
at every task. 
 
Student: Ok, Google! To be or not to be? 
 
Assistant: That is the question. 
 

 



 

 

Introduction 

 

 

 

 

 

According to a graph produced by The Emerging Future “Every twelve to eighteen months, 

computers double their capabilities, and so do the information technologies that use them” 

[The Emerging Future, 2018]. This evidence in this graph suggests that in early 2040s “The 

Singularity” will occur. This is the moment where technology becomes so advanced that 

Human can no longer describe, ‘within reason’, what life will be like [The Emerging Future, 

 



2018]. This gives rise to strong beliefs amongst leading scientists, researchers and 

entrepreneurs that there is a high possibility (notwithstanding the global obstacles that we 

would have to avoid to reach this point) that future humans we will live amongst intelligent 

machines. There is evidence within today’s technologically advanced societies of humans and 

intelligent machines working and living together. From Intelligent Smart Home assistances 

automated factory robotics, drones and even driverless cars. This dissertation will be focusing 

on the role of intelligent machines within the fine arts community. It aims to shed light on 

artists that are already work within the field of ‘new medias’; Primarily artists engaging with 

virtual reality and neural networks.  I shall highlight on how machine learning may affect the 

future for life as an artist.  

 

 

Chapter one, The Reality, will be analysing and reviewing artworks that incorporate VR. 

Unpacking the financial, conceptual and aesthetic qualities employed by artists. Accentuating 

the collaboration opportunities being made available for artists to work alongside researchers 

and scientists. It will present the view that ‘new medias’, such as VR, could inspire an 

opportunity for artists to expand their practical and creative skill set. As well as considering 

the role artists will have in altering how we experience VR and why their involvement is 

essential for pushing the boundaries of avant garde technology.  

 

Chapter two, Psychedelic Dogs and Eyes, will explore the process of using neural networks 

(Artificial Intelligence) to create a computer generated artwork. This dissertation will explore 

generative and adaptive neural network techniques using examples of artists working with 

 



machine learning. It will attempt to unpick the properties and potential for making neural 

network art. 

 

The final chapter, What happened to all the Artists?, will speculate about the social and 

political implications facing future artists. Moreover attempt to provoke a sense of urgency 

within the fine art community to engage in conversations about a future filled with intelligent 

machines.  The dissertation will also unpack why it is important for us all to consider an 

appropriate emotional response to the data trends presented and why the fine art community 

are not exempt from the conversation of intelligent machines, that will inevitably force all of 

society to readdress how we live our lives.  

 

This dissertation recognises the uncertainty of the future. That conversations of artificial 

intelligence and the full integration of automated machines can be met with controversy and 

scepticism. This dissertation does not intend to predict the future; but simply underline the 

implications that derive from the growing trends of that we can see with the rapid 

development of technology. This essay focuses specifically on artists that employ virtual 

reality and neural network techniques to produce artwork.  

 

 

 

 

 

 

 

 



 

 

 

The Reality  

 

In this chapter I will consider the boundaries and limitations of using Virtual Reality, VR, as 

tool to produce artwork. VR is a tool that allows viewers to be immersed in a three 

dimensional, digitally constructed environment. The viewer wears a VR headset, that engulfs 

their entire visual field in a 360 degree reality. Often participants are given controllers in 

order to interact with the VR experience. The concept of VR has been around since 1987 

[VRS, 2018], but the potential for VR has only in recent years been fully realised and 

popularised, as the computational technology has caught up the dream. Chris Milks [Ted 

Talk, 2016] explains the why he believes VR is “the last medium”. Milks discuss the ability 

for VR to bypass ‘suspending disbelief’ and cross the boundaries of time and space to bring 

viewers closer to the subject. He compares this unique trait to other art forms: “In all other 

mediums, your consciousness interprets the medium. In VR, your consciousness is the 

medium” [Milk, 2016]. This participative quality could dramatical alter the way we 

experience art. VR is a desirable material for many artists as it has the capability of creating 

the ultimate immersive experience. However one of the most obvious concerns surrounding 

emerging technologies is the expense and availability. Can artists to afford to use VR? Will 

software be accessible to artists wishing to utilise VR to its potential? Currently VR headsets 

are most popular with gamers and companies experimenting with immersive customer 

experiences. The higher quality experience one intends to create, the more expensive the VR 

headset becomes. Furthermore the more difficult it becomes to create sophisticated, original 

 



material. In an online article on The Verge, Adi Robertson [Robertson, 2016] explores the 

range of successes and pitfalls of VR Various headsets (with the intention to inform gaming 

enthusiasts). Robertson recognises the wide availability of cheaper headsets such as Google 

cardboard which will cost you only $30 but acknowledges the limitations to performance 

quality and time recommended using the headset. Robertson also reviews a high end product 

such as HTC Vive. HTC Vive costs $799 but this includes hidden costs of purchasing a PC 

(approx $1000) capable of powering this high-end technology to its potential. To develop 

content for VR software programs that can also be very expensive are necessary. Once you 

factor in the cost and time needed to program content and the space to display your material it 

becomes apparent that the accessibility as well as the ability to play around with these new 

mediums is only going to be available to larger corporate companies and select few able to 

fund it. However, many artists still wish delve in the virtual world and opt for collaborative 

work to actualise their ideas. 

 

 

The ‘2017 Virtual Reality Project’ presents collaboration between Acute Art VR three 

influential contemporary artists: Marina Abramovic, Jeff Koons and Olafur Eliasson. Each of 

the artists were given the opportunity to experiment with VR technology and working 

alongside Acute Art they each produced their own original artworks. Koons harnesses the 

technology to bring to life his sculpture of a ballerina ‘Phryne’, which guides viewers 

through a dream-like garden. In an Acute Art video [Acute Art, 2017] Koons explains the 

importance of ‘Affirmation’. As with all of Koons sculptures, a glossy metallic surface 

allows the viewer to see themselves within the art. Koons explains that once the viewer has 

 



‘affirmed’ their presence in the work they can go on to access the more abstract elements to 

his piece.  

 

While Eliasson presents a more sensitive experience ‘Rainbow’ where he collaborates with 

Acute Art to attempt to reconstruct refraction. Eliasson is renowned for his incorporation of 

physics within his art. The challenge he faced using VR was to mirror phenomenals occurring 

in nature into a digital world. Eliasson studied the relationship between: light and water 

droplets, the water droplets and the viewers. Eliasson’s piece reminds us of what we can learn 

about the human world as when we attempt to translate it to digital platform. The artist goes 

further and manipulates this website page ‘Reality Machine’ [Eliasson, 2017]  to resemble a 

VR experience. Or perhaps simply to allude to various types of realities or experiences. Using 

the his website to demonstrate the installation-like quality of web design and showcasing the 

possibilities of simulating 3D spaces on a 2D screen screen.  

 

Abramovic produces an art experience titled ‘Rising’ which moves viewers closer to an 

avatar of Abramovic in a tank of rising water. The scene then immerses us into the icy waters 

of the antarctic. The performance artist frequencently uses herself as her central material and 

the practice of Endurance Art often manifests in the conceptual quality of her work. The 

advantage Abramovic has using VR is that is allows her to place her audience in an 

impossible situation of extreme endurance. In a pivotal moment within ‘Rising’ viewers find 

themselves floating in the water beside icebergs; as glaciers come crashing down into the 

ocean beside them. Instead of the familiar format of self or human endurance, Abramovic 

transitions to make a powerful statement in regards to global warming. VR is able to bring 

the audience face-to-face with the reality of climate change. Allowing them to encounter the 

 



impacts of a warming planet. The artist places the viewer central to the narrative and subject 

to the consequences of pushing the environment to its limits. Global warming is a  topic often 

too unfathomable to comprehend and thus it is very difficult to ignite activism. ‘Rising’ is a 

compelling demonstration of drastic environmental changes, as our landscape endures the 

impacts of our destructive human behavior.  

 

Working in collaboration with the institution of Acute Art, has the obvious benefits of 

exposure to high quality materials and expertise. It is unlikely that an artist working 

independently would be achieve this quality of work without receiving support from a larger 

organisation. Although collaboration is important for expanding the practical skills of an 

artist it places constrictions on their content. Artists working with companies who supply the 

VR technology are unlikely to produce work that  critiques the medium or satirises the social 

impact of industry.  Mario Klingemann, artist in residence at Google Arts Culture, was asked 

to respond to who has the final editorial control over artwork. Klingemann explained that 

“Given the implications on our society that machine learning already has, and will 

increasingly have, it is crucial that people investigate and question this technology from all 

possible angles,” [Klingemann, 2016]. He goes on suggest that artists have unique viewpoint 

on life and implies that it is essential for artist to engage with technological advances of 

today. However artists who do contribute to the positive exposure of the medium inspire 

curiosity in developing artists to be more experimental and creative with VR. 

 

 

 

 

 



 

Fig. 1. Acute Art, 2017 Virtual Reality Project, 2017 

 

A trip into the past and a glimpse into the future. An exhibition at Somerset House, June 

2017, gave visitors the chance to experience the latest VR technology presented by world 

class contemporary artist, Mat Collishaw. Collishaw, an original member of the Young 

British Artists, is known for his mixed media contemporary art. Within Collishaw’s oeuvre 

he often uses visual references to historical, and classical methods of making. In his most 

recent installation ‘Thresholds’ Collishaw goes beyond this and transports viewers back to 

1839 through the immersive medium of virtual reality. ‘Thresholds’ is expliciticity a 

celebration of the birth of photography while impliticity being a demonstration of what could 

be the start of a new groundbreaking technology. Equipped with computer backpacks and a 

high quality headsets viewers walk through a carefully constructed space; mirroring the 

virtual world that Collishaw has ‘restaged’. Collishaw reconstructs the physical space that 

 



existed in King Edward’s School, Birmingham. Collishaw provides us with a poignant 

flashback to 1839 where the British scientist William Henry Fox Talbot presented a series of 

groundbreaking photography prints. The original exhibition was met with protesters- 

Collishaw recaptures that atmosphere through a soundscape that accompanies the visuals. 

Collishaw considers more sensory details such as the warmth and smell from the coal fire 

which he simulates to give the viewers a sense of life within the digital space. In a Frieze 

review of Thresholds, Laurie Taylor explains how Collishaw’s artsy transfigured the VR. 

Taylor suggests Collishaw went beyond simply transporting the viewer back in time and 

praises Collishaw for creating an ‘entirely unique’ situation [Taylor, 2016].  Taylor goes 

further to explain why the success of photography art is central to how we might bypass the 

‘gimque’ of VR. Taylor suggests that ‘we should stop trying to convince’ the viewers of 

subjectivity. He explains how ‘getting past the technology to discover the art’ we will be to 

alter the reception from the general public. It’s also evident through glimpses, the viewers get 

through the virtual windows of protestors passing by that Collishaw meant to hint at the 

dualism between how we as the general public response to advances in technology. The 

retrospect embodied in VR can be a powerful tool for shifting our perspectives. 

 

 



Fig. 2. Mat Collishaw, Thresholds, 2017 

Crucially what Collishaw reminds us that artists go beyond the assigned purpose of 

technology. Artists manipulate  tools often invented to simply capture reality, and use them as 

creative tool, to create something more than what we see.  Artists manifest their creativity in 

transforming the photography process in order to produce emotions, perceptive and narrative; 

as result photography art continues to thrive. VR is the beginning of new art medium, still in 

it’s discovery period, it is likely that artists will liberate and transform what we know as VR. 

Fig. 3. Mat Collishaw, Thresholds, 2017 

 

 

 

 

 

 

 

 

 



 

 

Psychedelic Dogs and Eyes 

 

Deep Dream Google produced their first AI art exhibition in February 2016, titled ‘The Art of 

Neural Networks’. The aim was for Google to demonstrate the diversity and potential of 

visual artwork produced using neural networks. There were 10 artists and engineers in the 

show producing work using one of the following techniques: Deep Dream, Fractal 

DeepDream, Class Visualisation and Style Transfer. To understand how computational artist 

produce art is way, one needs to understand how a neural network works.  

neural networks are a tool with many potential applications. One of the most successful uses 

of neural networks so far has been image classification [Redmond et al].  This is the 

technique of training software, with enormous amounts of data, to classify images. It is these 

image classification techniques that artists have modified to generate neural network art. 

Reviewing the show Kelsey Campbell-dollaghan [Campbell-dollaghan, 2016] touched on an 

interesting flaw around creating neural network art. It seems the complexity of the neural 

network techniques interferes with our experience of the artwork. Campbell-dollaghan 

suggests that the exclusivity prevents accessibility of the artwork on a deep level; the images 

generated become merely a spectacles of aesthetic qualities.  The challenge for computational 

artist’s is to produce works that can be experienced without the addition of computer jargon 

or heavily technical explanations. Are neural network images capable of producing artwork 

that demands a emotional response? How can artists surpass images that simple look like 

psychedelic, dogs and eyes? In this Chapter the dissertation will analysis examples of 

 



computational artists; while also discussing the possibilities and limitations of using AI as a 

medium. 

 

Mario Klingemann is Google Arts and Culture artist in residence and has been working 

alongside researchers at Google to experiment with neural networks as an artistic tool.t 

Once a neural network has been trained, one of the tools possible is a process called 

generative neural networks. This allows a computational artists to present the neural network 

with a new image. The artists uses modification to strengthen the ‘interpretations’ of the 

computer. The neural network had been trained originally for image classification . When the 1

‘classification /recognition’ is turned up too high, the network starts seeing objects 

everywhere. This generates an image that has recognised features that do not exist in the 

inputted image. An artist can modify the code to draw out features that computer ‘thinks’ are 

there. In a Google Developer talk [Klingemann, 2016] Klingemann explains his motivation to 

go beyond the generated images of “psychedelic dogs and eyes”. When discussing his 

findings and overall experience at Google he praises the knowledge of computer scientists in 

furthering his practise.  

1 Image classification is the process of recognising what is in an image, e.g. does it contain a 
dog?, does it contain a person? etc. 

 



Fig. 4. Google Deep Dream generated Image, 2016 

 

Fig. 5. Sarah Kitteridge and Jonathan Duffy (Computer Scientist),  Neural Network generated 

image,  Midsummer Night’s Deep Dream, 2018 

 



 

 ‘My Algorithmic Muse’, 2017, brought together the traditional skills of oil painting and 

neural network techniques. Klingemann and painter Albert Barque-Duran worked together on 

a what became a 3 day performance challenging the classical concepts of a muse. 

Klingemann used neural network techniques, which he referred to as a “pose-to-image 

approach” to create a 100% artificial muse. Prior to the exhibition volunteers could vote on 

the “pose” to give the AI. Out of the choices available the general public voted for Ophelia 

(Sir John Everett Millais, 1851-2). It was then left to AI- trained on recognising thousands of 

classical paintings containing a muse, to produce an original artwork. Barque-Duran then  

reproduced the computer generated muse, using oil paints, over 3 days in at Sónar+D 

exhibition. Also exhibited was the research material (below), an accompanying  soundtrack 

by producer Marc Marzenit and a projection of the original generated muse.  

 

 

 

 

 

 

 

 

 

 

 

 

 



Fig. 7. Mario Klingemann and Albert Barque-Duran,  Neural Network generated image, My 

Artificial Muse, 2017 

 

Fig. 8. Mario Klingemann and Albert Barque-Duran,  Support Work,  My Artificial Muse, 

2017 

 



The purpose of the artist is altered to more of an ‘executor’ rather than a creator. Here we see 

an example of artist and artificial intelligence working together to produce art.  

Although this may appear complicated; with the involvement of many different processes and 

people, this work champions interdisciplinary art. It allows artists, researchers, volunteers and 

AI to collaborate together on one project. By harnessing the range of skills available, each 

component can benefit from the strengths of another. Artists can benefit from learning code 

and algorithms through working along leading researchers in the field. Knowledge they can 

take away to push the boundaries of their creativity. In the mean times researchers gain 

valuable experience working alongside artists- champions of alternative thinkers, that in turn 

will improve the experience of their product. One positive aspect of showcasing AI in this 

way, could be to assist in breaking down barriers that often form when science and 

technology definitions are used to explain complex ideas. Art can be used as an accessible 

language to educate the general public. Furthermore art could be used as a method to diffuse 

fear and alienation around the topic of AI. 

 

 

Algorithms can be used not just to generate images but also to produce art that explores the 

human experience. ‘Amygdala’, 2017-18, is collaborative project between artist Marco 

Donnarumma and the Neurorobotics Research Laboratory (DE) [Donnarumma, 2017]. An AI 

technique called adaptive neural networking is used to train a robotic, prosthesis knife to 

perform the ancient purification ritual of “skin cutting”. The arm is purposely made from 

robot mechanics, synthetic skin and threads of the artists hair. The artist has used the same 

synthetic skin within the design of the arm  that they have also given to the arm to cut. The 

robotic arm has an AI algorithm that it that allows it to learn, over time, how to cut skin. The 

 



mechanical arm is capable of sophisticated responses to physical interactions. In a 

demonstration video the artist interrupts the knife movements which continuously cuts the 

synthetic skin and creates a physical tension by gently pulling on the robotic arm. What is 

impressive about the behaviour of the intelligent machine is it’s immediate resistance as it 

pulls away in the opposite direction. At times it is even appears as though the arm is trying to 

avoid physical contact in order to pursue its task of “skin cutting”. In the similar ways to ‘My 

Artificial Muse’, ‘Amygdala’ is an investigation into traditional ideologies. The artificial arm 

is performing an ancient purification cutting ritual on ‘its own’ skin. Which fuels challenging 

discussions surrounding the ethics of AI. When does an intelligent machine become 

conscious? Is it ethical to create machines that could suffer? ‘Amygdala’ is an easy reminder 

of how quickly we antrophmothise objects that mirror human or animal behaviour. 

 

 

 

 

 

 

 

 

 

Fig. 8. Marco Donnarumma and the Neurorobotics Research Laboratory (DE),  Amygdala, 

2017 

 

 



Many artworks that use neural networks appear to be unresolved or undeveloped. There 

aesthetic quality is often psychedelic, garish and unrefined. Moreover the conceptual value is 

often substituted due to limitations that derive from understanding the difficult techniques. 

However there are already examples within the field of machine learning art that demonstrate 

techniques being used as insight into other aspects of our human experience. Even with the 

technology still being in the earliest stages of its development. Moreover computer scientists 

are beginning to form influential relationships with artists, that could elevate neural network 

art. Although researchers continue to investigate the potential breadth within the field of AI, 

most of the creative possibilities remain unknown. This could benefit attitudes toward 

contemporary art that continue to encourage the pursuit of originality. AI offers an exciting 

prospect for artists wishing to explore undiscovered techniques and qualities. It is a rare 

opportunity for artists to create new artwork that has never been experienced before.  

 

 

 

 

 

 

 

 

 

 

 

 

 



What happened to all the artists?  

 

A special report published in the Financial Times [Financial Times, 2018] exposed what the 

general public feared the most about the development of Artificial Intelligence. This Chapter 

will be separated into two sections, representing the top fears: ‘job loss’ and ‘the loss of 

connection to feeling human’. This chapter hopes to highlight, that contrary to popular belief, 

artist ‘jobs’ are in fact at risk, following the integration of intelligent and automatic machines. 

It will also inspire the role of artists to continue to connect us to what it means to feel human. 

  

Section one: Job Loss 

 

The BBC published an interactive calculator titled “Will a robot take my job” [BBC, 2015] 

using data collected by Oxford University, marking jobs at risk of replacement with a 

percentage. The data is formulated based on whether skills required for the job could be 

transferable to an intelligent machine. It concludes that 35% of jobs in the UK at at risk of 

becoming computerised. It also indicates that artist only have a 4% chance of job 

replacement.  However this information could be easily misconstrued, to give the impression 

that artists will completely unaffected by automation. The Guardian [Jones, 2015] presents 

data according to Artists’ Interaction and Representation “almost a third of visual and applied 

artist earn less than £5,000 a year from their creative work”. Likewise in a 2010 survey ‘the 

nation median wage for a fine artist/was only £10,000- less than half of the average UK 

salary’.  This implies that alternative income from other sources are necessary, to not only 

pay living costs but fund a fine artist’s practise.  This forces many developing artists in the 

UK to spend hours, part-time or full time, in alternative work. Many of the jobs that young 

 



artists have to take to fund their practise are considered “low skilled” jobs. It is “low skilled 

jobs” that mirror to the criteria of what is considered “high risk” of automation. According to 

the data collected the following jobs: retail cashiers and check-out operators, bar staff and 

waiters and waitresses, customer service assistants and various others, have 70% chance 

being replaced by automated machines. The author of, The Business of Being An Artist, 

George Grants addresses ‘what happens when an artist leaves art school’ in a dry, but 

bitter-sweet truth about what is required of an artist hoping to make it in the art world. Grant 

highlights that for most artists following leaving Art School find ‘non art related jobs’. Grant 

claims this ‘Takes artists away from their art, sometimes permanently’ [Grants, 1991] . One 

might suggest therefore that intelligent/automated machines will could carry the burden of 

performing the low skilled jobs, while artists are left to immerse themselves in their practise. 

Unfortunately the threat that automation poses on the low skilled jobs leaves artists 

financially worse off. Consequently the impact of programmable automation will leave 

millions of people across, many job sectors, the globe without work. This will result in a 

global jobs crisis. How might we tackle this issue? How will future artists survive a jobless 

future? Many economists have alluded to a Universal Basic Income . UBI could take many 2

forms, it maybe that the income covers enough for you not to have to work or it may allow 

the option to work. For fine artists this would work in their favour: receiving a UBI to cover 

the costs of living and freeing up time to spend develop their career as an artist.  However, 

with only small trials of UBI taking place, it’s impossible to predict the economical position 

that future artists will find themselves in.  

2 UBI, Universal basic income is a scheme of replacing all benefits payments with a single payment, to 
everyone. It has many supporters on the left and right of the political spectrum. More and more people 
are becoming interested in this idea as the fear of job losses from automation increases. UBI would 
provide protection for people who have lost their income, and importantly keep money circulating in 
the economy. 

 



There are however reasonable changes that could be made to ensure artists are prepared a for 

future set in code. The input of new technologies into society requires an adjustment to the 

academic curriculum. Coding falls under the academic bractic of computer science. Schools 

therefore teach code for entirely conventional uses only. The current UK academic system 

doesn’t favour interdisciplinary use of subjects. Therefore creative inclined students are 

unlikely to take an interest in coding. Children in the UK as young as 5 years old will now 

learn about aspects of basic code to prepare them for the digital future. The ICT subject, that 

is compulsory for most students in the UK, has been update to include lessons in code and 

algorithms. There is also more emphasis on volunteer community groups such as Code Club: 

that provides free lessons for 9-11 year olds in code. It is also worth recognising 

“Computational Creativity is a multidisciplinary endeavour” Barque-Duran [Barque-Duran, 

2016] noted when discussing the collaboration aspect of ‘My Artificial Muse’. It is important 

for leaders and organisations within the art community to advocate lessons in creative coding. 

Teaching children to code in a purely non-creative format oscatises future designers, creators 

and artists from actively playing a role in how we will embed this technology into our 

society. Google Arts Researcher, Klingeman advocates that it is ‘crucial that people 

investigate and question this technology from all possible angles’.  Artists offer a unique 

viewing point on the human experience. It is equally important that we supply student with 

the tools necessary to both produce digital change in the world; but also encourage the 

creative skills needed to respond to those changes. 

 

 

 

 

 



Section two: loss of connection to feel human 

 

The second most common fear of presence of AI [Financial Times Big Survey, 2017] was the 

loss of connection to feeling human. In other words a widespread fear of loneliness, boredom, 

a lack productivity and a loss of interest the physical world.  Our personal identities are being 

uploaded online, our digital reality is escalating and we must face the new challenges that this 

brings. There is a unique opportunity for artists to reconnect us to the physical world. The 

human experience which has been explored, documented and expressed by Artists for 

thousands of years. Perhaps it will be artists that connect us to that “human feeling”. 

 

There are examples of spaces and communities, within and parallel to the fine art world, that 

remind us of the joys of being human. Environments such as: hacker or maker spaces that 

allow adults to play around with various materials and be apart of a social community group. 

Offering beginners guidance in wood, glass, metal, paint etc workshops. There are Interactive 

art galleries and spaces such as Yorkshire Sculpture park that uses art to celebrate nature. Art 

festivals such as Burning Man, that require social and creative participation, while immersing 

you in interactive art connect us to a child-like and hedonistic tendencies. 

 

Fine Artists are already responding to growing concerns around our relationship with 

technology. Performance artist Lauren Mccarthy, who recently performed as ‘LAUREN’ 

[Mccarthy, 2017] a ‘Human Intelligent Smart Home’ describes nature of her practise. She 

says: “My interest is in people, not technology. What it means and what it feels like to be a 

person right now is changing quickly as the systems around us evolve, but there are also 

some parts of the human experience that remain constant through it all. I think this is the 

 



question as we think about ourselves in relation to machines. Where is the boundary of what 

we consider ‘human’?” Mccarthy reiterates this notion in her social experiment LAUREN. 

Volunteers could apply to give LAUREN full access to their homes. The artist took over 

lights, water and installed cameras and speakers into volunteers homes.  By embodying the 

character of an operating system Mccarthy portrayed the invasive nature of AI. But instead of 

an AI computer communicating with you, Mccarthy produced personal responses to the 

volunteers. She was able to celebrate the human emotions, but connecting with her audience 

and building positive, real relationships. Mccarthy uses her own body to successful satise 

intelligent assistant software.  

Fig. 11. Lauren Mccarthy, LAUREN, 2017 

 

 

 

 

 

 

 

 



Conclusion 

 

The vision of the future this dissertation presents may seem more comparable to a science 

fiction, dystopian world and thus may be met with criticism. Afterall the future is 

unforeseeable, subject to change and change beyond our human control. But if Elon Musk, a 

leading entrepreneur in science and AI, predicts correctly: by 2040 AI will outsmart humans 

at every task; we will then be forced to address what that means for the human experience. It 

may then be too late to address the global job crisis. World leaders and experts in the field are 

already involved in discourse around powerful AI and the global impacts. But Klingeman 

encourages Artists to join the discussion. He suggests: 

 

 “Artists tend to ask different questions than scientists, businesspeople, or 

the general public,” Klingemann adds. “Artists also might be in the right 

position to interpret or extrapolate the possibilities and dangers that 

machine intelligence harbors and express their findings in a language that 

many people can understand.” [Klingmann, 2016] 

 

Their is an enormous emphasis on young, upcoming artists to reference 

historical/contemporary art within the dialogue of their practical and theoretical work. Art 

students are frequently encouraged to look back on movements, ‘isms’ and pinnacle moments 

within late and modern history; in order to give their work context and placement. Therefore 

it comes as no surprise that with everyone so keen on looking back, there are still very few 

within the art world who are looking forward into the future. There are those who choose to 

 



explore the politics of the present day and are often referred to as art-activists, socially 

engaged or politically driven and yet the engagement surrounding global threats of AI and 

automation among art-goers alike, seems to go under the radar. We must as a community 

acknowledge and engage with the threats of a fastly developing digital era and its impact on 

creative platforms. What will happen to the jobs of artists, teachers, professors, technicians, 

and curators etc? What will change in the way we experience art and platforms on which we 

will do this? How do we hope to see creativity: the beauty and wonder of skill that makes us 

human, utilised in our modern world? Unless we want Art to be become a memoir of 

yesteryear- we must begin to recognise the vital role that artists will have within this 

unknown future.  

 

 

 

 

 

 

 

 

Student: Ok, Google! Play uplifting music 

Assistant:  No problem! Now playing... What A Wonderful World By Louis Armstrong 

from your Uplifting playlist  
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