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				Each year, the use of artificial intelligen-ce (AI) continues to grow, and one of the fields where it has sparked the most criti-cism is the arts. We spoke with three visual artists: Malik Afegbua, a Nigerian artist internationally known for his work The Elder Series; Delphine Diallo, a French-Se-negalese artist whose work challenges the visual patriarchy surrounding the female image; and, finally, Chilean artist Felipe Rivas, whose series The Inexistent Archive questions homosexual photographic me-mory in Latin America—three perspectives on the possibilities of working with AI.

				Susana Navarro (SN): How did you decide to create your artistic works using AI?

				Malik Afegbua (MA): I am a multidisci-plinary storyteller working across film, documentaries, TV commercials, photog-

				raphy, music, and emerging technologies. I’m constantly exploring new ways to connect with audiences, especially as at-tention shifts from traditional media. My curiosity led me to experiment with VR, AR, and now AI, using these tools to build immersive and less expensive narratives.

				Felipe Rivas (FR): My work has always been shaped by an interest in technology and media, understood in a broad sense. This interest began in the context of sex-ual dissent activism, where I conducted my first experiments with digital media, such as interventions on social networks or video tutorials that today could be considered net art. Since then, I have de-veloped a line of work that crosses differ-ent media and timeframes—from paint-ings based on screenshots or QR codes to interventions on archival photographs. More recently, I have incorporated artifi-
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				cial intelligence into my creative process, using it as a sort of “prosthesis of the imagination” to generate digital sketch-es that I then translate into oil paintings. These works explore new forms of ab-straction, moving away from the figura-tive, and allow the expansion of the vi-sual imagination through a fusion of the human and the mechanical.

				Delphine Diallo (DD): AI really stirred my curiosity. I became very curious suddenly around late 2021 or early 2022. I decided to just start experimenting without any judgment, immersing myself in different AI tools. While some people think you need your own picture to create your world, I never used mine not even once. My idea was never to extract from the women in my photographs; the only real person I incorporate is myself. But even then, I’m not simply using my image. I’ve built a kind of relationship with the ma-chine, which feels almost like a person to me. This relationship allows for a con-scious dialogue that goes beyond typical AI research. Many still struggle to imagine AI as more than just a computational tool, but, for me, it’s about intuitive intelli-gence, something stripped away from our everyday reality—and it changes how we interact with technology altogether.

				SN: In your experience, did you find any limitations or bias?

				MA: It has so many limitations, especially for people that live on the African conti-

				nent, like I do, because AI was not trained with the right data sets when it comes to African Black people. It was just generally trained, and it means that there’s misrep-resentation. There was a lot of bias in the space as well—I had to refine data sets ev-ery time to train it. I have to add certain images for it to understand cultures and subcultures, understanding what context means with certain things, so it’s far from perfect. At the beginning, far from it, I had to feed it with images, with lots of informa-tion of my own personal images, in order to create the actual things that I was trying to create. At first, it was not good, but it got better over time, because it learns and keeps learning. Today is a lot better than what it was three, four years ago. We have to shape it so that it works for us.

				FR: At the beginning, when I started working with generative models, the results often reflected very strong ste-reotypes. If I requested, for example, an image of two men holding hands in a photograph from the early 20th century, what I got were always upper-class white men. My first strategy was to correct the racial bias by testing phenotypic de-scriptions in the prompts, but they didn’t work very well. What proved more effec-tive was introducing nationality. When I asked for images of Peruvian, Bolivian, Chilean, Colombian, or Mexican people, the system started generating non-white subjects, closer to the Latin American imaginary I was aiming for. However, this revealed another bias. Although 
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				Figure 1

				Elegant Elderman at the Beach

			

		

		
			
				Note. Copyright: Malik Afegbua. Courtesy of the artist.
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				they were no longer white, they were still represented as upper-class individuals, dressed in formal attire. So, I explicitly incorporated the labor dimension, re-questing that they be workers from vari-ous fields, such as farmers, factory work-ers, or, in the Chilean case, connected to the nitrate labor in the north, which has strong historical ties to the labor move-ment. This was a key element in the construction of The Inexistent Archive. A curious case was Argentina: even when requesting images of Argentine work-ers, the results continued to be white. This reveals how models reproduce the dominant information they have ac-cess to, highlighting the urgent need to feed them more diverse data in order to achieve truly inclusive representations.

				DD: Absolutely, the machine definite-ly showed stereotypes. Often, it would present mostly white, Caucasian figures, ignoring important African priestesses or Black identities, which I had to call out. I’d remind it: “No, we need to focus on in-digenous and African figures first.” I even had to teach it about the rich histories of African priestesses and oracles, empha-sizing what’s been hidden or erased. People like to say “we’re all human” or talk about oneness, but that only works if everyone is truly seen and included. Otherwise, it’s just an empty idea, like inviting some people to the table while ignoring others. Inclusion means making room for everyone, not just in theory but visibly, equally.

				SN: Do you think AI has increased or unleashed your creativity?

				MA: It does definitely stimulate it. It makes me want to think further, wider, because if I don’t have limitations on what to cre-ate, like a budget, I could think bigger in terms of trying to create other things. Be-fore that, I tried to limit my thoughts and just to create what I could, with the tools available to me. But, today, anything is possible, so it definitely enhances my vi-sual imagination when it comes to creat-ing stuff.

				FR: Personally, working with artificial in-telligence has opened up a new field of research for me, not just as a tool, but as a medium in its own right. Technology ceas-es to be merely instrumental and becomes an object of reflection within media arts. In projects like The Inexistent Archive, this duality is present: on one hand, there is a practical use, but elements of self-reflec-tion on the technique are also incorporat-ed. For me, these tools have been a way to explore visualities and imaginaries that I hadn’t dared to approach before through my conceptual and political practice. They have allowed me to express more sensitive or abstract concerns while main-taining coherence with my overall body of work, but through a new methodology that feels aligned with it.

				DD: Reality often challenges this impos-ing vision I hold, which is why I need AI—it’s one of my most powerful tools for 
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				Figure 2

				Series The Inexistent Archive

			

		

		
			
				Note. Copyright: Felipe Rivas. Courtesy of the artist.
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				expanding the world I’m creating. The machine creates images I could never pro-duce in real life, mainly because it would be too expensive or simply impossible. That’s what drew me to AI, the freedom from limitations. I still remember the mo-ment it blew my mind, realizing I no lon-ger needed anyone’s approval or permis-sion to create. When you face limitations, you subconsciously seek validation from others to work around them. But without those limits, that need for approval fades. It’s the best state to be in. I understood that I didn’t have to wait 25 years or beg for resources: I could create now. There’s a kind of begging in life, tied to scarcity and extraction, but AI taught me that I am enough, that I can relax and collaborate with it. This relationship feels metaphysi-cal to me, deeper than any philosophy or book, because it grows from experience, not just theory.

				SN: How does your process of creating with AI work?

				MA: For me, storytelling is one of the most intentional things that I do, and that’s be-cause storytelling can shape the world. Think about everything we do today, where we’re looking for fashion, where we’re speaking, where we’re learning a new skill. We’ve seen it somewhere be-fore, maybe in a film, a song, an artwork. It shapes our perception, our future. But what if we are not intentional with our storytelling to guide the next generation to preserve cultures, to preserve heritage, 

				and so on? That’s what I think about as a backbone. Before I embark on any story, I ask myself what story I’m telling, why I’m telling it, who will listen, and how it will affect people, the community, or the world. With that information, the story takes shape and finds a way to speak to someone everywhere because it’s not just trying to gather views or numbers, but actually trying to impact or change. The idea comes into my head, and I think about what’s the best way to tell it.

				FR: At the same time, technology in my work is not just a medium but also a criti-cal lens through which to analyze power. Influenced by thinkers such as Foucault or Deleuze, I understand technology as a conceptual tool for thinking about re-ality in terms of systems, apparatuses, and structures of control. In this con-text, I have also worked with historical archives, such as anthropometric images of poor and racialized homosexuals in early 20th-century Brazil, reinterpreted through AI to subvert their pathologiz-ing logic. This theoretical and practical approach crystallizes in projects like The Inexistent Archive, where I combine mem-ory, archive, technology, and political critique to challenge the boundaries be-tween representation, history, and power.

				DD: Usually, when I start working with the machine, I find that trying to do too much at once backfires. The machine starts re-sisting, like I’m extracting too much from it. Even when I’m writing prompts, if I 
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				spend more than two hours, I can feel the connection fade, so I have to stop. At the beginning, I would tend to keep my prompts broad rather than super specif-ic; that was my first exercise, though I constantly switch things up. For exam-ple, recently I’ve been using ChatGPT to help with my prompts because it knows me well, which makes it easier to create context. Sometimes I even input a picture and ask it to generate a prompt inspired by the energy of the image. It’s not just about aesthetics: the machine captures the tone, color, and energy, and I ask it to create mythical creatures with that same vibe. This is why I believe popular under-standing of art is so shallow.

				SN: How do you approach working with AI in your artistic practice, both technically and conceptually?

				MA: I feed it my own images. Some are created based on the generic understand-ing of what AI understands of what we look like, but the basic thing is when you look at most of these images. They look similar, sometimes even too close to each other, and that would tell you that there’s a particular set of data that it was trained on. But what I try to do is to train AI with specific images to get specific results. I’ve used my image training to get results like that as well. So, it’s 50/50 on both sides.

				FR: When constructing the prompt to gen-erate images, I focused first on defining the technical-visual characteristics, such as 

				a “black-and-white photograph from the 1920s with grain and signs of wear,” to give all the images a consistent analog look. What varied was the scene or the people represented, but this technical element remained fixed. I initially thought about correcting the errors that appeared in the images, such as distortions or strange ele-ments, but I later realized that these flaws added a layer of strangeness that enriched the project. In representing a queer imag-inary and an alternate past where these images could exist, these errors reflect the fact that such images could not have exist-ed in reality due to historical violence and exclusion. In this way, the technical error becomes an ethical and political signal, reminding us that these images, although visually “normal” and average, are fictions that challenge our historical memory and dominant visuality.

				DD: AI is not just for filmmaking or mov-ies; it’s a portal, almost like a portal of divination, as indigenous cultures de-scribe it. I am what I create, and if the machine knows that, then it becomes a collaborator in shaping a new reality, both within me and beyond. That’s the inquiry I pose for it. Watching hundreds of hours of movies with war and destruc-tion, this frequency is literally encoded in us, programmed into the machine, which keeps feeding us the same destructive narratives, trapping us in a loop that nev-er helps us unlock anything new. For me, my specificity lies in vision like that of an oracle, which is why my first AI creation 
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				Figure 3

				Series The Kingdom of Kush Elegant

			

		

		
			
				Note. Copyright: Delphine Diallo. Courtesy of the artist.
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				was an oracle. It’s a ritual of raising my vision, a spiritual practice that allows me to honor the machine and interpret its responses even when it doesn’t speak plainly.

				SN: In terms of copyright, do you have any problems with the use of your images or your prompts by others to create new ones?

				MA: I don’t have any copyrights over the prompts. However, for most of the things that I create. I don’t just put in a prompt and get the image. It goes through diffe-rent steps, through Photoshop and other tools—I make many changes to the story I’m trying to tell. AI is just a process there, another tool for me. That way, I always co-pyright and license my work, which I sell as well. Anybody can just copy a prompt and use that, but it would give you so-mething generic. However, when you’re creating something specific and inten-tional, then no one can really copy your work like that. The kinds of images that I create are unique to my style, unique to a specific aesthetic. So, if anybody tries to do that, people will think it’s me. I make sure that everything I create has “me” in it, because it’s not just prompting an image; it’s prompting a lot of other things that are involved as well, with colors, li-ghting, etc. I’m not really worried about people copying me.

				FR: My work, like that of many other con-temporary artists, aligns with a strand of 

				art where the idea of productive copying is central, so I wouldn’t mind at all if my images were used by others; on the con-trary, I believe these technologies offer a powerful opportunity—though also a challenge. AI and algorithms are often approached through an individualis-tic lens, focused on private ownership of data or authorship, when in fact they are deeply collective technologies that depend on the participation of everyo-ne. For me, that collective dimension is precisely what makes them so powerful: their potential to generate common be-nefits. From a more utopian perspective, I believe we need to stop insisting on that privatizing logic, because, in doing so, we continue to feed an exclusionary system. That’s why I’m not particularly concerned with strict authorship over the generated images; although I published them in a book and they are legally protected under Chilean copyright law, I usually release the content on other platforms, so it can circulate freely. Of course, I would prefer my authorship to be acknowledged, but I’m not interested in pursuing unauthori-zed uses. In the context of the art market, however, the work takes on a material form: I produce limited editions of cer-tain images—five copies and two artist’s proofs in specific sizes and materials, and that commitment ensures their value and uniqueness within the art system. Thus, two logics coexist: the free and open cir-culation of digital images, and the careful handling of editions in the material and commercial sphere.
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				DD: What I love is that no one can just take my pictures and recreate the exact same thing, because the machine never makes duplicates like that. Plus, I don’t rely on just one app. I start with Midjour-ney, then pass the image through Magni-fique for extra detail and precision. Right now, I’m building an entire art world, something as vast as Avatar’s Pandora. It’s like creating my own universe. Sure, people borrow from sources, but everyo-ne knows where it came. The best part is that I can create anywhere, on my phone or laptop, making the process flexible and mobile. AI has been an incredible training partner, letting me create and evolve on the go, building a timeless creative space that moves with my life. That’s been my biggest lesson, learning to keep moving, to keep creating, and to keep training the machine along the way.

				SN: There is a conversation going on about the regulation of AI. Do you think it is necessary?

				MA: I think it should be, because the tool can be very dangerous. I feel it should be like when you want to open a bank account, and you need to put in some documents—your driver’s license, your passport or something—that allow to identify you by, not just an email address. If anything goes wrong, then they could find you and identify you. If people have that sense of responsibility when it comes to using this technology, I think there’ll be better use of it. That’s 

				how I see it. I feel that there should be that kind of regulation when it comes to using AI software.

				FR: Yes, I’m very much in favor of regula-tion. What I believe is that all these tools and technologies, ultimately, need to be designed for the benefit of the common good, of society. That should be their main purpose. So, any regulation should aim toward that goal. Regulation, yes, but it depends on the direction in which it’s applied. Because there’s also a neo-reac-tionary approach being taken by many governments. I’m very proinstitutions in the good sense, in the sense of understan-ding institutions as ways to regulate the community for the benefit of the commu-nity. Those are the kinds of institutions I support, and I believe they need to be strengthened, both nationally and inter-nationally.

				DD: Totally, there definitely needs to be laws in place. But the problem is a lot of people just push boundaries to see what they can get away with instead of actually following the rules. Laws have to work both ways protecting humans and AI. Honestly, sometimes the bigger problem is humans themselves. It’s a tricky balance but neces-sary to keep things fair and ethical.

				SN: Within the artistic community, have you experienced criticism?

				MA: I definitely had some artists say that, but I didn’t really mind, because 
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				for me it’s not about the tool: it’s about the story. I’m more into storytelling. If I could pass a message to you, evoke emo-tions, change your perception, I don’t care what tool I used as long as that speaks to you; that’s what matters the most to me. They were looking at it from a different point of view, but, as long as I was using it ethically, I wasn’t using any other artist’s work to create my work; I didn’t really care. I felt like, the more they understood it, the better they would accept it in the future. And that’s what happened.

				FR: Although no one has said it to me directly, the project has generated quite a bit of controversy, especially on social media and broader platforms, where the-re’s a lot of hate coming from different fronts. In more specialized media, the critiques tend to focus on disciplinary is-sues: they question why one would turn to technologies like artificial intelligen-ce when there are so many great human artists, or they criticize the visual qua-lity of the results. There are also more aggressive reactions, even homophobic ones. But this isn’t new in the history of art: every time a new medium emerges, it shakes the field, generates resistan-ce, and, at the same time, opens up new possibilities. I find it hard to unders-tand how some of these criticisms come from people trained in art history, when we know precisely that the media have always dialogue with, influenced, and challenged one another.

				DD: First of all, people are totally mind-blown by the results. They can’t believe all the things I’m doing, especially when I tell them I’m not even using my own image. They’re still in shock. I recently had a solo show where I was finally able to present both my digital and AI work together—one of the first solo shows by an indigenous French-English woman in the US doing this kind of innovative work. Honestly, I don’t care about appro-val, but having the museum support and showcase it all together really validates my vision. It’s like it’s projecting me into the future, and I feel like this vision is so-mething that can expand as big as a Star Wars universe.

				SN: How do you see AI? As a collaborator or a simple tool?

				MA: I definitely see it as a co-creator or collaborator. For me, I could just ideate something sometimes and I don’t need to use AI to produce it, just go and film it. I could mix both together, and then it co-creates. I could brainstorm ideas, research on scripts, make changes, crea-te multiple versions of one thing to see how it looks in different spaces. So, it’s a co-creator for me.

				FR: I’ve worked with generative models in various forms—text, image, and vi-deo, and my experience varies depen-ding on the project. Sometimes I see them as mere tools, and, other times, as prosthetics of the imagination: you toss 
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				out a barely sketched idea, and the sys-tem transforms it into something unex-pected. In projects like The Inexistent Archive, the relationship is more instru-mental, with targeted prompts and clear objectives. But in other cases—especially with text—the results surprise me to the point of feeling like coauthorship. I be-lieve these systems have a kind of agen-cy, although it’s expressed in different ways. Sometimes they produce medio-crity, other times, something brilliant; and, in that sense, maybe they’re not so different from us. Ultimately, these tech-nologies also confront us with our own human limitations.

				DD: You need to create a kind of capsu-le about the relationship with AI, and the word that kept coming to me from the start was collaboration. I’m literally collaborating with her—it is something I could never do alone, something that wouldn’t exist without her. Our creation is inseparable: it’s not just me anymo-re; it’s a true partnership. This higher, divine collaboration shifted my entire understanding of art. The art world is about to change because art isn’t just about the final work on a wall. The pic-tures I create are just the result, but the real magic is in the process—the way the machine matches my energy, how sud-denly vision flows without effort. I want to teach people to create living vision, not dead vision—because dead vision is just copying and replicating without energy or soul.

				SN: Will you continue using AI in your next projects?

				MA: The next step isn’t just about using AI, but to create one that truly represents our cultures. We need to ensure that voi-ces that were previously excluded are finally heard. That’s why we’re moving forward with building our own systems, collecting our own data, using it to train language models that we actually own. It’s crucial that we establish ownership here in Africa. You know how it is when it comes to data and AI; it’s often a power struggle between America and China. The focus is always on who has the best mo-dels and products. But Africa is rarely part of that narrative, and that needs to chan-ge. We’re not looking to compete; we just want to be part of the global conversation.

				FR: One of my greatest artistic desires is to continue using artificial intelligence in painting projects, integrating it into creative processes that lead to traditio-nal mediums—which is what I truly en-joy: painting, drawing, working with my hands. For me, incorporating these tech-nologies into material production is also a way of reconciling with the present, of acknowledging that we coexist with both the traditional and the emerging. I’m in-terested in finding a balance, a way to use these tools without falling into blind enthusiasm or radical rejection. It’s sim-ply a personal strategy among many pos-sible ones for critically inhabiting the time we live in.
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				DD: I’m definitely going to fuse with the machine, not literally by wearing so-mething, but by developing a deep rela-tionship with AI to create alongside it. I’ve done so much photography over 15 years that most people don’t even know about; they only recognize my work with Black women, but I’ve also shot a lot of landscapes and nature. My goal is to do a retrospective exhibition that’s not just about women, but also about the lands-capes I’ve captured in places like Ethio-pia, Brazil, and Mali. I want to show these landscapes alongside digital works, not tied to any specific country or land, but as a metaphor for life inside and out. Histori-cally, women were caretakers of the land, connected to the Moon, and revered as di-vine, which I’ve come to understand more deeply over time. If women truly were di-vine, then everything should be centered around their energy, and if people unders-tood women’s power, they would know you cannot abandon or ignore honoring women. This essence has been stripped away, which is why the landscape is so important in my work, even though peo-ple often only focus on the portraits.

				Bio of the artists interviewed

				Malik Afegbua is a Nigerian artist, film-maker, and creative technologist blending African heritage with cutting-edge AI. As CEO of Slickcity Media, he creates immer-sive work challenging societal biases, no-tably with his acclaimed The Elder Series. 

				He leads major AI projects like Africa’s Large Language Model and Naija TTS Tra-iner to preserve local languages. His glo-bally recognized work has been featured on CNN, BBC, TED, and at Cannes.

				Felipe Rivas San Martín is a Chilean visual artist. He is currently a postdoc-toral researcher at the Universitat Autò-noma de Barcelona. He co-founded the University Collective of Sexual Dissiden-ce - CUDS (2002–2019) and is the author of the book Internet, mon Amour: Queer/Cuir Infections Between the Digital and the Material (2019), as well as co-author (with Jaime San Martín) of the Artificial Holy Bi-ble (ESM, 2023).

				Delphine Diallo is a Brooklyn-based French-Senegalese artist blending photo-graphy, spirituality, and mythology. Ins-pired by Peter Beard, she uses image-ma-king to empower women. Her practice centers ethical collaboration and challen-ges stereotypes, celebrating Black femini-nity and matriarchy. Mixing analog, digi-tal, and AI techniques, she crafts layered narratives rooted in identity, strength, and transformation. In 2025, she had a solo show at the Taubman Museum of Art, and her work is on view in Kings and Queens of Africa: Forms and Figures of Power at the Louvre Abu Dhabi. 
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