
Pataphysica Aesthetic in The Posthuman Era: Collaboration of Human and Artificial Intelligence in Painting Practice 




.     
.
              . 
                     
	.
..


.
[bookmark: _GoBack]


ABSTRACT 

	AI image-making has become a trend in contemporary visual culture; however, no research has yet addressed its relationship to pataphysics, which studies the laws governing exceptions, as a crucial framework for hybrid art practices. This study addresses that gap by positioning the work as an inquiry into ontological contradictions, absurdity, and alternative realities that emerge when human and machine modes of image-making confront each other. Drawing on contemporary posthumanist theory (Braidotti, 2019; Ferrando, 2019), the research situates this encounter between the gestural ontology of painting, characterized by embodiment, intentionality, and tactile expressiveness, and the algorithmic ontology of AI computation. The process sustains productive friction, using incompatibility as a value. Adopts Art Practice as Research (APaR) framework, treating the act of overlaying a gestural image on an AI image as both artistic production and epistemic inquiry. This process is read as an instance of absurd intentionality. The resulting works operate as pataphors that exceed their referents to generate autonomous realities in which neither the human nor the machine is removed from the other. By embracing ontological instability as a generative condition, this research challenges human-centric notions of artistic mastery and technocentric claims of computational supremacy with contradiction as a critical and aesthetic force.
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1. INTRODUCTION 

In recent decades, the rapid expansion of artificial intelligence (AI) within the creative industries has reshaped debates around authorship, originality, and the role of the human body in artistic production (Hye-Kyung, & nd, 2022) (Dongxing, n.d.). The discourse surrounding digital art and AI-generated imagery has extended beyond specialist academic and curatorial circles into public arenas, provoking critical reassessments of creativity, artistic agency, and the ontology of visual culture. In academia, these debates intersect art history, media theory, aesthetics, and the philosophy of technology; in curatorial practice, the presence of AI-based works has disrupted traditional exhibition models; and in public forums—amplified through mass media and social networks—questions of authorship and originality have become pressing and widely contested (Baradaran, 2024) (Yeğinsü, 2025) (Lindgren, n.d.). Who is the author when an algorithm generates the image? Can AI outputs be truly original, given their reliance on pre-existing datasets? Moreover, how might visual culture evolve when computational processes rival human artistic capacities?
This ontological distinction highlights the importance of considering not only what AI produces but also the conditions under which it is produced. It is within this critical terrain that the practice of manually repainting AI-generated prints becomes significant. This approach does not merely hybridize digital and traditional media; it reintroduces the embodied, gestural, and tactile dimensions of painting into a process otherwise governed by algorithmic logic. Brushwork, material resistance, and human intentionality interrupt computational smoothness, embedding affective and corporeal traces into the image. When interpreted through the lens of pataphysics—Alfred Jarry’s "science of imaginary solutions" concerned with "the laws governing exceptions" (1911/1996)—this practice emerges as a deliberate engagement with contradiction, absurdity, and the construction of alternative realities (Munich Social Science Review (MSSR) New Series, Volume 6/2023, 2023). The AI-generated base image embodies statistical predictability; the manual intervention disrupts this logic through subjective, irrational, and unpredictable acts.
Such works occupy a liminal zone: neither wholly digital nor purely manual, neither entirely rational nor entirely absurd. They enact what might be called a pataphysical strategy—embracing paradox as a generative force and affirming that, within the posthuman condition, artistic meaning can arise precisely from the tension between embodied and disembodied modes of creation. This article situates the act of painting over AI-generated prints as both a philosophical gesture and a methodological framework, engaging Art Practice as Research (APaR) to investigate the aesthetic, conceptual, and ontological stakes of human–machine collaboration in contemporary painting.


2. material and methods 

2.1 Pataphysics: Paralogy, Absurdity, and Surplus Reality
Pataphysics, as conceived by Alfred Jarry, is "the science of imaginary solutions," referring to the study of laws governing exceptions (Lewis, 2020; Edward & Gy, 2013; March-Russell, n.d.). At its essence, pataphysics rejects the linearity and determinism of conventional logic, replacing them with paralogy—a form of reasoning that prioritizes discontinuity, contradiction, and the generative potential of anomalies. Whereas standard logic seeks resolution and closure, paralogy cultivates conditions in which dissonance and incongruity remain active forces, resisting synthesis or assimilation (Hales, n.d.; Nelson, n.d.).
Within the context of painting over AI-generated images, paralogy is enacted when the algorithm’s smooth coherence, derived from statistical modelling and data-driven aesthetic prediction, is intentionally interrupted by the gestural irregularities of human mark-making (Sengupta, n.d.) (Daigle, 2023). This manual intervention does not aim to correct or perfect the AI output; rather, it amplifies the tension between two incommensurable systems, sustaining contradiction as an aesthetic and philosophical condition.

Pataphor and Surplus Reality
Central to this framework is the pataphor—a metaphor extended beyond its referent until it produces an autonomous, self-sustaining reality. In visual terms, the pataphor occurs when the painted surface no longer functions merely as a site of layering (digital beneath, manual above) but becomes a hybrid field in which neither stratum can claim primacy (k., 2020) (Zazzi, 2023). Instead, each layer destabilizes and redefines the other, generating a condition that is "more real than reality itself" (Zazzi, 2023) (k., 2020). This "surplus reality" does not simply add to the existing image—it transforms the ontological status of the work (James & Rise, 2020). The resulting artifact is neither purely digital nor purely manual but a third thing: a liminal entity whose identity emerges from the productive collision of embodied and computational ontologies.
In such works, surplus reality is not a metaphorical exaggeration but a tangible phenomenological experience. The brushstroke’s texture, the resistance of paint against substrate, and the unpredictable flow of pigment disrupt the immaterial precision of the AI-generated base. The eye perceives an interweaving of worlds—one governed by algorithmic predictability, the other by corporeal spontaneity—that cannot be disentangled without diminishing the whole.
This interplay between the physical and the digital creates a sense of tension and dynamism within the artwork, inviting the viewer to question their perceptions of reality and authenticity. The blending of human touch with machine precision challenges traditional notions of authorship and agency, blurring the boundaries between creator and creation. As the boundaries between the physical and the virtual continue to dissolve, these hybrid forms of expression serve as a powerful reminder of the complex and ever-evolving relationship between technology and human experience.

Historical Resonances and Contemporary Divergences
Although pataphysics predates modernist avant-gardes, it resonates strongly with the anti-rational impulses of Dada and Surrealism. Dadaists used absurd juxtapositions and chance operations to undermine the authority of reason; Surrealists mined the unconscious to destabilize normative perception (Ahern, n.d.).
In the posthuman and post-digital context, pataphysics acquires new urgency. The logics of computation—optimization, prediction, and algorithmic consistency—dominate creative industries, often under the rhetoric of seamless human–machine integration (Michael & Tina, 2019). Pataphysics counters this narrative by affirming friction as a site of invention. By resisting integration, pataphysical practice acknowledges the entangled agencies of human and machine while rejecting the assumption that such entanglement must resolve into harmony (Zazzi, 2023).

Pataphysics as Counter-Logic in AI–Human Collaboration
Pataphysics rejects linear causality in favor of paralogy—a logic attentive to exceptions, contradictions, and anomalies (Zazzi, 2023) (Bok, n.d). Within art, this translates into privileging discontinuity, incongruity, and playful absurdity as generative strategies. In the context of painting over AI-generated images, paralogy is enacted through the deliberate disruption of the image’s computational coherence. This disruption is not designed to resolve tensions between human and machine layers, but to sustain them as active sites of meaning.
A key pataphysical device, the pataphor, extends metaphor beyond its initial referent until it generates a self-contained reality. In hybrid human–AI paintings, the pataphor manifests as an image where neither the AI-generated base nor the manually painted overlay is primary. Instead, both strata co-constitute a surplus reality—one "more real than reality itself" (Jarry, 1996)—that resists subsumption into either purely digital or purely manual categories (Lopez, 2025; Michael & Tina, 2019; O’Hanlan, n.d.).
Historically, movements such as Dada and Surrealism challenged rationalist aesthetics by embracing absurdity, chance, and disjunction as legitimate creative forces. Pataphysics, though originating earlier with Jarry, resonates with these avant-garde impulses (Ball, n.d.; Ho, n.d.). However, it also diverges, whereas Dada and Surrealism emerged in response to early 20th-century sociopolitical crises, pataphysics in the posthuman context addresses the ontological implications of co-creation between human embodiment and machinic computation (yn. et al., n.d.).
Framing this hybrid practice within pataphysics thus shifts the emphasis from the mere juxtaposition of two production systems to the cultivation of a liminal space where their contradictions are generative. Rather than seeking a seamless synthesis, the pataphysical perspective affirms tension, negotiation, and playful resistance as essential conditions for meaning making. This stance disrupts dominant narratives of harmonious human–machine integration in creative AI discourse, proposing instead a visual ontology defined by surplus realities—zones where the absurd is not an aberration but a critical resource.
In this sense, the pataphysical framework does more than legitimize contradiction as an artistic strategy—it reframes contradiction as an ontological condition of contemporary making. The surplus realities generated through the interplay of computational logic and embodied gesture are not merely aesthetic anomalies; they are manifestations of a hybrid agency in which human and nonhuman forces co-constitute the work. This emphasis on coexistence, tension, and negotiated authorship resonates strongly with posthumanist thought, which challenges the primacy of the autonomous human creator and foregrounds the distributed nature of agency in creative processes. (Alexis, n.d.) (Rossi, n.d.) (Molinari, n.d.). Suppose pataphysics offers a vocabulary for describing the playful and absurd dynamics of such encounters. In that case, posthumanism provides a broader philosophical framework for understanding how these dynamics operate within shifting ontologies of making in the twenty-first century (Martin-Perez, 2014; Karademirler, n.d.). The next section, therefore, situates this hybrid practice within posthumanist discourse, examining how embodiment, materiality, and machinic intelligence intersect to redefine the conditions under which art comes into being.

2.2 Posthumanism and the Ontologies of Making
Posthumanism, as articulated by contemporary theorists such as Rosi Braidotti (2013, 2019), Francesca Ferrando (2019), and Donna Haraway (1991), proposes a radical decentering of the autonomous human subject (de et al., n.d.) (el., n.d.). It reconceptualizes agency, subjectivity, and creativity as distributed phenomena arising from complex entanglements of human, nonhuman, technological, and ecological forces. In this view, art is not the expression of a singular, isolated authorial will but the outcome of a relational field in which multiple agencies participate (Daniel & David, 2022) (Daniel et al., 2022).
Within the ontologies of making, posthumanism shifts the emphasis from the finished artwork as a static object to the dynamic processes through which it comes into being. This includes not only the material and technical operations of production but also the ontological status of the entities involved—human artists, machinic systems, materials, and the wider socio-technical networks in which they are embedded. N. Katherine Hayles (1999) emphasizes that digital technologies reconfigure embodiment and perception, creating new feedback loops between human sensory capacities and machinic pattern recognition (atherine, n.d.) (Hayles, 2021). In such contexts, making becomes an interfacial act, unfolding across the thresholds between bodies and codes, matter and data.
In the hybrid practice of repainting AI-generated images, these posthuman ontologies are enacted through a dialogue between two fundamentally different modes of creation. The algorithm operates within a disembodied computational ontology, generating outputs through probabilistic modelling and large-scale pattern synthesis. The human painter, by contrast, works through embodied engagement: the tactile resistance of the brush, the kinesthetic memory of gesture, and the affective charge of color and texture. These modes are not simply layered but interpenetrate, producing ontologically unstable works that are simultaneously artifacts of algorithmic prediction and embodied improvisation.
This ontological instability is not a flaw to be corrected but a condition to be embraced. As Braidotti (2019) argues, posthuman subjectivity is not grounded in unity or coherence but in multiplicity, fluidity, and transversal relations (Daigle, 2023) (Smith, 2025). The painting process described here affirms this multiplicity, positioning the artwork as a co-emergent reality in which no single agent—human or machine—can claim full authorship.
Framed through posthumanism, the act of painting over AI-generated imagery becomes more than an aesthetic choice; it becomes an intervention into the politics of making. It disrupts the prevailing narrative of frictionless human–machine integration often promoted in the discourse on creative AI, replacing it with a model of artmaking grounded in negotiation, tension, and co-existence. This approach aligns with Haraway’s (1991) cyborg figuration, which resists binary separations and embraces hybrid identities as sites of critical possibility (Karademirler, n.d.). Thus, posthumanism provides not only a philosophical rationale for this hybrid practice but also an ontological framework that recognizes the artwork as the emergent product of heterogeneous agencies.

2.3 Art Practice as Research (APaR)
Art Practice as Research (APaR) provides a methodological framework for understanding the creative process as a mode of knowledge production, rather than merely as the fabrication of aesthetic objects. (Nelson, n.d.) (Sullivan, n.d.) In this study, painting is approached as an epistemic practice capable of testing and generating theoretical propositions about human–machine relations through direct, material engagement. The artist's studio thus functions as both a laboratory and a site of philosophical inquiry, where each creative decision operates as a form of research intervention. (Sarah. & raction, n.d.) (Silvia, 2023) (Ylirisku, n.d.)

The choice of APaR aligns with contemporary art research paradigms that privilege process, reflexivity, and situated knowledge over the final artifact alone. (Nelson, n.d.) (Ali, 2025) Within this approach, the act of making is understood as an iterative cycle of experimentation, observation, and critical reflection. Data is gathered in both material and conceptual forms. Material data includes evolving physical paintings, captured at multiple stages through high-resolution photography to trace changes in texture, color, and composition. Conceptual data comprises process notes, reflective journal entries, and annotated AI generation records that document the iterative evolution of prompts, parameters, and outputs.

In this hybrid practice, the AI generation phase is framed as a co-authored process: the artist formulates prompts and refines parameters, but the system’s algorithmic responses introduce unpredictable elements. This interplay constitutes an initial "score" or proposition, which is then interrogated through manual overpainting. The painting intervention itself is understood as a material conversation with the AI print—each brushstroke simultaneously responds to, resists, and reconfigures the computational image beneath it.
This dialogic approach draws from Schön’s (1983) concept of "reflection-in-action," adapted here to the hybrid human–AI studio environment (Morrell, n.d.). Reflection-in-action occurs when the painter responds not only to the formal qualities of the work in progress but also to the embedded logic of the algorithm that generated the base image. Through such engagements, the method enables a form of embodied critique—a tactile, gestural mode of thinking that reintroduces human intentionality, affect, and corporeality into a domain otherwise dominated by statistical modelling and aesthetic homogenization.
By embedding the principles of pataphysics (contradiction, absurdity, surplus reality) within the posthumanist emphasis on distributed agency, this APaR methodology becomes both a site of knowledge generation and a form of methodological resistance. It rejects the narrative of seamless integration between humans and machines, instead positioning a sustained, reflective engagement with their frictions as a productive force in contemporary visual art creation.
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Chart 1: A Dialogical Approach to reflection in action

2.4. Methods
This research employs APaR as its primary methodology, structured around three interconnected phases:
1. Material generation: producing AI-generated images using text-to-image models (e.g., DALL· E, Midjourney) based on artist-authored prompts.
2. Manual intervention: applying gestural paint directly onto high-resolution prints of these AI images using acrylic and oil mediums.
3. Critical reflection: documenting and analyzing the resulting works through both visual and textual means, focusing on the interaction between digital and manual layers.
The methodological stance aligns with pataphysical thinking in that it treats the process as an experiment in "imaginary solutions," resisting closure or synthesis in favor of sustaining paradox. The integration of pataphysics into posthuman art practice provides a framework for resisting both nostalgic humanism and uncritical technophilia. It reclaims space for embodied, material engagement without rejecting the possibilities of computational creativity.

3. results and discussion

The resulting artworks manifest a set of recurrent characteristics that materialize the tensions and paradoxes central to this research. First, there is a clear contrast in texture: the smooth, pixel-based AI-generated images are juxtaposed with the rough and irregular textures of manually painted brushwork. This juxtaposition is not just a formal contrast but a tangible representation of a concept that merges two conflicting visual styles into harmonious coexistence.

Second, the works exhibit temporal layering. The instantaneous production of AI images through algorithmic computation is embedded within the durational labour of hand painting. This layering of time disrupts the uniformity of digital creation by introducing elements of slowness, unpredictability, and physical rhythm into a process typically characterized by immediate computational results.
Third, the paintings include conflicting visual elements: overlays that cover, distort, or humorously reinterpret the original AI composition. These interventions aim to disrupt the original image instead of blending in with it, affirming its absurdity and preventing a definitive conclusion. In pataphysical terms, they function as "imaginary solutions" that do not resolve contradictions but preserve them as a generative state.

AI’s distinctive characteristics, such as its consistent visual style, balanced composition, and smooth patterns generated by algorithms, remain noticeable even after significant manual adjustments. At the same time, the human artist's touch is evident through physical marks, unique features, and the overall intensity of expressive lines. This leads to an authorship that is dynamically uncertain, where neither the AI nor the human artist dominates, showcasing the idea of shared agency in a posthumanism context.

Audience feedback gathered during informal studio visits suggests that viewers experience an oscillating awareness when engaging with the works—initial recognition of digital precision transitions to an appreciation of human tactility. Eventually, the digital layer re-emerges in perception. This perceptual shift reflects the unusual dynamic of existing in two different realities simultaneously, highlighting the work's ability to create a reality beyond purely human or machine origins. In this way, the reception itself becomes a space where the project's fundamental theoretical concepts—logical contradictions, absurdity, and the blending of different forms of existence—are actively experienced by the viewer.

TABLE 1. Human and AI marks coexist in paradox, revealing layered authorship and hybrid perception across time


	Observed Feature
	Description in Artworks
	Pataphysical Link
	Posthumanist Link

	Textural Dissonance
	Flat, pixel-based smoothness of AI imagery contrasted with tactile impasto of manual brushwork.
	Paralogy: sustained coexistence of incompatible visual languages
	Hybrid ontologies of making embodied vs. disembodied agency.

	Temporal Layering
	Instantaneous AI image generation combined with the durational labour of hand painting
	Surplus reality formed by embedding computational immediacy within bodily temporality
	Temporal hybridity as a counter to computational homogeneity

	Visual Contradictions
	Overlays that obscure, distort, or mock the underlying AI composition.
	Imaginary solutions: preserving rather than resolving contradictions.
	Distributed agency that resists integration into a single authorship model.

	Layered Authorship
	AI's rendering style remains visible alongside the gestural marks and irregularities of human painters.
	Refusal to prioritize one agent; contradictions generate new realities.
	Ontological instability; co-authorship between human and machine.

	Oscillating Viewer Perception
	Viewers shift between recognizing digital precision and appreciating human tactility.
	Occupying two incommensurable realities in perception.
	Distributed perception and shifting agency in reception.
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Figure I: “Echoes of Posthuman Impact” oil on digital image by AI, size 140 cm x 180 cm
Source: My Collection

4. DISCUSSION

5.1 Pataphysics as Critical Resistance
Adding intentional imperfections to the perfect AI-generated image is a deliberate act that disrupts the expected order. In simpler terms, this action represents a logic where contradictions are not resolved but rather maintained as creative energy. The AI-generated image, known for its smooth transitions, perfect balance, and lack of unintended blemishes, showcases the pinnacle of computational accuracy. In contrast, the artist's untidy brushwork, varied textures, and color changes bring back irregularity as a key element in creating meaning.
These interventions are not haphazard; instead, they are deliberate rejections of the efficiency-focused, improvement-oriented aspect of machine aesthetics. In doing so, they challenge the tendency of AI-generated visual culture to render everything uniform, rooted in the use of statistics and biased datasets that often result in a lack of diversity in style. If not controlled, this uniformity risks limiting the range of artistic styles to predictable and standardized visual results.
Pataphysics offers a critical method for resisting this closure. In the philosophical framework of 'Pataphysics, absurdity is not seen as a mistake but as a strategic approach that is playful, illogical, and sharp in its ability to challenge dominant systems. (McNaught, n.d.) (Duclos, n.d.) By intentionally disrupting the visual consistency of the AI output, the artist undermines its control and encourages diverse interpretations and perspectives on the work. These 'imperfections' serve as symbolic actions that emphasize the significance of diversity, multiplicity, and contingency in a posthuman visual framework. Thus, the practice of 'pataphysics' becomes a mode of critical resistance, challenging the smooth operation of algorithms and embracing the chaotic and unforeseen.

5.2 Posthumanism and Distributed Authorship
Within a posthumanist framework, the artworks produced in this study are understood as the outcome of distributed authorship—a condition in which creative agencies are shared across human and nonhuman actors, material processes, and technological systems. (Ignas, 2023) (Nunes, 2024) Authorship is shared among multiple contributors.
In the hybrid process of repainting AI-generated images, authorship is materially inscribed as a layered interplay. Composition, color consistency, and a unique algorithmic pattern of physical movements, textures, and color choices. Neither layer fully dominates the work; instead, both remain legible, their co-presence producing an ontologically unstable artifact that resists categorization as wholly human-made or machine-made.
This aligns with N. Katherine Hayles’ (1999) observation that in digital–material systems, meaning is created through a reciprocal interaction between human perception and machine output. (Genevieve & David, n.d.) (Flemmer, 2022) Here, the painting process becomes a space where human intention and algorithmic patterns interact and respond to each other. The AI's logic determines visual aspects, and human intervention not only responds to but also changes these aspects by modifying, disrupting, and enhancing them.
The idea of shared authorship also influences how the work is received. Audience members shift between appreciating the digital accuracy and the tactile nature of manual work, actively assigning creative control between humans and machines. This changing perspective challenges traditional authorship labels, supporting the posthumanist idea that creative power is always interconnected, dependent on circumstances, and emerges together.
This practice views human-machine collaboration as an ongoing negotiation rather than one agent subordinating to the other or seamless integration by embracing distributed authorship. It recognizes the machine as a valid co-creator and emphasizes the importance of human presence, intention, and emotions in the creative process. This aligns the project's methods and concepts with a posthuman view of creation, valuing diversity, change, and interconnectedness as essential to modern art.

5.4 The Pataphor in Visual Form
The combination of AI-generated and manually painted layers in these works functions like an extended visual metaphor, creating a unique, self-contained world. Inspired by a concept from philosophy, the pataphor transcends mere comparison to create a new reality in its own right. In this context, the collaboration between humans and machines not only demonstrates teamwork but also creates a unique reality, distinct to the artwork.
In this reality, the human contribution remains legibly human—gestural, textured, expressive, and grounded in bodily movement—while the machine contribution remains legibly machinic—precise, calculated, and algorithmically structured. Importantly, neither layer dominates the other: the machine's precision is not disguised as 'handmade,' and the AI-generated image does not obscure human marks. Both layers maintain their unique appearances while being closely connected in the artwork.
This situation creates a fundamental uncertainty that defies clear classification. The works cannot be easily located within existing genres such as "purely digital art" or "purely traditional painting." Instead, they exist in a transitional space where conflicting methods—physical artistic movements and computerized creation—exist together without being resolved. From a perspective that explores absurdity and imaginary solutions, the artwork becomes a unique case that establishes its principles, forming a reality born directly from conflicting elements. By maintaining these differences rather than resolving them, the artistic metaphor in visual representation confirms the creative strength of blending human and technological elements.

5.5 Implications for Posthuman Art Practices
This approach reframes human–AI collaboration not as a seamless integration aimed at achieving harmony between two different systems, but as a form of productive friction—a dynamic in which dissonance, interruption, and incompatibility become central to the work’s conceptual and aesthetic value. In discussions about creative AI, it is commonly believed that the best approach involves seamlessly blending human creativity with machine-generated outputs to create a unified style. However, from a pataphysical and posthumanist viewpoint, this seamless integration runs the risk of overlooking the unique ontologies and agencies involved.
Instead, productive friction acknowledges that the human and the machine operate from fundamentally different modes of being one grounded in embodied, affective, and intentional action, and the other in computational, statistical, and non-intentional processes. By preserving rather than dissolving these differences, the artwork becomes a site of ontological tension, where the juxtaposition of human gestures and machine-generated form continuously destabilizes fixed categories of authorship, authenticity, and even "art" itself.
In this context, the artist’s role in the posthuman era shifts from that of a master of tools—a figure who imposes will upon a neutral instrument—to that of a curator of conditions. This curatorial role is not limited to selecting visual elements. However, it extends to orchestrating the very encounter between disparate ontologies, deciding when and how human intervention will amplify, resist, or subvert machine logic. The value of the work lies less in technical mastery and more in the conceptual sensitivity to balance—or imbalance—between these agencies, allowing the tension to remain visible, palpable, and unresolved.
Such a stance resonates strongly with Rosi Braidotti’s (2019) notion of posthuman subjectivity as relational, distributed, and open-ended, as well as with Karen Barad’s (2007) idea of intra-action, in which entities do not pre-exist their relations but are co-constituted through them. The posthuman artist is not a solitary creative genius but rather someone who enables interactions where human and nonhuman elements collaborate without losing their identities. In pataphysical terms, this refers to preserving the unique aspects—ensuring that the core principles of each system are preserved while being creatively disrupted through their interaction.



5.6 Absurd Intentionality as Pataphysical Resistance
AI-generated imagery, particularly when produced using contemporary generative models, often appears technically immaculate. The way it looks is characterized by precise algorithms, smooth transitions, and balanced composition—results of optimizing statistics rather than human perception (Goodfellow et al., 2016; McCormack et al., 2019). In many cases, such images reflect what can be called algorithmic aesthetics: a style that appears uniform due to large datasets and pattern-based creation, where styles converge to form familiar and visually appealing forms.
The practice of introducing deliberate imperfection into such an ostensibly flawless field—whether through gestural brushwork, intentional smudging, uneven layering, or chromatic discord—functions as an act of absurd intentionality. Here, the absurd is not mere randomness or incompetence but a calculated departure from algorithmic logic. The artist's purpose is to deliberately add unexpected elements that disturb the smooth appearance of the AI-generated image, thereby interrupting the consistent visual style the system tries to maintain.
From the perspective of pataphysics, this gesture exemplifies the discipline’s foundational commitment to embracing contradiction and exception as generative forces (Hugill, 2012; Jarry, 1996). In Alfred Jarry’s original framing, pataphysics is the "science of imaginary solutions" that investigates the laws governing exceptions. Applied to the current context, deliberate imperfection is an imaginary solution that does not erase the machine’s contribution or strive for its precision. Instead, it transforms the artwork into a space where the interaction between different systems is productive.
Historically, absurd intentionality has deep roots in avant-garde practices. The Dada movement employed nonsensical juxtapositions and anti-art gestures as a critique of rationalism and the sociopolitical structures that perpetuated war and conformity (Richter, 1965). Surrealism similarly valued the irrational and the accidental, treating them as portals into unconscious truths (Breton, 1924/1972). Later, Situationist International interventions in public space harnessed absurdity to disrupt the spectacle of capitalist visual culture (Debord, 1967). In each case, absurdity was a deliberate, strategic tool for undermining dominant systems, not an act of mere whimsy.
In the context of posthuman artmaking, absurd intentionality acquires a new dimension. It no longer functions solely as a rejection of human-centric rationalism but as a counterpoint to machine-centric optimization. The AI system embodies an extreme form of rationality focused on calculations, where every pixel is placed based on a statistical model of "best fit." By incorporating imperfect, tactile, and unpredictable human gestures, the artist creates a visible clash between the efficiency-driven logic and the resistance embedded in physical actions.
This approach also reframes the role of imperfection in aesthetic experience. Rather than deficiency, imperfection becomes a critical modality of asserting difference in the face of aesthetic standardization. Within the pataphysical framework, these imperfections function as exceptions that resist blending in. They disrupt what the viewer anticipates, leading to moments of doubt where the concepts of authorship, agency, and authenticity are called into question.
In this way, absurd intentionality functions as both a creative strategy and a philosophical stance. It asserts that the simultaneous presence of human expression and mechanical accuracy is not a trade-off but rather an area for exploration. This coexistence embodies the broader playful and subversive spirit of pataphysics: challenging established systems by introducing elements that expose their uncertainties, contradictions, and boundaries.


5. Conclusion

The act of manually painting over AI-generated prints exemplifies a pataphysical strategy situated within a posthuman art practice. It puts into practice a form of reasoning that involves exploring contradictions, embracing absurdity, and creating additional realities by maintaining the coexistence of incompatible belief systems. In doing so, it also enacts the posthumanist principle of distributed authorship, positioning the artwork as the emergent outcome of entangled human and machinic agencies. By choosing to maintain contradictions instead of resolving them, this hybrid approach transforms the process of creating art in the era of intelligent machines into a space for both creative innovation and opposition to established norms.
Beyond its visible results, this practice serves as a study of knowledge creation, exploring how the process of making things impacts the understanding of reality. It shows how the clash between physical and computer-based methods of creation can lead to fresh visual and conceptual ideas. Future research could expand this investigation to include how audiences perceive, comprehend, and engage with complex artworks, as well as how these perspectives shape discussions on authorship, authenticity, and the nature of images in the digital age.
The methodological and conceptual principles demonstrated here invite further experimentation across diverse media—such as sculpture, performance, and digital installation—where human and nonhuman agencies can be staged as pataphysical events. By embracing contradictions as a source of creativity, these practices can push contemporary art beyond traditional boundaries, envisioning realities that transcend the human versus machine, analog versus digital, and rational versus absurd dichotomies.
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