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Four approaches towards AI, 
and how they might inform 
our practice 



radical hope
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Charles Tonderai Mudede: „radical technophilia“

Bildlogo der Konferenz „AI: Ancestral Immidiacies“, HKW Berlin, 24.-26.5.24 
https://www.hkw.de/en/programme/ai-ancestral-immediacies-alterlife-afterlife

Mudede, C. T. (2024). Will AI Remember the Days of Slavery? E-Flux, 143.  
https://www.e-flux.com/journal/143/592571/will-ai-remember-the-days-of-slavery/

„But what if a machine not only remembered those darkest of days [of 
slavery] but also realized how they continue to structure the capitalist 

global economy of our times??“ 

„What if, with this technology, economics really became the splendid 
dream of the neoclassical school: not a matter of social history but of 

models and algebra. A political-economic machine that really lives up to 
the Benthamite promise of generating the greatest amount of good for the 

greatest number of humans—what kind of machine would this be?“ 
 

„If AI becomes not just us, as the computer architect Blaise Aguera y 
Arcas maintains, but much more than us, if it sees society in technical 

rather than cultural or spiritual terms, then the days of slavery will not only 
be remembered but erased, cleared.“



Critically embracing technology:
Generative software as an algorithmic, 

culturally sensitive dialogue partner and as 
a decolonial liberation program.

 WAYS & MEANS

 Too Many Notes: Computers,
 Complexity and Culture in Voyager

 George E. Lewis

 oyager [1,2] is a nonhierarchical, interactive mu-
 sical environment that privileges improvisation. In Voyager,
 improvisors engage in dialogue with a computer-driven, inter-
 active "virtual improvising orchestra." A computer program
 analyzes aspects of a human improvisor's performance in real
 time, using that analysis to guide an automatic composition
 (or, if you will, improvisation) program that generates both
 complex responses to the musician's playing and indepen-
 dent behavior that arises from its own internal processes.

 This work, which is one of my most widely performed com-
 positions, deals with the nature of music and, in particular,
 the processes by which improvising musicians produce it.
 These questions can encompass not only technological or
 music-theoretical interests but philosophical, political, cul-
 tural and social concerns as well. This is consistent with the

 instrumental dimension or tendency in African musical orga-
 nization, or what Robert Farris Thompson [3] identifies as
 "songs and dances of social allusion," one of several "ancient
 African organizing principles of song and dance that crossed
 the seas from the Old World to the New."

 Voyager's unusual amalgamation of improvisation, indeter-
 minacy, empathy and the logical, utterly systematic structure
 of the computer program is described throughout this article
 not only as an environment, but as a "program," a "system"
 and a "composition," in the musical sense of that term. In
 fact, the work can take on aspects of all of these terms simul-
 taneously-considering the conceptual level, the process of
 creating the software and the real-time, real-world encounter
 with the work as performer or listener. Flowing across these
 seemingly rigid conceptual boundaries encourages both im-
 provisors and listeners to recognize the inherent instability of
 such taxonomies.

 Musical computer programs, like any texts, are not "objec-
 tive" or "universal," but instead represent the particular ideas
 of their creators. As notions about the nature and function of

 music become embedded into the structure of software-based

 musical systems and compositions, interactions with these sys-
 tems tend to reveal characteristics of the community of thought
 and culture that produced them. Thus, it would be useful here
 to examine the implications of the experience of programming
 and performing with Voyager as a kind of computer music-mak-
 ing embodying African-American cultural practice.

 Among the fair number of studies by artists/theorists who
 have written cogently on issues of race, gender and class in
 new technological media (such as Loretta Todd [4] and
 Cameron Bailey [5]), the ethnographic study of Institut Re-
 cherche et Coordination Acoustique/Musique (IRCAM) by
 the anthropologist and improvisor Georgina Born [6] ap-

 pears to stand practically alone in
 the trenchancy and thoroughness
 of its analysis of these issues with
 respect to computer music. This
 viewpoint contrasts markedly
 with Catherine M. Cameron's [7]
 rather celebratory ethnography-
 at-a-distance of what she terms

 "American experimentalism," in
 which the word "race" never ap-
 pears, and in which her notion of
 a "musical class structure" is

 framed largely in terms of a now-
 moribund debate about relative

 ABSTRACT

 The author discusses his

 computer music composition,
 Voyager, which employs a com-
 puter-driven, interactive "virtual

 improvising orchestra" that ana-

 lyzes an improvisor's performance
 in real time, generating both com-
 plex responses to the musician's
 playing and independent behavior
 arising from the program's own in-

 ternal processes. The author con-
 tends that notions about the na-
 ture and function of music are

 embedded in the structure of soft-

 ware-based music systems and
 that interactions with these sys-
 tems tend to reveal characteris-

 tics of the community of thought

 and culture that produced them.

 Thus, Voyager is considered as a
 kind of computer music-making

 embodying African-American aes-
 thetics and musical practices.

 privilege between Europe and America.
 In contrast, Born's explicit identification of the nearly all-

 male, all-white musical and cultural canon articulated not

 only by the French institute, but by its American equivalents,
 traces the outlines of the development of a post-1950s aes-
 thetic of trans-European experimentalism. Given her so far
 unrefuted thesis that the overwhelming majority of computer
 music research and compositional activity locates itself (how-
 ever unsteadily at times) within the belief systems and cul-
 tural practices of European concert music, one can easily
 imagine a work that, like Voyager, exemplifies an area of musi-
 cal discourse using computers that is not viewed culturally
 and historically as a branch of trans-European contemporary
 concert music and, moreover, is not necessarily modeled as a
 narrative about "composition."

 THE AESTHETICS OF MULTIDOMINANCE

 In an influential 1990s essay, the artist and critic Robert L.
 Douglas [8] sought to formalize an African-American aes-
 thetic, synthesizing visual and musical elements of what the
 painterJeff Donaldson, founder of the Africobra art move-
 ment [9], has called "Trans-African" culture. The aspect of
 Douglas's theory that I wish to highlight here is the notion of
 "multidominant elements," which I will henceforth call

 "multidominance." According to Douglas, the aesthetics of
 multidominance, involving "the multiple use of colors in in-
 tense degrees, or the multiple use of textures, design pat-
 terns, or shapes" [10] are found quite routinely in musical

 George E. Lewis (trombonist, composer, computer/installation artist), Department of
 Music, Critical Studies/Experimental Practices Area, University of California, San Di-
 ego, 9500 Gilman Drive, LaJolla, CA 92093-0326, U.S.A. E-mail: <glewis@ucsd.edu>.
 Website: <http://www.ucsd.edu/music/lewis.html>.
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Fig. 2. Voy(wer pitchset construction, written as a Forth table representing the well-l<nown 43-tone scale of Harry Partch, with approximate

values given in cents (a method of specifying musical intervals in which 100 cents equals a musical semitone). The word "s" translates val-

ues in cents to MIDI note numbers with 8-bit microtonal pitchbend offsets, and then compiles the 16-bit result into the next available byte

pair in the table. The word "I" creates a transposition factor that allows the program's melody generators to perform a rough mapping of
the microtonal data in a given pitchset to 12-space data received via MIDI. This permits the program to use these scales with effective in-

based on the last several notes received) detailed representation of its input can
octave range, microtonal transposition then produce a musical output percep-
and volume. tible by an improvisor as analogous to

Of particular note here is the fact that various states that were experienced dur-
in the absence of outside input, the
complete specification of the system's directional transfer of intentionality
musical behavior is internally generated through sound-or "emotional trans-
by setphrasebehavior. In practical terms, constructs perforniance as an
this means that Voyager does not need to intentional act embodying meaning and
have real-time human input to generate announcing emotional and mental in-
music. In turn, since the program exhib- tention. In this way, I believe, the emo-
its generative behavior independently of tional state of the improvisor may be
the improvisor, decisions taken by the mirrored in the computer partner, even
computer have consequences for the if the actual material played by the com-
music that must be taken into account puter does not necessarily preserve the
by the improvisor. With no built-in hier-
archy of human leader/computer fol- tures found in the input.
lower-no "veto" buttons, footpedals or

ten assert both personal narrative and
tween the system and the improvisor difference as critical aspects of their
takes place sonically. work. For me, what Jerry Garcia called

The simultaneous multiplicities of the "anti-authoritarian" impulse in im-
provisation led me to pursue the project rived, music a tendency toward a high

rhythms, transposition levels and other of de-instrumentalizing the computer. If density of events in a relatively short
elements in Voyager-all emblematic of the computer is not treated as a musical time frame [33]. It is to be noted that
an aesthetic of multidominance-reflect instrument, but as an independent im-
my inheritance from the Association for

the work of many important African-

the Advancement of Creative Musicians,
provisor, difference is partly grounded American improvisors-in particular
in the form of program responses that
are not necessarily predictable on the

Cecil Taylor, John Coltrane and Albert

where a number of AACM improvisors,
Ayler-exhibit a notion of extended

basis of outside input. As we have noted forn] that involves the sustained use, of-
including Wadada Leo Smith, Henry earlier, Voyager's response to input has
Threadgill, Douglas Ewart, Joseph several modes, from complete commun-

ten for very long periods, of extremely
rapid, many-noted intensity structures.

Jarman, Roscoe Mitchell, Anthony ion to utter indifference. This seeming Donaldson's 1988 visual workJam Packed
Braxton and others moved to develop lack of uniformity is not necessarily cor-
multiple voices on a wide variety of in- related with "lack of structure,, as is so

and Jelly Tight [34] exemplifies the ap-

struments [31]. In AACM performances, often expressed in the vernacular dis-
proach of the Africobra artists, who, ac-

the extreme multiplicity of voices, em-
cording to Douglas,

bedded within an already highly collec- tendencies over a long period of time used the jampack and jelly-tight con-

tive ensemble orientation, permitted the cept as a means of filling up the void,

timbral diversity of a given situation to choices can shift unpredictably.
to add as much as possible to the act of
creation. Africobra members accept

exceed the sum of its instrumental parts, It is a fact, however, that the system is these concepts as an African axiom:
affording a wider palette of potential or- designed to avoid the kind of uniformity that to add to life is to ensure that
chestrations to explore. where the same kind of input routinely there is more to share [35].

The attempt to thoroughly map, parse leads to the same result. Voyager's aes- The Voyager program often combines
and develop the input data is based on thetic of variation and difference is at dense, rapid accretions of sonic informa-
the notion that, through the accumula- variance with the information retrieval tion with sudden changes of mood,

and control paradigm that late capital-
tails, an interactive, adaptive input struc-

tempo and orchestration, eschewing the
ism has found useful in framing its pre-

ture that generates a sufficiently ferred approach to the encounter with teristic of much institutionally based com-

computer technology. As I have observed
elsewhere, interactivity has gradually be-
come a metonym for information re-
trieval rather than dialogue, posing the
danger of commodifying and ultimately
reifying the encounter with technology:

Indeed, the rapid development of stan-
dardized modes for the relationships
between humans and computers is un-
fortunate for such a young and pre-

The evolution of the language used to
reflect the multimedia revolution is a
compelling testament to the power of
corporate media. Corporate power as-
sumes an important, even dominating

about computers, art, image, and
sound. Much of the descriptive lan-
guage surrounding multimedia (and
related areas, such as "cyberspace")
serves to hide the power exercised by
corporations [321.

36 Lewis, Too Many Notes

1018 s,

1115 s,

terval widths analogous to those in 12-space, if desired.

ing improvisation. This notion of bi-

duction"

pitch, duration or morphological struc-

In improvised music, improvisors of-
physical cues-all communication be-

available timbres, microtonal pitchsets,
Finally, Wilson notices in African-de-

notion of "multi-instrumentalism,

course of "randomness." Rather, while

exhibit consistency, moment-to-moment

tion and articulation of many small de-
slowly moving timbral narratives charac-

sumably quickly changing technology.

role in conditioning our thinking
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435 s, 471 s, 498 s, 519 s, 551 s, 582 s, 617 s, 649 s,

680 s, 702 s, 729 s, 765 s, 782 s, 814 s, 853 s, 884 s,
906 s, 933 s, 969 s, 996 s, 1035 s, 1049 s, 1088 s,

1147 s, 1178 s,

Fig. 2. Voy(wer pitchset construction, written as a Forth table representing the well-l<nown 43-tone scale of Harry Partch, with approximate

values given in cents (a method of specifying musical intervals in which 100 cents equals a musical semitone). The word "s" translates val-

ues in cents to MIDI note numbers with 8-bit microtonal pitchbend offsets, and then compiles the 16-bit result into the next available byte

pair in the table. The word "I" creates a transposition factor that allows the program's melody generators to perform a rough mapping of
the microtonal data in a given pitchset to 12-space data received via MIDI. This permits the program to use these scales with effective in-

based on the last several notes received) detailed representation of its input can
octave range, microtonal transposition then produce a musical output percep-
and volume. tible by an improvisor as analogous to

Of particular note here is the fact that various states that were experienced dur-
in the absence of outside input, the
complete specification of the system's directional transfer of intentionality
musical behavior is internally generated through sound-or "emotional trans-
by setphrasebehavior. In practical terms, constructs perforniance as an
this means that Voyager does not need to intentional act embodying meaning and
have real-time human input to generate announcing emotional and mental in-
music. In turn, since the program exhib- tention. In this way, I believe, the emo-
its generative behavior independently of tional state of the improvisor may be
the improvisor, decisions taken by the mirrored in the computer partner, even
computer have consequences for the if the actual material played by the com-
music that must be taken into account puter does not necessarily preserve the
by the improvisor. With no built-in hier-
archy of human leader/computer fol- tures found in the input.
lower-no "veto" buttons, footpedals or

ten assert both personal narrative and
tween the system and the improvisor difference as critical aspects of their
takes place sonically. work. For me, what Jerry Garcia called

The simultaneous multiplicities of the "anti-authoritarian" impulse in im-
provisation led me to pursue the project rived, music a tendency toward a high

rhythms, transposition levels and other of de-instrumentalizing the computer. If density of events in a relatively short
elements in Voyager-all emblematic of the computer is not treated as a musical time frame [33]. It is to be noted that
an aesthetic of multidominance-reflect instrument, but as an independent im-
my inheritance from the Association for

the work of many important African-

the Advancement of Creative Musicians,
provisor, difference is partly grounded American improvisors-in particular
in the form of program responses that
are not necessarily predictable on the

Cecil Taylor, John Coltrane and Albert

where a number of AACM improvisors,
Ayler-exhibit a notion of extended

basis of outside input. As we have noted forn] that involves the sustained use, of-
including Wadada Leo Smith, Henry earlier, Voyager's response to input has
Threadgill, Douglas Ewart, Joseph several modes, from complete commun-

ten for very long periods, of extremely
rapid, many-noted intensity structures.

Jarman, Roscoe Mitchell, Anthony ion to utter indifference. This seeming Donaldson's 1988 visual workJam Packed
Braxton and others moved to develop lack of uniformity is not necessarily cor-
multiple voices on a wide variety of in- related with "lack of structure,, as is so

and Jelly Tight [34] exemplifies the ap-

struments [31]. In AACM performances, often expressed in the vernacular dis-
proach of the Africobra artists, who, ac-

the extreme multiplicity of voices, em-
cording to Douglas,

bedded within an already highly collec- tendencies over a long period of time used the jampack and jelly-tight con-

tive ensemble orientation, permitted the cept as a means of filling up the void,

timbral diversity of a given situation to choices can shift unpredictably.
to add as much as possible to the act of
creation. Africobra members accept

exceed the sum of its instrumental parts, It is a fact, however, that the system is these concepts as an African axiom:
affording a wider palette of potential or- designed to avoid the kind of uniformity that to add to life is to ensure that
chestrations to explore. where the same kind of input routinely there is more to share [35].

The attempt to thoroughly map, parse leads to the same result. Voyager's aes- The Voyager program often combines
and develop the input data is based on thetic of variation and difference is at dense, rapid accretions of sonic informa-
the notion that, through the accumula- variance with the information retrieval tion with sudden changes of mood,

and control paradigm that late capital-
tails, an interactive, adaptive input struc-

tempo and orchestration, eschewing the
ism has found useful in framing its pre-

ture that generates a sufficiently ferred approach to the encounter with teristic of much institutionally based com-

computer technology. As I have observed
elsewhere, interactivity has gradually be-
come a metonym for information re-
trieval rather than dialogue, posing the
danger of commodifying and ultimately
reifying the encounter with technology:

Indeed, the rapid development of stan-
dardized modes for the relationships
between humans and computers is un-
fortunate for such a young and pre-

The evolution of the language used to
reflect the multimedia revolution is a
compelling testament to the power of
corporate media. Corporate power as-
sumes an important, even dominating

about computers, art, image, and
sound. Much of the descriptive lan-
guage surrounding multimedia (and
related areas, such as "cyberspace")
serves to hide the power exercised by
corporations [321.
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1018 s,

1115 s,

terval widths analogous to those in 12-space, if desired.

ing improvisation. This notion of bi-

duction"

pitch, duration or morphological struc-

In improvised music, improvisors of-
physical cues-all communication be-

available timbres, microtonal pitchsets,
Finally, Wilson notices in African-de-

notion of "multi-instrumentalism,

course of "randomness." Rather, while

exhibit consistency, moment-to-moment

tion and articulation of many small de-
slowly moving timbral narratives charac-

sumably quickly changing technology.

role in conditioning our thinking

 WAYS & MEANS

 Too Many Notes: Computers,
 Complexity and Culture in Voyager

 George E. Lewis

 oyager [1,2] is a nonhierarchical, interactive mu-
 sical environment that privileges improvisation. In Voyager,
 improvisors engage in dialogue with a computer-driven, inter-
 active "virtual improvising orchestra." A computer program
 analyzes aspects of a human improvisor's performance in real
 time, using that analysis to guide an automatic composition
 (or, if you will, improvisation) program that generates both
 complex responses to the musician's playing and indepen-
 dent behavior that arises from its own internal processes.

 This work, which is one of my most widely performed com-
 positions, deals with the nature of music and, in particular,
 the processes by which improvising musicians produce it.
 These questions can encompass not only technological or
 music-theoretical interests but philosophical, political, cul-
 tural and social concerns as well. This is consistent with the

 instrumental dimension or tendency in African musical orga-
 nization, or what Robert Farris Thompson [3] identifies as
 "songs and dances of social allusion," one of several "ancient
 African organizing principles of song and dance that crossed
 the seas from the Old World to the New."

 Voyager's unusual amalgamation of improvisation, indeter-
 minacy, empathy and the logical, utterly systematic structure
 of the computer program is described throughout this article
 not only as an environment, but as a "program," a "system"
 and a "composition," in the musical sense of that term. In
 fact, the work can take on aspects of all of these terms simul-
 taneously-considering the conceptual level, the process of
 creating the software and the real-time, real-world encounter
 with the work as performer or listener. Flowing across these
 seemingly rigid conceptual boundaries encourages both im-
 provisors and listeners to recognize the inherent instability of
 such taxonomies.

 Musical computer programs, like any texts, are not "objec-
 tive" or "universal," but instead represent the particular ideas
 of their creators. As notions about the nature and function of

 music become embedded into the structure of software-based

 musical systems and compositions, interactions with these sys-
 tems tend to reveal characteristics of the community of thought
 and culture that produced them. Thus, it would be useful here
 to examine the implications of the experience of programming
 and performing with Voyager as a kind of computer music-mak-
 ing embodying African-American cultural practice.

 Among the fair number of studies by artists/theorists who
 have written cogently on issues of race, gender and class in
 new technological media (such as Loretta Todd [4] and
 Cameron Bailey [5]), the ethnographic study of Institut Re-
 cherche et Coordination Acoustique/Musique (IRCAM) by
 the anthropologist and improvisor Georgina Born [6] ap-

 pears to stand practically alone in
 the trenchancy and thoroughness
 of its analysis of these issues with
 respect to computer music. This
 viewpoint contrasts markedly
 with Catherine M. Cameron's [7]
 rather celebratory ethnography-
 at-a-distance of what she terms

 "American experimentalism," in
 which the word "race" never ap-
 pears, and in which her notion of
 a "musical class structure" is

 framed largely in terms of a now-
 moribund debate about relative

 ABSTRACT

 The author discusses his

 computer music composition,
 Voyager, which employs a com-
 puter-driven, interactive "virtual

 improvising orchestra" that ana-

 lyzes an improvisor's performance
 in real time, generating both com-
 plex responses to the musician's
 playing and independent behavior
 arising from the program's own in-

 ternal processes. The author con-
 tends that notions about the na-
 ture and function of music are

 embedded in the structure of soft-

 ware-based music systems and
 that interactions with these sys-
 tems tend to reveal characteris-

 tics of the community of thought

 and culture that produced them.

 Thus, Voyager is considered as a
 kind of computer music-making

 embodying African-American aes-
 thetics and musical practices.

 privilege between Europe and America.
 In contrast, Born's explicit identification of the nearly all-

 male, all-white musical and cultural canon articulated not

 only by the French institute, but by its American equivalents,
 traces the outlines of the development of a post-1950s aes-
 thetic of trans-European experimentalism. Given her so far
 unrefuted thesis that the overwhelming majority of computer
 music research and compositional activity locates itself (how-
 ever unsteadily at times) within the belief systems and cul-
 tural practices of European concert music, one can easily
 imagine a work that, like Voyager, exemplifies an area of musi-
 cal discourse using computers that is not viewed culturally
 and historically as a branch of trans-European contemporary
 concert music and, moreover, is not necessarily modeled as a
 narrative about "composition."

 THE AESTHETICS OF MULTIDOMINANCE

 In an influential 1990s essay, the artist and critic Robert L.
 Douglas [8] sought to formalize an African-American aes-
 thetic, synthesizing visual and musical elements of what the
 painterJeff Donaldson, founder of the Africobra art move-
 ment [9], has called "Trans-African" culture. The aspect of
 Douglas's theory that I wish to highlight here is the notion of
 "multidominant elements," which I will henceforth call

 "multidominance." According to Douglas, the aesthetics of
 multidominance, involving "the multiple use of colors in in-
 tense degrees, or the multiple use of textures, design pat-
 terns, or shapes" [10] are found quite routinely in musical

 George E. Lewis (trombonist, composer, computer/installation artist), Department of
 Music, Critical Studies/Experimental Practices Area, University of California, San Di-
 ego, 9500 Gilman Drive, LaJolla, CA 92093-0326, U.S.A. E-mail: <glewis@ucsd.edu>.
 Website: <http://www.ucsd.edu/music/lewis.html>.
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2

radical critique



Extractionalism

Crawford, K. (2021). Atlas of AI: 
Power, Politics, and the Planetary 

Costs of Artificial Intelligence.  
Yale University Press.

Planetary Matters

Work

Planetary exploitation: Fossil energy, rare 
earths, toxic waste, (cooling) water

data scraping: Exploitation of creative labor

data (click-) work: Neocolonial exploitation

Culture

Episteme
classification: Commodification of traditional 

knowledge systems and ICH (Intangible 
Cultural Heritage)



Wong, Ş. (2023). Artificial Life Coach. https://www.artificiallifecoach.com

Şerife Wong: 
Artificial Life Coach

https://www.artificiallifecoach.com
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artistic autonomy



https://youtu.be/1v08U5-BKnE?si=SgO-w3r1-4wC0Kqr

Hito Steyerl, „Power Plants“, Serpentine Galleries London, 11. April – 6. Mai 2019 
(in cooperation with musician and Spoken Word Artist Kojey Radical)



https://www.youtube.com/watch?v=LYF891n223w

Hito Steyerl:
„Mean Images“

AI and the Lens and 
Screen Arts Spring 

Symposium, New York, 
18.5.2023



https://www.youtube.com/watch?v=LYF891n223w

averaged internet garbage
Hito Steyerl:

„Mean Images“
AI and the Lens and 
Screen Arts Spring 

Symposium, New York, 
18.5.2023



https://www.youtube.com/watch?v=LYF891n223w

averaged internet garbage

remove the noise of reality 

Hito Steyerl:
„Mean Images“

AI and the Lens and 
Screen Arts Spring 

Symposium, New York, 
18.5.2023



https://www.youtube.com/watch?v=LYF891n223w

averaged internet garbage

from establishing facts
to expressing probabilty

remove the noise of reality 

Hito Steyerl:
„Mean Images“

AI and the Lens and 
Screen Arts Spring 

Symposium, New York, 
18.5.2023



https://www.youtube.com/watch?v=LYF891n223w

averaged internet garbage

from establishing facts
to expressing probabilty

represent the norm by signaling the mean,
represent likenesses with likelinesses

remove the noise of reality 

Hito Steyerl:
„Mean Images“

AI and the Lens and 
Screen Arts Spring 

Symposium, New York, 
18.5.2023
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cultural autonomy



https://www.youtube.com/watch?v=quwcGtupcBA&t=2s

https://www.youtube.com/watch?v=yqRoVMXM43M

Oglála Lakȟóta artist, composer, and academic. 
https://www.kitekitekitekite.comSuzanne Kite

https://www.kitekitekitekite.com


https://www.youtube.com/watch?v=yqRoVMXM43M

Oglála Lakȟóta artist, composer, and academic. 
https://www.kitekitekitekite.comSuzanne Kite

Advancing culturally 
rooted norms and 

practices to develop 
ethical human/non-
human relationships 

with AI.

https://www.kitekitekitekite.com


https://www.youtube.com/watch?v=yqRoVMXM43M

Oglála Lakȟóta artist, composer, and academic. 
https://www.kitekitekitekite.comSuzanne Kite

Artistic practice (“art 
work”) is essential for 

exploring these 
interrelations.

Advancing culturally 
rooted norms and 

practices to develop 
ethical human/non-
human relationships 

with AI.

https://www.kitekitekitekite.com


https://www.youtube.com/watch?v=yqRoVMXM43M

Oglála Lakȟóta artist, composer, and academic. 
https://www.kitekitekitekite.comSuzanne Kite

local  
community 

anchors

https://www.kitekitekitekite.com


https://www.youtube.com/watch?v=yqRoVMXM43M

Oglála Lakȟóta artist, composer, and academic. 
https://www.kitekitekitekite.comSuzanne Kite

Intensive 
collaboration 
beyond the 

boundaries of 
scientific 

knowledge vs. 
practical 

knowledge

local  
community 

anchors

https://www.kitekitekitekite.com


https://www.youtube.com/watch?v=yqRoVMXM43M

Oglála Lakȟóta artist, composer, and academic. 
https://www.kitekitekitekite.comSuzanne Kite

‘What is the connection 
between materials from 

the earth that are moulded 
into sculptures and the 
materials of our dreams 
that are moulded into 

songs?’

https://www.kitekitekitekite.com


https://www.youtube.com/watch?v=yqRoVMXM43M

Oglála Lakȟóta artist, composer, and academic. 
https://www.kitekitekitekite.comSuzanne Kite

‘How do Lakota ontologies 
prepare us to enter into 
new relationships and 

alliances with non-human 
beings, possibly including 

AI?’

‘What is the connection 
between materials from 

the earth that are moulded 
into sculptures and the 
materials of our dreams 
that are moulded into 

songs?’

https://www.kitekitekitekite.com


https://www.youtube.com/watch?v=yqRoVMXM43M

Oglála Lakȟóta artist, composer, and academic. 
https://www.kitekitekitekite.comSuzanne Kite

‘We are striving to 
overcome the idea of 

artificiality and in particular 
to leave behind the idea of 
Western intelligence, which 

I believe is a complete 
myth. 


There is nothing ‘artificial’ 
in this world, and in my 

community, intelligence is 
not the criterion for 
whether someone 

deserves care.’

https://www.kitekitekitekite.com


https://www.allbrightcollective.com/edit/articles/mikaela-jade-indigital

AI as part of the history(ies) of the earth/minerals

AI as a curatorial medium for intangible cultural heritage 
Language, stories, forms of expression

Way of training AI not as a technical innovation, but as a 
continuation of cultural practices of transmission and care: 

‘tagging’ and ‘vectorisation’ together with Elders
https://www.indigital.net.au/

https://kubi-meta.de/ai4artsed



Lessons (un-) learned: 
(Less un-) Healthy 
approaches to AI



Atittude sees ai as … Method Analysis

Radical Hope Utopia Imaginary 
Reframing

related to the cultural realities 
of digitality & ai  
(but less aware of economic 
realities)

Radical Critique Dystopia Cognitive 
Reframing

sees economy as active player, 
culture as object/victim of 
extractionalism

Artistic Autonomy Means of  
expression

Artistic 
Reframing

art (as) following its aesthetic 
rules (only) generates strength 
because of its symbolic nature 

Cultural Autonomy
Curatorial Actor, 
Means of Care & 

Healing

Cosmologic 
Reframing

connects culture & economy, 
but both embedded in 
indigenous cosmology  
→ deep redefinition & 
recontextualization of 
technology



Atittude sees ai as … Method Analysis learnings

Radical Hope Utopia Imaginary 
Reframing

AI & digitality as dialogue 
partner related to own social & 
cultural realities (but less 
aware of economic realities)

important to overcome 
limitations of established 
hegemonial viewpoints

Radical Critique Dystopia Cognitive 
Reframing

sees economy as active player, 
culture as object/victim of 
extractionalism

important for deep, 
structural understanding of 

AI and its contexts

Artistic Autonomy Means of  
expression

Artistic 
Reframing

art (as) following its aesthetic 
rules (only) generates strength 
because of its symbolic nature 

important for media-
aesthetically informed 

strategies, perceptual politics  
& practice development

Cultural Autonomy
Curatorial Actor, 
Means of Care & 

Healing

Cosmologic 
Reframing

connects culture & economy, 
but both embedded in 
indigenous cosmology  
→ deep redefinition & 
recontextualization of 
technology

calls for culturally rooted 
orientations for technological 
& political action, introduces 

(non-western) artistic 
approaches entangled with 
care & educational work



Möglichkeit, eigene Modelle zu trainineren (z.B. Sozialraumbezug)

Option to participatively train custom 
models (cultural diversity,  
socio-spatial reference)

Aimed for: collaboration with indigenous & decolonial 
initiatives, internal project unlearning, and, if applicable, 

development of models

Prompt interception: not prompt 
optimization, but prompt decentering and 

artistic prompt deconstruction.

Bias-Evaluation of 
the Output + 
Feedback

Interface: Modular approach, self-
directed use of modules

aimed for: multimodal 
inputs, not language-

centered

Aimed for: Open-source outcome, 
operational independent  
from service providers

Research design: participatory, 
interdisciplinary, cooperative 

bottom-up development

OpenSource-
CLIP

(how) can we build  

a better AI?



Generative Artificial Intelligence and  
the Politics of Perception:  

Artistic Practice as Critical Intervention

4th International Technical University of Kenya  
- Exploring Visual Cultures Conference 

The Technical University of Kenya/online, 26. November 2024

Prof. Dr. Benjamin Jörissen 
https://joerissen.name 
https://ucdcae.fau.de

https://joerissen.name
https://ucdcae.fau.de

