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‘’The development of full artificial intelligence could spell the end of human race’’, Stephen Hawking (Cellan-Jones, 2014).
In the following essay I explain why we need more diversity of thinking and creativity in times of artificial intelligence advance, in relation to art schools and artistic creation. In the first part I will look at the rapidly evolving powers of AI in academic essay writing, creation of art and then examine it within the context of the simulacra, as examined by the contrasting views of the worth of art in the work of Jean Baudrillard and Gilles Deleuze and Felix Guattari. I believe that all these writers argue for a similar postmodern condition, but that they have different conclusions about the worth of art in a postmodern age that refuses to end. I look at the work of artist and photographer Trevor Paglen as an example of an artist who is examining artificial intelligence in a deep and meaningful way; almost becoming an art detective.
In the second part of the essay, I look at the role of the art school and suggest that its stress on political issues is unsustainable in line with both postmodernisms, as exemplified by Baudrillard, and unsustainable in a tradition stretching back to at least Kant. He suggests that the job of art school is to foster the product of the artist as genius who understands the mysteries of creativity, politics and language. (citation) 
I propose a simpler idea based on the irrationality of the human spirit. Human individuality and creativity occur in the sort of wrongness praised by Nietzsche. I also believe in traditional methods of art education but supplemented by pedagogy based on the learning schemes laid out by philosophers such as John Dewey and Gilles Deleuze. Creative psychological thinking as well as the rhizomatic learning model suggested by Gilles Deleuze. (citation) 
I look briefly at the working methods of the 19th century artist Edgar Degas as an example of an artist who should be judged on his technical experimentation rather than on speculation on the psychological explanations of his obsession with his subjects (particularly his obsessive interest and voyeuristic gaze at teenage ballet dancers). 
In the face of Artificial Intelligence, the learning of craft and mentorship should be emphasised not simply on traditional grounds of craftsmanship (which in my opinion is a good thing in itself), but also in line within a framework of postmodernism represented by thinkers such as Jean Baudrillard and Gilles Deleuze and Felix Guattari. I opt for the humane vision of creativity suggested by Gilles Deleuze over the use of Artificial Intelligence which in the end will be a Faustian pact and underline Baudrillard’s violent vision of the artist as an ironic commentator on the simulacrum of life. We need to swim into the uncharted waters to avoid the digital tidal wave that will carry us onto the rocks. We need to be mentally prepared to be masters of the robots, not their slaves. At this very moment the technological elite and the tech companies are making us their digital slaves. AI is standing on the shoulders of tech giants.

“The Standard Essay is probably dead”, (Sharples, 2022)
Mike Sharples is a professor of technology who writes widely on the use of AI in creative writing. He points out that a program such as the GPT 3 transformer can produce essays in seconds and cannot be scanned by software such as Turnitin, because it doesn’t copy the material. The AI develops an original piece by being trained on different datasets. Sharples points out that transformer programs will have to be integrated into the student writing process. In the short term this will help students who struggle to stay calm in the face of such tasks.  A similar article: “How to cheat on your final paper: Assigning AI for student writing” (Fyfe, 2022) demonstrates a technique called patchwriting. Essentially there’s a continuum between the student and the AI, the student becomes a collaborator and editor with the AI. The AI also throws up new imaginative ideas. The new technology creates a new paradigm. It's a sort of cheerful technological fix, which can’t mask the ongoing ontological crisis.  One of the problems is that teachers can use the same AI to mark the essay. Surely a great example of living in the simulacra. Ultimately empty exchange has fulfilled the symbolism, but this time without any human exchange. Signs are being exchanged, but there is not even a human carrying out the interaction This goes beyond even the determinism of hyperreality. Humans suddenly realise, for the first time, that they are subjects acted upon, gazed upon. We can do nothing but disappear into the technology. Identity becomes separated from the human tradeable as a sign among signs.  Much of the discussion around coping with the advent of AI in art is strangely bland.  “Instead of worrying about how AI could replace us, it’s better to be more concerned about how technology can make us better artists.” (Digital Web Services, 2021)

Artist and AI
An artist who is challenging the modern techno future and the indiscriminate use of AI is the photographer, Trevor Paglen. In an article titled “What is artificial intelligence getting wrong” (Art21)
René Magritte questioned the link between text and image, (citation) and this occurs in the work of Trevor Paglen, but in a much more serious condition. He takes an archaeological approach to visual training sets – large archives of photography, that define human emotion, gestures, and different kinds of people for artificial intelligence to train itself upon. He looks at how this imagery is categorized, and the politics that are in these data sets. For example, there is data that categorizes the human face, by gender and by race. The score for gender was either zero (man) or one (woman), which left no room for anything else.
Trevor Paglen’s early work was about photographing secret military installations, which were not meant to be seen by public. His recent works are about machine vision and hidden, obscure processed, through which machines are trained. He believes that these systems are changing our contemporary visual culture. We should be allowed to examine the processed that created this form of vision.
In a series called ‘’Adversarially Evolved Hallucination’’, the adversarial images of the title are designed to show weaknesses in the recognition algorithm.
These images train the algorithm wrongly, to make mistakes. With the team of software developers, he created a generator that taught the machine to recognise objects via training sets. The second algorithm, the discriminator, generated adversarial images that were used with the same training set. They  played a game with each other in which the generator learned to fool the discriminator . These images were called hallucinations.  The Ai’s have evolved an image which is synthetic, but which they think are correct examples of their training.
(include vampires)
[bookmark: _Hlk122011583]One training set was made of thousands of images of vampires. Paglen has described how he thinks of AI itself as a monster of capitalism. He quotes Karl Marx’s vampire of dead labour: “Capital is dead labour, that, vampire-like, only lives by sucking living labour, and lives the more, the more labour it sucks.” (Marx, 1887)
The image references a wider context in which market forces drive image-recognition algorithms, and AI in general, to be deployed in order to replace human labour. In his allusion to Marx and with his depiction of a vampire as one particular monster of capitalism, his work may be seen as a critique of the forces and agendas behind the development of technology and its use – political, commercial and military.” (Lee-Morrison, 2019, p5) 
His piece visualizes the “face” of this “monster of capitalism,” and as such it stands out in the context of this thesis on facial recognition. For this is another construction of a portrait by an algorithm, yet it is one based on and born entirely from a concept. For many years American government and military organisations have been collecting image data for various training projects in facial recognition. Recently this technology has been applied to art via programs like subtle diffusion and Dall E. They take the idea of copying and repetition into whole new dimensions that show that the political and corporate leaders of the world are profoundly opposed to any ideas of human flourishing. For Baudrillard these training sets are more entrants in systems of control. As Paglen seems to point out by his work, it doesn’t really matter to the trainers that the training sets are wrong, inaccurate or sometimes accidently funny. It is enough that they are there. 

The same process can occur with human and AI learning, but the difference is of a different order in that are we create a new life form that will effectively know us better than we know ourselves. This will be run by a small elite of tech owners who wants to consolidate power in their own hands. The global elites that already disregard public opinion on socio-economic issues. The elimination of artists work, and practice could be one part of this ongoing process. The argument about humans and technology within art often refers to a binary choice between emotional response and unemotional mechanical responses; the removal of craft-based way of life by mechanisation. But the issue now revolves around new ‘life form’ - AI versus old life form - human.  We are ignoring the basic evolutionary rule that the best adapted to the environment survives and replaces the less well suited. 
The Dystopian future promised seems to offer little hope, but the art school remains a temporary shelter from systems of technocratic control and constant simulations of arts and attitudes which, however sincere, can in no way be real any longer. 
One way of coping is in the system of rhizomatic learning. It seems that artists are more forced out into the world to gather information or to put together something. Ultimately Gilles Deleuze can offer a sense of art which celebrates at a human scale, “it is the task of philosophy and art to chart the ways in which bodies imagine and produce fictions ideas or assemblages that seem to be transcendent, but which are really produced from the very flow of life” (Colebrook , 2002)

Ignorance is a bliss and human desire to strive for the better.
There is a power in limited knowledge, history is full of people who had limited or wrong knowledge but through the force of their believe and trying proved and discovered new ways. They were perfect examples of Nietzsche’s Amor Fati (Nietzsche, & Hollingdale, 1979) in believing that a person’s perspective is the correct course of action. For example, Christopher Columbus was told the correct circumference of the world, but he sailed into the unknown anyway. Nobody knew that America was in the way, nobody believed in impossible odds. Similarly, Marconi was told by people who knew more than him about radio waves, that waves would leave earth and this science would not work. No one knew that atmosphere had distinct layers and one of them, called Troposphere facilitated the propagation of waves. This was not discovery by genius, this was discovery by hope and belief. Such approaches, in extreme cases, end in despair and death of the intrepid adventurer. Other times the prove the quirky nature of ignorance – defiance combination. Christopher McCandless died pursuing their ideas recklessly. He became a survivalist without any training or experience and died in the wilds of Alaska. Hope and endeavour even if it fails, is the quality that art schools should be encouraging. In the face of the increase of AI usage, it is human irrationality that needs to be encouraged. In an act of defiance suggested by Nietzsche and Baudrillard.  

Obsession to Perfection – Degas and his art practice
An artist who exemplifies the importance of craft over ideas is Edgar Degas. French poet Paul Valery suggest that Degas achieves being in a state outside himself, by constant practice and honing of his craft (Brown, 2018).  He ‘’becomes’’ Degas by his focussed ritualistic practices and his interaction with his work.  His practice today might be considered unacceptable, because of his relation as a rich male painter to teenage ballerinas, who were the obsessive subject of his numerous studies, drawings and paintings.  In one sense Degas is attempting to ‘’become’’ the ballerinas. The melancholy message of a piece of work temporarily saved from time.  His relentless use of new materials and joy in making contains a simple humility. Degas devoted himself to endless experimentation with reworked paintings, to techniques such as monotype and pastel. The Xray spectroscopy of his artworks, reveals that Degas constantly reworked his material over a period of years.
This is consistent with his obsessive studying of the old masters and his constant drawing and painting of figures from the ballet. What his motives are may often be unclear, but his processes enabled him to access massive amounts of creative energy. XIX-century art critics would say that he had transcended passion by his obsessive reworking, fuelled by yearning. He collected the paintings of Van Gough and perhaps they recognised a yearning towards art in each other’s work. 
From the 1880s Degas progressively redefined his art, his restless experimentation with technique. “Make a drawing, begin it again, trace it; begin it again, and trace it again” “Art does not expand, it repeats itself” (Kear, 2015) 
Edgar Degas virtually invented the monotype. He was a talented photographer; his work was based around constant practice.
 “Art is not about representation, concepts or judgement; art is the power to think in terms that are not so much cognitive and intellectual as affective (to do with feeling and sensible experience).” (Colebrook, 2002, p12)

 Attack on humanity of art school thinking
“So I'm only using the term 'art in the age of emergence' as an expression that the postmodern age is coming to an end. We're really run out of meaningful aesthetics in post-modernity.” (Pearce, 2015)
Art has depended for too long on the egoistic idea of the construction of the genius. This idea was first put forward by Kant and taken up by Schopenhauer and Nietzsche.
The history of philosophy of art (with some exceptions) has led to over inflated ideas about artists.  Kant wrote: “Genius is the talent (or natural gift) which gives the rule to art’’ (Kant, & Meredith, 1952).  Schopenhauer and Nietzsche broadly agree with this idea. The artist is a visionary who conquers suffering and can see what ordinary people cannot see. The 20th century modernist critic Clement Greenberg also suggests that abstract artists were finding secret almost religious knowledge. 
Michael Pearce is an example of an artist who believes in his craft as a figurative artist who encourages the use of skill. He is the Founder of The Representational Art Conference (TRAC) in California. He believes that for art to be created organically, it needs to stem from the collective consciousness, and this will be an emotional art rooted in kitsch. The term kitsch was first popularised in art by Clement Greenberg to characterise art which he felt was overly emotional and sentimental but at the same time questioning values (Willette, 2011). He disagrees with the Kantian idea of the removal of emotion from painting the disinterested gaze which arguably has been the hallmark of most fine art even into the postmodern age. Distance of one sort or another has been the position of much fine art and much fine art theorising. He sees the dislike of skills based figurative painting as rooted in Dada’s mostly successful attempt to undermine traditional art values.


For Schopenhauer artistic consciousness consists in the disappearance of egocentricity, subjectivity and unhappiness from the world of the will into the world of representation and for Heidegger action of all sorts merges with craft, time to form a new sort of becoming. These ideas are not anti-craft, but the philosophical ideas that followed were. Right up to postmodernisms art has been threatened by this spurious political thinking and now it could be submerged by artificial intelligence. For many theorists emotion has to be kept at bay, out of art, lest it become sentimentality. Dadaism and Surrealism challenged this view, but only in so much as they let in certain emotions, satiric contempt, politicised anger, mockery. The traditional virtues were taken up by political traditions such as Marxism and Naziism, which used them for their terrible ends instead of the true humanism that they represented. Ideas of craft, taste and humanity were fatally undermined only to be carried on by mainstream artists who received little or no critical acclaim and who worked in areas such as cinema, illustration or photography. The guiding philosophy of art was starting to turn to an anti-craft, anti-human and lasted until the high tide of post modernism. The whole discourse has been dominated by reworkings of the downplaying of human emotion in the process of art as being fraudulent. If simple human responses were to be offered, then they could only be offered through the lens of difference and victimhood. Traditional but complex emotions were downgraded later to be dismissed as kitsch by Clement Greenberg. The marxist modernist artist who believed only in the flat plane of modern art. In the process of challenging the genuine darkness of the human spirit, the ideology of art education overreached itself and promised change it could not deliver, political values that were unsustainable rooted in a dictatorial cultural Marxism.
 “We are no longer able to separate the perceiver from the perception, but the two have become, since the entire consciousness is filled and occupied by a single image of perception” (Schopenhauer, 1969, p 179)
We cease to perceive in relation to the will and thus we lose our unhappiness. 
Schopenhauer, “Talent is like the marksman who hits a target which others cannot reach:genius is like the marksman who hits a target … others cannot even see” (WR 2 p.391)

Conclusion
An AI definition by AI
AI is the simulation of human intelligence in machines that are programmed to think and act like humans. These intelligent machines are designed to be able to solve problems, make decisions and learn from experiences like humans do. Some examples of AI include virtual assistant, self driving cars and facial recognition.(Chat open AI)

Here is a quote created by AI representing Jean Baudrillard’s view on AI,
generate artificial quote of Jean Baudrillard on artificial intelligence
"Artificial intelligence is a simulated reality, a hyperreal mirage that seduces us into thinking it is truly alive, when in fact it is a mere reflection of our own desires and fears." - Jean Baudrillard
Source 



For Baudrillard by the end of the 20th century humanity had evolved even more into the role of passive consumer of culture. Artificial intelligence may represent another wave of the overproduction of signs within which we are trapped. For Baudrillard we long ago moved into the age of hyperreality where art is in collusion with commodification anyway . 
“Art has been playing out its own disappearance over the last century even in its radical manifestations. Art no longer represents, it simulates” (Horrocks and Jevtic p.65)
For Baudrillard this could represent a new stage where the artist doesn’t even bother to get someone else to do the work and put their name to it, but uses the various techniques of machine learning to create the piece of artwork and simply adds a brandname to it, similarly creating an entirely artificial response of “outraged” non AI artists who trumpet their originality by not using AI. For Baudrillard AI is the perfect endpoint of an ontology of nothingness. We are left to make only fictional responses and ironic statements.Any art theory can only be ironic.It seems unclear how we can challenge this state of affairs accept by playing games of seduction which echo a primitive pre capitalist past.
But again this comes around to the point that the idea of creating artists is an empty game of creating creators of ritualistic and symbolic pieces of mock outraged work. But surely to ask artists to just strike empty poses as ironic artists is a hopeless case and in the short run the inevitable use  of AI will result in some creative psychological stimulants to the brain but on a philosophical level it will lead only to further developments of Baudrillard’s version of hyperreality. 
Whereas a belief in materials, emergence  and the acceptance of irrationality over simulated political positions (however sincerely held) are three fertile grounds for  change. Everything is post now, where is the future? Fortunately the strangehold of postmodern thinking is starting to loosen.
“ The main items  on the philosophical agenda have been: firstly how to develop critical thought, after the shock of recognition of a state of ontological uncertainty and secondly  how to reconstitute a sense of community held together by affinity and ethical accountability, without falling into the negative passions of doubt and suspicion”(p.6 Braidiotti) The Posthuman This has been the contemporary questions that we need to answer before dealing with artificial intelligence we need to examine our own intelligence.
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