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Maksligais intelekts (MI) sava batiba ir jautajums par kontroli. Tas uzrada
cilvéces instinktivo reakciju uz arvien neparedzamako pasauli. Geopolitiska
nestabilitate (Krievijas iebrukums Ukraina, parmainas globalajas savie-
nibas, draudigi driza klimata katastrofa, labé&ja ekstrémisma atdzim3ana)
pastiprinajusi sabiedribas ilgas péc noteiktibas. Tiek§anas péc kontroles
nav raksturiga tikai politikai un ekonomikai, ta parnémusi ari vizualo mediju
teritoriju. Ml misu mijiedarbibu ar pasauli sola padarit vienlaikus gan preci-
zaku, gan neskaidraku, un ta pieaugosa klatesamiba vizualaja kultira liek
piesardzigi vaicat, kam uzticamies un kur$ kontrolé.

Pasreizéja Ml loma fotografija un vizualajos medijos ir §T para-
doksa iemiesojums. Generativa MI modeli (ka sistémas, kas tekstu parveido
attéla) nav tikai tehnologiskas inovacijas, tie ir jaudigi riki, kas arvien vairak
ietekmé, ko més redzam un kam ticam. Laikmeta, kur jau ta netrikst
neskaidribas, M|l generétu attélu parbagatiba rada papildu gratibas noskirt
faktu no izdomas. Jédziena “patiesiba” vizualais atspogulojums klast arvien
Saubigaks, jo Tpasi Sobrid, kad mediju ainavu parsatina dzilviltojumi, meliga
politiska propaganda un attéli, kas it ka ir no kara zonam.

Spilgts piemérs — 2022. gada paradijas dzilviltots video fragments,
kura Ukrainas prezidents Volodimirs Zelenskis padodas Krievijai. Kamér $o
video safabricéjumu neatspékoja, tas izraisija masveida paniku. Minétais
incidents ilustré batisku aspektu: mums piemit iedzimta tieksme uzticéties
vizualam pieradijumam. Pat ja kustigi vai nekustigi attéli Skiet Saubigi, tie
iedarbojas uz misu kognitivajiem mehanismiem. Dzilviltojumi, kurus razo
Jenerativie adversarie tikli (GAN), spéj gudri atdarinat vizualas detalas,
liekot attéliem misu acTs izskatities istiem. Spéja uzticéties attélam ir
sabrukusi, un §Ts sekas iespaido daudz plasaku teritoriju par vizualo
mediju — tas apdraud demokratisku institlciju pastavésanu, jo kluvis
iespéjams manipulét ar pasiem realitates pamatiem.

Manipulativi izmantota Ml raditas sekas nekur nav tik labi redza-
mas ka politikd. Misdienu mediju ekosistéma, kur fakti un izdoma biezi
saplist viena, vislabak klajas tadam personibam ka Donalds Tramps. Ml §o
dinamiku tikai pastiprina. Tas demokratizé iesp&ju manipulét ar citu cilvéku
uztveri, dodot varu darinat alternativas realitates jebkuram, kam ir pieeja
§im tehnologijam. Pasaulé, kura Ml var sarazot kustigus un nekustigus
attélus, kas apkalpotu noteiktus politiskus narativus, nepieciesamiba bat
“patiesam” pamazam klist sekundara. Kapéc nonemties ar patiesibu, ja ar
digitalu attélu palidzibu var izveidot labaku tas versiju?

MI generéti attéli spéj radit ilGziju par drosmigu ricibu, pat ja
patiesiba nekas nav paveikts. Tam labs piemérs ir bédigi slavenais Ml gene-
rétais videofragments par Gazu, kura redzama zelta kalta Trampa statuja
un ltksma bérnu rotalasanas ar naudaszimém, radot iespaidu, ka sabied-
ribas cienits autoritars lideris gandriz jau novérsis $o |oti ilgo un sarezgito
konfliktu un ta raditas sekas, lai arT patiesiba situacija nav mainijusies un
pamiers ir uz izirSanas robezas. Neskatoties uz to, ka videomateriala noliks
bija satirisks, Tramps to piesavinajas un popularizéja ar socialo mediju
starpniecibu, uzradot, ka MI generétu saturu var izmantot kropligu poli-
tisku véstijumu izplatidanai. Sadi attéli politikiem sniedz iespéju izvairities
no realas problému risinasanas, ta vieta piedavajot sabiedribai seklas
idejas, kuru vieniga nozime ir priek§nesums.
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BTRUST Al, FEAR THE FUTURE
FEAR Al, TRUST THE FUTURE
Text: Paulius Petraitis

At its core, artificial intelligence (Al) is about control. It reflects human-
ity’s primal drive in response to an increasingly unpredictable world.
Geopolitical instability — such as Russia’s war against Ukraine, shifting
global alliances, looming climate collapse, and the resurgence of far-right
movements — has amplified society’s yearning for certainty. This struggle
for control extends beyond politics and economics into the realm of visual
media. As Al promises both to clarify and obscure our engagement with
the world, its growing presence in visual culture raises precarious ques-
tions about what we trust — and who controls our perceptions.

The current role of Al in photography and visual media epitomises
this paradox. Generative Al models, such as text-to-image systems, are not
simply technological innovations; they are potent tools that increasingly
shape what we see and believe. In an age already rife with uncertainty,
the proliferation of Al-generated images complicates our ability to discern
fact from fiction. The concept of truth in visual representation is becoming
progressively murky, especially as deepfakes, manipulated political propa-
ganda, and unreliable war imagery saturate the media landscape.

A vivid example of this occurred in 2022, when a deepfake video
purportedly showed Ukrainian President Volodymyr Zelenskyy surrender-
ing to Russia. This fabricated video caused widespread panic until it was
debunked. The incident underscores a crucial point: we are inherently
inclined to trust visuals. Even as the authenticity of these images crum-
bles, they exploit our cognitive biases. Deepfakes, powered by Generative
Adversarial Networks (GANs), cleverly mimic visual cues that make images
seem real to us. The ensuing erosion of trust ripples far beyond media,
threatening to undermine democratic institutions, as the very foundations
of reality become subject to manipulation.

The real-world implications of Al manipulation are nowhere more
evident than in politics. Figures like Donald Trump have flourished in a
present-day media ecosystem where fact and fiction often melt. Al accel-
erates this dynamic. It democratises the ability to manipulate perception,
empowering anyone with access to these technologies to “craft” alternate
realities. In such a world, the need for truth may appear secondary when
Al can produce images and videos that align with specific political narra-
tives. Why bother with truth when one can create an idealised version of it
through digital images?

Al-generated imagery has the power to create the illusion of reso-
lution and action, even in situations where no real progress has been made.
This is exemplified by the infamous Al-generated Gaza video, featuring
a gold Trump statue and children bathing in money, which gives the
impression that a deep-seated conflict and its aftermath have been almost
resolved by an authoritative leader rallying public support — when in reality,
the situation remains unchanged, with the ceasefire hanging by a thread.
Originally intended as satire, this video was co-opted and endorsed by
Trump via his social media channels, illustrating how Al-generated content
can be repurposed to amplify distorted political messages. Such imagery
allows politicians to sidestep real-world issues by offering hollow, specta-
cle-driven solutions.

Just as Al is used to craft illusions and ghostly digital mirages of
political action in the present, it is also deployed to reshape perceptions of



MI netiek izmantots tikai tapéc, lai uzburtu ildzijas un kémigas
digitalas mirazas par politiskiem notikumiem ; to pielieto arf, lai ideolo-
gisku programmu apkalpo$anas nolikos mainitu masu priek$status par
pagatni. Galgji lab&jo kustibas Eiropa arvien biezak nem talka M, lai
safabricétu nostalgiju péc mitiskas pagatnes. Ta ka §is tehnologiskais
jaunievedums spéj masveida razot idealizétas véstures un identitates mitu
versijas, Ml generéti attéli ir kjuvusi par iero¢iem ideologisko narativu
cina. Garets Votkinss, analizéjot Ml saistibu ar faSisma estétiku, norada, ka
Ml tehnologija paver iesp&ju masveida razot “dezinficétas” véstures versi-
jas — attélus, kuros sarezgitais aizvietots ar vienkar$o un traumu aizstaj
kigs. [1] Sis tendences piemérus var aplikot Instagram platformas @Alook-
backintohistory (“Atskats vésturé”) un @historyrevivedofficial (“‘Atdzivinata
vésture”), kur ar Ml palidzibu vésture parvérsta par nomierinou tematisku
atrakciju: padomju pilsétas nevalda nabadziba, karalaika varondarbi norisi-
nas bez asinsizlieSanas. Ja pagatne tiek $adi apstradata, vésture parvérsas
par kuratora veidotu izlasi jeb ko lidzigu izklaidéjo§am muzejam, ko veido
tik attiriti un nopuléti attéli, ka tie robeZojas ar nerealitati.

Pieméram, MI, méginot “atdzivinat” 1944. gada Var§avas sacel-
§anos, $o brutalo cinu 63 dienu garuma attélo ka estétiski glitu dumpi ar
tiriem mundieriem un ceribu pielietam sejam. Jélas $§ausmas un cieSanas,
kas notvertas talaika fotografijas, ir izdzéstas no véstures. Sie attiritie,
algoritmiski pilnveidotie attéli saskan ar Valtera Benjamina kritiku par
fagisma atkaribu no prieknesuma, kur priek§nesums kalpo posta un sapju
pilnas patiesas véstures slépsanai. 20. gadsimta fasisti politikas estetizésa-
nai izmantoja krasnas ceremonijas, misdienas M| generéta nostalgija slépj
represivu ideologiju zem sentimentalitates plivura.

Safabricétu vesturisku attélu raZo$ana ideologiskiem mérkiem
liek domat par vizualo mediju lomu kolektivas atminas veidosana.
Fotografija ilgi bijusi jaudigs preto$anas riks. Baltija un tai lidzigos regio-
nos, kur nacionalo identitati liela méra veidojusi pretosanas argjiem
spékiem, Ml iespaids uz vizualo kultdru ir ipasi batisks. Seit fotografijas
nav tikai kaut ka attélojums, tas ir pieradijums, ka més pretojamies un
izdzivojam. Fotografija saglabati gan svarigi dokumenti, pieméram, lieci-
bas par VDK darbibu un padomju deportacijam, gan sadziviski preto$anas
zesti. Tas ir svarigas véstures hronikas, ko nevajadzétu aizmirst.

Tomér Sobrid fotografijas svétajai hronista lomai draud briesmas,
jo Ml spéj generét un parveidot attélus ar bied&josu precizitati. Ja véstu-
res saglabasanas rikus sak izmanot tas parrakstiSanai, kas notiks talak? Par
ko parvertisies attélos saglabato kolektivo atminu kratuves, ja ik pikseli
iespéjams sagrozit, un ka lai uzticas fotografa liecibai? [2]

Taéu ari fotografijai ar realitati nekad nav bijusas vienkarsas
attiecibas. Pat analogas fotografijas laikos fotoattéls nekad nebija nevaino-
jami nesaubigs pasaules atspogulojums. Fotografija vienmeér bijusi saistita
sagrozot. Katrs fotografs sava veida sagrozijis realitati — vai nu apstradajot
attélu laboratorija, vai izvéloties kadra kompoziciju. Fotografijas objektiva
daba ir ilGzija un viens no tas visnoturigakajiem mitiem, un nu ar Ml pali-
dzibu tas tiek ekspluatéts ar vél nebijusu jaudu.

Domajot par véstures saglabasanas étosu, MI nebt nav jauzskata
par katra zina neétisku riku. Ta potencials mekléjams sintéze, apvienojot
masinas spéjas ar cilvéka nollkiem. Baltijas fotografu gadijuma Ml varétu
tikt izmantots nepilnigu véstures detalu rekonstrukcija, pieméram, simu-
I&jot iznicinatus padomiju laika arhivus un vienlaikus veicot skrupulozu §1
procesa anotésanu, lai novérstu véstures revizionismu. Ta vieta, lai dezin-
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[1] Gareth Watkins, “Al: The New
Aesthetics of Fascism”, New
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https://newsocialist.org.uk/trans-
missions/ai-the-new-aesthetics-of-
fascism/

[2] Kada fotografija no 2020. gada
masu protestiem Minska, Baltkrie-
vija, ko izraisija nedemokratiskas
vélésanas un to rezultatu viltosana,
redzama grupina protestéjosu
jauniesu, kas tur uzrakstu “SIS NAV
FOTOSOPS?”; pa pusei joks, pa
pusei nopietns méginajums novérst
iesp&jamo vérsanos pret fotog-
rafijas vésturisko autentiskumu
nakotné.
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[1] Gareth Watkins, “Al: The New
Aesthetics of Fascism”, New
Socialist, 9 February 2025, https:/
newsocialist.org.uk/transmissions/
ai-the-new-aesthetics-of-fascism/.

[2] Ironically, an image from the
2020 mass protests in Minsk,
Belarus, following fraudulent and
undemocratic elections, depicted a
group of young protesters holding
a banner that read, “THIS IS NOT
PHOTOSHOPPED,” perhaps only
half-jokingly, to prevent future
dismissal of the photo’s historical
accuracy.

the past to serve ideological agendas. Across Europe, far-right movements
increasingly deploy Al to manufacture nostalgia for a mythologised past.
Exploiting technology’s capacity to mass-produce idealized representa-
tions of history, Al-generated imagery is weaponised to shape current
ideological narratives. Gareth Watkins, in his analysis of Al’s growing role
in fascist aesthetics, argues that Al technology is tempting because it
enables the mass production of sanitised narratives — images that replace
complexity with simplicity, trauma with kitsch. [1] Platforms like @alook-
backintohistory and @historyrevivedofficial on social media exemplify this
trend, using Al to render history as a frictionless theme park: Soviet-era
streetscapes scrubbed of poverty, wartime heroics stripped of bloodshed.
In this recasting of the past, history itself is transformed into a curated
assortment of scenes — a “pick your own adventure” museum, where
images are sanitised, polished to the point of near-unreality.

For instance, Al’s “revived” portrayal of the 1944 Warsaw Uprising
reimagines this brutal 63-day struggle as a relatively tidy rebellion with
clean uniforms and hopeful faces. This erases the visceral suffering and
horror captured in historical photographs. Such polished, algorithmically
perfected images resonate with Walter Benjamin’s critique of fascism’s
reliance on spectacle, where the spectacle serves to mask the fractured,
painful realities of both history and the present. Just as 20th-century
fascists used pageantry to aestheticise politics, today’s Al-generated
nostalgia obscures oppressive ideologies beneath a veneer of sentimental
appeal.

The engineering of historical imagery for ideological purposes
raises questions about the role of visual media in shaping collective
memory. Photography has long been a powerful tool of resistance,
capturing moments of struggle, documenting injustices, and offering a
platform for marginalised voices. In regions like the Baltic, where national
identity has often been forged through resistance to external powers,

Al’s influence on visual culture is particularly significant. Here, images

are not mere representations — they are testaments to resistance and
survival. Important documents, such as those detailing KGB activities and
Soviet deportations, or gestures of mundane resistance to oppression, are
preserved through photography, serving as vital records of a history that
shouldn’t be forgotten.

However, with Al’s capacity to generate and manipulate images
with startling precision, this essential role of photography is under threat.
What happens when the tools used to preserve history can also be used to
rewrite it? When every pixel can be altered, what will become of image-
based reservoirs of collective memory, and how can we trust a photo-
graph’s testimony? [2]

However, photography itself has always had a complicated rela-
tionship with reality. Even in the days of analogue photography, the image
was never a perfectly transparent reflection of the world. Photography has
always been a selective act — capturing only a slice of reality, warping it in
the process. From darkroom manipulation to the framing of a shot, every
photograph distorted reality in some way. The illusion of transparency has
always been one of photography’s most enduring myths, one that Al is
now taking to new, more calculated extremes.

And Al need not be seen as antithetical to the ethos of preserving
history. Its potential lies in synthesis — merging machine capabilities with
human intentionality. For Baltic photographers, this could involve using
Al to reconstruct fragmented histories, such as simulating lost Soviet-era



ficétu vésturi no trauméjosa, Ml mums varétu palidzét no jauna atgriezties
sapju pilnaja pagatné un palikoties uz to ar jaunam acim. Ml varétu izman-
tot ari tam, lai vizualizétu nakotné parvaramos skérslus, pieméram, ar ta
palidzibu abstraktus datus varétu parvérst iespaidigos bridinajumos. Mums
nevis janoraida jebkads Ml izmantojums, bet gan jaiemacas virzit ta spéku
un nepazaudét autora lomu. Tur, kur mekléjams smalkais lidzsvars starp
cilvéeka radoSumu un masinas sp&jam, atrodams ari potencials dzilakiem un
godigakiem narativiem par misu kopigo pagatni un iesp&jamo nakotni.

Jasaglaba modriba — un valdibas arvien biezak pielieto necaur-
skatamus algoritmus, lai piepemtu [émumus, diktétu socialo mediju saturu
un nodotu vizualu informaciju. Kad masinas sak noteikt, ko redzam, pazid
fotografijai raksturiga “nekartiba”, kas to padara cilvécigu: mazliet nepa-
reiza ekspozicija, nevilus notvertais izplidums un neiestudétais kadréjums
jeb patiesibas iemzinajums caur spontanitati.

MI generétus attélus médz uztvert ka fotografijas piedékli, tacu
tie, iesp&jams, parstav pilnigi jaunu mediju. Fotografija, neskatoties uz tas
potencialu bt manipulativai, tomér vésturiski izaugusi no realitates: ta
atspogulo mirklus, kas kadreiz pastavéejusi. Ml generéti attéli savukart ir
algoritmu konstrukcijas, kas izmanto datu kopas, lai izvilktu vidgjo statis-
tisko raditaju kaut kam, kas nekad nav noticis. Sis fundamentalas atskiribas
dé| Ml attélus nevajadzétu vértét tikai péc fotografijas standartiem, bet
IGkoties uz tiem ka atsevisku vizualas reprezentacijas izpausmi.

19. gs. diskusijas par fotografijas (ko savulaik uzskatija vien par
“mehanisku triku”) atbilstibu realitatei saskatamas paraléles tam, ka més
Sobrid domajam par maksligo intelektu. Vilers Flusers jau astondesmitajos
gados talredzigi noradija, ka jebkurs$ attéls satur sava veida kodu jeb mani-
pulé ar realitati. Ml gadijuma Sis process ir vél izteiktaks, jo starp attéliem
un fizisko pasauli, ko tie it ka atspogulo, vairs nepastav tiesa saikne. Ari
fotografiju savulaik analizéja salidzindjuma ar glezniecibu, un tai bija jaat-
svabinas no §i diskursa, lai k|Gtu par pilnvértigu makslas formu. Gluzi tapat
mums, iespéjams, laiks sakt likoties uz Ml generétiem attéliem ka kaut ko
suverénu, ne tikai tradicionalas fotografijas attistibas fazi.

Ml strauja attistiba nenozimé nenovér§amu tuvosanos distopiskai
nakotnei, un tas ari nav brinumlidzeklis pret visam sabiedribas kaitém. Tas
ir jaudigs riks, ar kura palidzibu sapratiga pielietojuma gadijuma varbut
atradisim jaunas pieejas, ka izzinat misu sarezgito pasauli. Vienlaikus
tam piemtt liels spéks, ar ko krapt un maldinat. Laiks pienemt, ka nakotni
nosaka ne masinas, bet més pasi. Tas ir misu uzdevums — panakt, lai misu
raditie un patérétie attéli nezaudé saikni ar cilvéces piedzivotas realitates
skaudro un sarezgito pusi, iznemot gadijumus, kad més pasi to gribam.

MI spéja generét attélus nav tikai tehnologisks pagrieziena
punkts; sis fenomens liecina, ka batiski mainijusas masu attiecibas ar reali-
tati. Masinu spéjai darinat vizualus narativus arvien pieaugot gan preci-
zitaté, gan atruma, var rasties vilinajums atteikties no autonomijas runat
pasiem sava varda — gan stastot par piedzivoto, gan iztélojoties nakotni. Sis
kontroles nodosana citas rokas nozimé risku zaudét dalu personigas agen-
ces misu apdzivotas pasaules veido$ana. Ja iekritam lamatas un noticam,
ka tehnologiju izraistto trauksmi var remdét vél sarezgitakas tehnologijas,
tad $7 burvju risinajuma mekléjumi var novest pie ta, ka arvien vairak varas
par misu Ilémumiem uzticam masinam. To, ka samazinas cilvéka patsta-
viba, visskaudrak var sajust krizes brizos, kad més, meklgjot atbildes un
mierinajumu, pievér§amies tehnologijam. Un, ta rikodamies, més neapzina-
mies, ka varam atdot vairak savas varas, neka pasi to apjausam.
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archives, while rigorously annotating the process to avoid historical
revisionism. Rather than sanitising history and trauma, Al could help
expand our ability to revisit and reimagine the painful past. It could also be
employed to visualise future challenges, such as rendering abstract data
about climate change into visceral warnings. The task is not to reject Al
outright, but to harness its power while retaining authorship. In the deli-
cate dance between human creativity and machine capability, lie possi-
bilities for richer, more honest narratives of our shared past and potential
futures.

This requires vigilance, especially as corporations and govern-
ments increasingly employ opaque algorithms to make decisions and
structure our social media feeds. When machines dictate what we see, we
risk losing some of the “messiness” that makes photography, for a lack of a
better word, human — the imperfect exposure, the accidental blur, and the
serendipitous frame that captures truth in spontaneity.

While Al-generated imagery is often viewed as an extension of
photography, it may actually represent an entirely new medium. Photogra-
phy, despite its potential for manipulation, has historically been grounded
in reality — a reflection of moments that once existed. By contrast,
Al-generated images are algorithmic constructs, drawing from datasets
to produce something — a statistical average — that never truly happened.
This fundamental difference suggests that Al imagery should not merely
be judged by photography’s standards but, perhaps, understood as a
distinct mode of visual representation.

The 19th-century debate over photography’s authenticity — once
dismissed as “mechanical trickery” — parallels our current reckoning with
Al. As Vilém Flusser presciently argued in the 1980s, every image is a form
of coding, a manipulation of reality. Al intensifies this process by severing
images from their referents, distancing them further from the physical
world they ostensibly represent. Just as photography was once analysed
in relation to painting and had to be freed from that discourse to be taken
seriously, we may need to begin assessing Al-generated imagery on its
own terms, rather than merely as an evolution of traditional photography.

The rise of Al is not an inevitable slide into a dystopian future,
nor is it a panacea for our societal ills. It is a tool — a powerful tool — that,
in the right hands, can offer new ways to explore our intricate milieu. Yet,
it is also a force that can easily distort and deceive. As we look ahead, we
must recognise that the responsibility lies not with the machines them-
selves, but with us. It is our task to ensure that the images we create and
consume do not lose their grounding in the raw complexities of our lived
reality — unless we choose to let them.

Al-generated images represent more than a mere shift in technol-
ogy; they signify a profound transformation in our relationship with reality
itself. As machines gain the ability to craft visual narratives with greater
precision and speed, they may tempt us to relinquish the autonomy of
telling stories about ourselves — whether retelling our past or imagining
our futures. In giving up this control, we risk losing some sense of personal
agency in shaping the world we inhabit. Falling into a trap of believing
that the anxiety created by technology could be alleviated with even more
sophisticated technology, we may, in search of magical solutions, further
accelerate the outsourcing of decision-making to machines. The erosion
of human agency is felt most acutely in times of crisis, when we turn to
technology for answers and reassurance. But in doing so, we may unknow-
ingly surrender more than we realise.



