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EXHHLIERENZESR, BIFRHES|RRINIEhERIE (EE )
(2023) 5(HF#E ) (2022—2023) B, Al ( AITE&E) UK
BRANENBAEDALNBEREI; BxHEEERL, BRE
ERTPALRZRSNIR. HBEHIEENEHHRE. mE2—ih
BRAWHKE, BHBRNEIMEE T ERTEE, BAXNRESAR
BiX—EEIETR, FRRRLBREEN—SI PSRBT
PURBRE; SARBABRENIMCIIBRERE, BskE69
Bhix=.
EARAREFRPXEMBESSHFCE, HIBTFHAR.
ASHENRN R, EEMERHECEPRIIAALERE, RO
R XUSREZEEEHEMIGER ; EREHLESRRSNHEE
AR, WARBHNESESEEERONMENE, BREFHRSM
STHBE—KME, HEEREEEX—RESENTIESR . EFE
B4, Al R SHIEE RS RT RS = SR el ( BkR
+Z#t ) (2019—2023 ) LARRFIBIFE ( BHEEE ) (2023 ) F, £
M L, FEEE X TFESUI S EPISRITMES B FSHIE;
FE LA S | EREEE— e RaiE PO etz 5RTRA
FIEENEEAEEEN (ZIREDKRIH ) PHEHEDKSE, T2E
ETREEBEORER. X, EEHSEREEYN, URKEHE
RKUBHITT . BETE—TEFERIEAIME KR, KFLHESTEH
PEEMRIIEE R, URRZINHFETESE, WHEF=SM5iE,
ZERHE A ERIESMEENWESSR (£, “&E” ISaEaHEITE
FHEIEE AR AESNER ), BWEETFHEENNEHIL
B, FESERNXEEZAEONRESL, MIEEXEWERIERL
MES5EN.

A BiEkiE+ i
(HER+—4 ) =HMHNERZERY, HAEANETEEERA
NEM+RTEIEYIE “Hm32023” HNEBRES , X—RIME
HNESHEEREARBERSH - FREDF1998FNFEHLZARE
(CCAA) HIFELEESK, BESHERTIEFAPEMRIEALS
AR, BEEFRBRHETEZROME,

(BEE+ZH, B—F  WEAZE )(2019—2020) LA
1SURIBEIEN LED BRERESR, BERENRREXZEXR
BiaEREIEenE. BRURYIABE, NEAE—FHF. &
BhoRBEME RS A TEEREEIERNIEINEGR, 58—
BRBHMBRET— “AIBEEN", HEIEEENFHEHER “BR
+=4” hREET ‘HR7. BES, AYSHERSRIMER,
TEFITHEMEN RPN T, URELRERRERRNER
520 . FRABEAPNNESINABRHESME, EILARSISITT
FARBPMT A LAEBBRXEAERIZERA

(BER+—4, B2E  RIRERE H(2021—2022 ) KEKX
AEERTIMREAERITONENGIER F, HRIAHATEEEXE
SRS GPT-3 /5, BB I ZSETXHE R, HbmE
BRERERET HI—MEBAR, HEEANRH “Z2E7 19
AIEAN, BERGHGE T ZHEEAmERE, FRERL

E 2/Fig. 2

ENER, AMER, EFEER, BREHET RSN
DZER, F8MIE=E, 2023 F

E R BS 2R KK DR B

“Savage winds, a land of stone, Forsaken intelligence,
left alone” Installation view at Kiang Malingue, Tin Wan,
Hong Kong, 2023

Courtesy the artist and Kiang Malingu

B 1/Fig.1
& 3/Fig.3
E 4/Fig. 4
B 8/Fig.8

5/Fig.5
10/Fig.10
1/Fig.1
15/ Fig. 15
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B 3/Fig.3

(HER+—A—5—%  WEFEEZIE ), 2019—2020 &

FBfN ERNE AT EREEATRE S I BINRM, 4K DR, TIRAHS
E RS ZARRDEEE

Pilgrimage into Walden XlI—Chapter I: The Honor of Shepherds,
2019-2020

6 machine learning Al live simulation softwares on computer,
4K resolution, Infinite length

Courtesy the artist and Kiang Malingue

H “HiES/RESSARRIEDR” (ZARIE ) BB FFRIEFT
KERME . EZRigEal, HEMENENREAGF ERERFH
LERIBMNEXFFHDFEE A= ( The Five Joyful ), FH& (The
Five Sorrowful ), A#%{2(=F ( The Five Glory Credits ),—EE (15
A% ) ( One Our People [fifteen decades] ), +HkiEE (15 4+
£F ) ( Ten Walden Dreams [fifteen decades] ).

(BER+Z4T, B=5 : BIEEEZE ) (2023) MR M+ &£
YEq@, BETA (BEEEZ K M FEIREIEZ—FEAR Nol-No.3 )} tk
B+ AEHNE ) EBERNE, BERIEXEES. JIKBENR
RmEFEHH . METBSIIAZEL “BhFE+ " thEiES
B #E1EimaER ML “ www.pilgrimageintowaldentwelve.com”,
HEUTEFEA “E+HNEBEE2ZIR, ERZEERR, RETXS
BFNNRASNEENA, SlIEIEFEEHIALTEERE
ZFIERF.

BE—IICEIRT 2019 &, BENSE, KR T7TEKS
IR EREERTANFERERTH. BFNEERBRBES
FRENDEZRAHET - BEEER - BiEM ( Burrhus Frederic
Skinner, 1904—1990 ) kR F 1948 FEAISIEFR /N ( HERE 4 )
(Walden Two ), PBHEBNKERSEMRE—RRIDSIRTRAS
Wo XMHETERG, XFENRZESENEF HEEEFREH
&% (Ivan Petrovich Pavlov ) TEHIZR SRR HFIBRRITHEIRE
ZENEZEKR, N “‘EREXNE7, FETEM “HmANTH,
MiiEHEMENTR” X—REBZRNAFXRE. BUFSHEWERR
THRAMEZR, REWSEAETPAAEENEMIHEER, WE
HIFMEEHERPIIKRBER OGS, FhamiEmR, BRI, B,
BIANR, MSREREZIPIGLEAN, BEREUTEIEHR
B SAHSMARIEAR, FhdmEB— AR FHR S
RIEEHINDEEANE

“BER—#” RZ (Walden Two ) XABRNFZZ—, B8
IRARVE B/REHEZ ", iFaABENER T S #4182 ( Henry
David Thoreau ) IZE( E/REH ) S ESHEFIRE, EEZEBA,
BT LUARFNEMES B ARt O REEME, £S5
RENAIEETPEERAFEUMEN TEAL TSRS RAE,
AHISMITY TR, 1BOZK, £SATUR/REHEERKORBRE
AR —XBE “BHEN” ERREH, AHEIEPGEE A
BXBZIBEH BRI ( BETETRIC Do

MEMERERMESMOZSIERIIE A, Hith “RIR7 &
MABIERE DRI S&M TEMSUMERIER. FrES. PEFZE
ERIREESXAE, (FREae ) XBERHME (EZR ) 2
RIERERIEFTARA .7 1 &2 R RN IS S REr S 4NE TRISIEFE
SLNIEGEFB ( dystopia, RSIEFE ). @EATE ( WIRED ) ZERIRA
hNETHES GPT-3 5FRSZRBIANEE  “BINBEk T —1
B, ItENRZZWAIFMZES, Michael Barron #1 Benjamin
Hwang, #BE—EBXMERBIRKEARES, BIEXEoEIRS
GPT-3 LA E, LERIEMRANR TEFPHNRARED . i
MFREIRAFPEHRETIANES . FRIXHERS, EEFRHZHE
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FREME----GPT-3 K REEAIRIR. 2019 FHNIFFIRIX 4 CIIFRS
FARYZ GPT-2, SIERESH—MERINE . R T—REF,
EMEEXEHNT " 2

MITTEM : IIESW SRS
£ M+ ESTUAASHEEY “HRINER” B2 LA MERIRSE, mixfd
IMEHIERMZ 2. BASIR  “EAREEETHMIXEPERETE
BR.” 2 EIRECIERE, MLt SENT, MNAREHIAY
FEMBMRITZIFRIEER : N 2014 FELEBOHREAFOHINE
“EfE5” (.gif ISLAND ) FizA .gif shEl. KERES. FHIEE
EMAPP. EREFNESURFHELTPHREER, BRiTT™E
BETRIPEEERMEZNENFZRENS ARENCIENSHE,
FHEE [ PREEM | —iF ; 2 2016 F£1£ LiGZTREIEA M50 B
THINE “NEEE", ELRENEZARNRBESSTIRENER
BE&EMAZR, BEEREERFE, B “BREAN IR “5E
E2 /¥ RIGES” ( Practical/Half-Assed Aesthetics ) ; BEIESE
Z/F‘F?;M B9 ( S=45M000 ) (2016 ) 5 2018 /Y ( TEZEUEHES ), TR
ERRIES 250, EREREY PPT 45, REIMII. VR EHABISCE
el EREE, BERRSARTNAMESEMN “HE, FIERE
HIRIRESSEE. RS AREERNELNRBACEHEIER
AT EBIE P LE IR R AN MAIAR
MARZENEESFERFEAN, ( BEIEHES ) MITH
KE/\IENASZANBFEEREEERFNERARES, B
NFHESH . REERESHERNENX, UEENEHEEE 53R
EX, MEEAAIEILFE . BRURRILESSEERARNEND
ME—MEIRBEAFAR “Bi&iE" BFFHEE, i “FRR
B ‘I8 TRERTHIERRE, WSUEFKEES AlYIE
HERMESE, T80, F@ (S0 .0if ) (2013—2014 ) ES5itE £
BMASZEEET ZEFRRRIIFEIREBMNFIBFEE, MEHSE
B “FRhZE", BETNEBRIVGEER “‘LASKEHET " MEK
TEIE ; REEFNBESEFEELRYMANEMNURE. MERHEA
IS —1Eam ( APP (0K ) (2013—2014 ) Fh, =M IKEZZRHE
BRERSENE gif EIRMNER, KEHEEIREE iPhone R AR
SHEAMNBR, LIBRFEESR, RESEEENERSHELENE
BHRE. MOFREE M+ “FRL 2023”7 REARE, E&8DE
BEEEETEZMNE ENDZS , AiE R, EFE S, MBHE ",
HFIR RSB EEARCHESER, EXATRIMKAIRE
9/Fig.9 FITAMSH B G ( REEE ) B, EXRER=RLEENITH
R, “DRIFE” 5 “BEMR” FRE ‘|17, MHZURELAYHR
MRS ESEERTHEEHNTLHESE, 5l
EME ‘M= #EAFERSRENKE ; MBERRENNNE, &
AIRAGEIBIRITIER TR, ERESPHAEAFMEENXF “BHR”,
PEARRIEMNABNEES EIMIEREEY “ B 5. & “l
BE/ZAR” EENA “HEIn7, ¢
LURE T ERBAREG EIISERY “ 803" WIE T ( =45m00 )
www.chinternetplus.com it d it R HEX M A S S$EHIES logo
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MR T “ RESEMNE" MRSHIEER, BNRTN
T “ RESHE” 2, BE “RAIONE" “ROGER" “B0)
MRS (EX2 “RA0NA") “HilniEe”, SESEEFE
HENEREZRIRIRINY “EBN +” MBS RRNSHTITEN
HIAXF. RN ERSHRTEEHERN (EAEHS ) |
TR . AWXLHERHZETHRW, KR HEHS | 5,
18?7 REHEMFAARLS (VPN ) REZIRERM, BIRXER > 4
MR &, ETSS—TRNEEN ‘ML
HE 17 (EA M+ BIBSARBNEMHER, M+ ERETRTIXE
EEERNB. (FPRERR ) PAIE0K, BERIEFSNS. o
I, WREEESHIEALNRTENMRE TR, EERMEG
www.hardcoredigitaldetox.com B—ERE#IE &S, S AFRIAIT
HISEENGT, —RIAANSISETE b, RSB |
Shitkeh, BEE—HRSSE. KEMNRSESEBRERIEE i =

d
HE, EFLIEERKMBRIRME logo, BEXEIR, BHRZFR /*‘;, -2\ S

ENEY), VEEEHETESHAE, HASASKHE, BRiFE |
REK, X—BEERRIZNSEM, TFaXBEE “PhRE+4" i
“WEN" IRE  WARHNUMEREES—MIIA.

REMTERBIERS, EEE “HiR+HEBRZIR". =6/ros
Mt RIEES THENRE, MEERIERTHANS, BEMNGE | mewms), 2082
A T RRIA RN L ER . BEENREFEREENN REEREE ﬁgﬁgiié;i@ggﬁ ror
EEH, m Al RS EIESEAHNEREMER LHE 7 XM, EEHERARSSOEALERE

2%, “FAZR” (Net Art) RISERBENE. FEARG oo oo 08 onedby s Museum
FUSEEN SESIEAEMMLLIE, (BiFiME, ZRARNBERT 'C“jfﬂ':‘:ft’;‘;‘:ﬁ;:::d"i‘f:n”u"::::tf::d‘;f”‘“2°22
BE(NEENE, RBRFEINMMEMEN N ; MEFTSEES
FREXWzZF, EEPTH. FTE, RANEXHHS5E.

H4ETF 1985 FHI LT, EFNMRKEBEEERARIER,
MM IR E A R — LR R HREFEE AR ENE,
BITRGERERGREREE R ZEIN DOS, B/NREHLEERX
5348, B 2003 FE NN PESEARZRRINIAL S AIFIEAR,
BAZEINERZE, ZIRGK. ME. ohE . 5. BaiREZAR.
BESIRIE, 2007 £, WeHETEWER ( BX ), EISEREE
MIBUKIE, XBRME— S ERNERIEXNER. BE,
iPhone [@tt, “&AHFE" EMEEEREFEHR. MESEAR
g, RIEALONIAFM/REREERRITZRBFEEEARE
WAREESHAFE . NS ZBRTFFSSHRRRNERS M4
Fi. EFME. EZRkFE. BFRE. LREEx, BR. 5%
FEEWESTSR . TEES  HEXIERARAE “ |RGEAR " FRERIZAY “ FrigR”
RIERAT “IBEE”, BEN “MEER” “‘EME” SZAREER
BEFX AL, REFES. BAESLIE. LAHEM BN SIS
NEERIFASERTIERIZRHER . (Eh “BE” ME—FREe2XL
VxR EI—BEREIERE AN “HhR+ 24" XAREEISIFLEENT
4R “tHR”7, HESEIBIERAE. UHRIEN . BeRTFEEEI.
KIEEELENISEMHALRE, HERTHRBNIYESINEERE
WASNERYERD ; £ (RIREE ) AP, NS RRERE, 18
WERBEAR FREMMRZEM IR, iSRRI EBEE
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“Miao Ying: Pixelated
Pasts”, M+ website,
published on 25 Sep
2023; https://www.
mplus.org.hk/en/
magazine/miao-ying-
artist-interview-sigg-
prize-2023/ [accessed 11
Dec 2023].

https://www.artforum.
com.cn/interviews/9680

FRITFEEEEF “BlE” 5 “FF5%” NRGE “/0Na” HEk
MNRESEIR, meANETEHBERRERIESSAEREH IR
ENE. EKSIEHR, HEZARRSE Al GRBIEEMEEATLUKA
ith “i&” T&.

“HAWBIR SR, FIREBERIEMN.” EIEREEHX—
EarERREE, HZERETUHFCENERSRE. & ‘F
523k 2023 WELYSTP, EHA ‘FME” 5 “XE” 28 “HhiR
T8 5. FENFRERARMNER, EEMIMERHFESR
IREHRAIAEEDRBIUEF . B, EWEEXEREZMMENE,
XiRHE. NFT S FAIFRZEARERMIEN, RE Al FIBRITHMERE
BRSRRATAIRIZY . CEAIIGD, Eis@ TRERK ., “E—7

ERRIFEMEER, XRABKIIENE, ShERRbIIHER
IR . SEBEEMRXMEERTBEIEETLSR, BREEARE. 8
MHRHESWREZNLS, RRPHAMIEEMNRNERE . XEFREE
KEIRE.”

“MNMiTTsEE—RERTEERECEFERIR, MARIER
EEHABC,” * XOFRAENE, TERERANZERREX—A
ERER : IR Al NER, ZRKREERCH AIFEARFE?

R
—(LERNSEE . BiFENEE, SURIZ [ XSGR | 8%,
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In endless sci-fi works, for instance, the two animated

TV series that have stirred blazing discussions recently,
PLUTO (2023) and Pantheon (2022-2023), Al (Artificial
Intelligence), as well as all varieties of human-made
robots, has been set to appear as the imaginary enemy of
humans, whereas, the origin of such creation remains the
very greed and hatred, ever persisting throughout human’s
own history. When the evil is not merely one corrupted soul
but a whole environment, more systemized with an ironic
objective of eliminating villainy, it is no longer simply the
muscle nor superpower of a random superhero that could
be relied on to reveal the intrinsically evil System in a snap;
an artist is no haloed superheroine, of course not, but the
alternative talismanic resolution needed here might pre-
cisely be her possessions.

The artist Miao Ying has a lasting interest in cyber
ecology & digital ethics and a standing on the crossing
between technology, politics, and society. She tames the
artificial intelligence in her artmaking, soberly, vigilantly,
and seeks the vanishing boundary between technology,
culture, and authority. In the realm of digital art where
garish terms from finance are worn for sport, she makes
visible the assimilation in the world between the digital
and physical ends, carrying both robust gesture and imag-
inative humor, and experiments on synthesizing authorship,
a rather challenging working method. Miao has been inte-
grating sci-fi premises, Al, and isolated surveilled environ-
ments in her epic trilogy, Pilgrimage into Walden XII (2019-
2023), and the serial works Technomancy (2023). Visually,
these works significantly differentiate themselves from the
appropriation of cyber symbols from online pop cultures
as in Miao’s previous works. The aesthetics of video game
engine modeling—in the former, this is exemplified by both
series as the (stereotypical) medieval horror atmosphere,
rendered by bloody-red fences and shadows of pitched-
roof; in the latter, you can see the aesthetics in the juxtapo-
sition of bright color blocks/special effects in orange, pur-
ple, green and so forth, or the elements of bamboo/stone
in simplified ink painting style, sprinkled over the thick
darkness. For viewers with little experience in video games,
the works probably only present alienation and a strong
temperament of digital savagery. This kind of digital land-
scapes and artifacts, working in conjunction with the act-
ing-viewing atmosphere created by the Al narrator’s voice
(here ‘acting’ refers to the never-repetitive frames that are
constantly generated by the real-time simulation program),
leave the viewers in a passive position for rituals, making
hem lean towards questioning or meditating with/in the
artwork, rather than clarifying and grasping the narrative
and meaning thereof.
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Set off! To Walden XIi
The premiere of Miao Ying's full video-installation trilogy,
Pilgrimage into Walden Xll has marked this shortlisted art-
ist’s nomination in the 2023 exhibition of the Sigg Prize, the
award established by M+ Museum of visual culture from
the West Kowloon District of Hong Kong. The prize is the
evolved continuation of the formerly Chinese Contemporary
Art Award (CCAA) that was founded in 1998 by the renowned
collector of Chinese contemporary art, Dr. Uli Sigg. the Prize
aims to encourage contemporary artists born or working in
the Greater China region, by showcasing and promoting their
works internationally.

Pilgrimage into Walden XII, Chapter I: The Honor of E1/Fig.1
Shepherds (2019-2020) uses a group of wooden structures iji:ii
as the presenting framework for vertically hung LED screens. 8/Fig.8

Resembling those gothic, pointed-roofed towers but made
of light-colored, unfinished, yet partially burned wood studs,
they rise in an array of six. Red and black power cords, ropes,
and supplies for dog-taming purposes entangle between
them. The screens are respectively playing live simulation
videos, which are lively generated by artificial intelligence
via deep learning. Each screen focuses on one “Al Social
Shepherd” that is monitoring the citizens in “Walden XII,” a
fictional medieval world. In the picture, you'll see figures who
act clumsy and choppy, flickering numbers informing noth-
ing clear, and architectures and landscapes with no identical
consistency in style yet jumbling in the virtual world. The
personalities of these shepherds were designed to corre-
spond to different social classes. For example, the worker
was based on the archetype of “Shamate ( 254 )” migrant
workers; the snitch refers to “Chaoyang da ma ( §iBAK1S )" as
well as the werewolf, the scholar, and so forth.

Pilgrimage into Walden Xl Chapter Two: Surplus 150/ /Ff- 51 )
Intelligence (2021-2022) is an animated film commissioned m 1/ Figg.-ﬂ

by the Museo d'Arte Moderna di Bologna, Italy. It is writ- 15/Fig.15

ten by GPT-3, the artificial intelligence textual-generative
model, and directed by Miao Ying on a game engine. The
protagonist here is a cockroach citizen living in Walden XIlI.
She fell in love with the Al shepherd with the scholar per-
sona, “the Sophisticated King of the Night, Brain L1t3rat1”
who was imprisoned for stealing the power stone of Walden
XIl. Thus, out of her Stockholm-syndrome-like love (in the
artist’s terms), the protagonist attempted to rescue him by
mining Bitcoin. In front of the projection of this film, there
are five wooden chairs for the viewers to seat. Whilst on
the back of the chairs, there you read words, written in an
English font commonly found in Medieval printed matters:
The Five Joyful, The Five Sorrowful, The Five Glory Credits,
One Our People (fifteen decades) and Ten Walden Dreams
(fifteen decades).
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Pilgrimage into Walden XIl Chapter Three: Battle
for Glorious Magic (2023) is a multi-layered commissioned
work by M+ Museum. Its contents include Battle for Glorious
Magic, Glorious Magic - Trained NO.1-NO.3, and Spiritual
guide of Walden XII. It has combined various formal fabrica-
tions such as folding-screen installations and ready-made
products for dog taming. When visiting the show, viewers will
find that in the mural—a colored, suspected map of Walden

9/Fig.9 XII that writes “www.pilgrimageintowaldentwelve.com,” there
(RESHEZEEME ), 2023 &£ is a QR code they can scan and access the same website
REFISMRIBIRGE, TIRERK address. According to the exhibition label, this project also
ER M EARE DS o . o
Technomancy at Lava pit, 2023 contains interactive Apps that run on Al's deep learning in

Deep learning live simulation software on PC, infinite length

) : . real-time, for both smartphones and browsers.
Courtesy the artist and Kiang Malingue

The making of the trilogy began in 2019 and then
spanned for four years, encompassing the pandemic of
COVID when strict regulation on citizen behavior was globally
enforced. Miao Ying drew her inspiration from the utopian
novel, Walden Il (1948), written by the honored behavioral
psychologist, Burrhus Frederic Skinner (1904-1990) and pub-
lished to shock the world with its much controversial envision
of a regulated social structure. The scientific guideline of
Skinner’s ideas came from the close connection between
behavior and environment, which was revealed in Russian
physiologist Ivan Petrovich Pavlov’s studies on conditioned
reflexes. Starting from Pavlov’s Dog, moving on to Skinner’s

“Motivate behaviors, so you can modify them,” the behav-
ioral psychology theory that has been widely, long applied in
all management scenarios like familial, governmental, and
corporative, then to the National credit investigation system
which is omnipresent in a Chinese citizen’s daily life, the wan-
dering thoughts might help the audience realize, the utilities
for domesticating dogs throughout the installations, likewise
the characters of dog, roach citizen, or even the shepherd in
deep learning, are all but similes for social subjects. They are
situated in brutally controlled environments today. A viewer
may further arrive at the contemplation of this assimilated
digital world and the fundamental operating power mecha-
nism in the real world.

In Chinese, the title Walden Two has been translated
into two versions. One is “Taoyuan Er Cun”, meaning “Peach-
land Village 2,” the other version is “Wa’er’deng Hu Di’er,”
meaning “Walden II,” which directly suggests that Henry
David Thoreau’s masterpiece, Walden was the inspiration,
template even, of Skinner’s writing. While Thoreau’s, which
delicately describes how natural beauty comforted him and
delivers his diligently speculations on inequality and every-
day misery of the lower class in his cloistered and humble
living, Skinner’s book feels drastically different. Tuned so dry
and worded so dull, Skinner’s Walden Pond is rather far away
from that supposed synonym of a spiritual retreat—the very
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reasoning behind “Peachland Village,” the paraphrasing title
in the first place. For Chinese readers, Peachland Village
immediately recalls the renowned fable, The Peach Blossom
Land (tao hua yuan ji) written by Chinese poet and politician,
Tao Yuanming in 421 CE.

It was precisely Skinner’s book that Miao Ying picked
and used to tame Al. Some of the other “feeds” include the
bossy-core, S&M, romantic online novels (translated from
Chinese into English), prayer books, and Chinese & American
ideological texts. “[This film, Surplus Intelligence] is almost
like a simulation, like if Walden Two ran for many, many ver-
sions,” said the artist.! Through its delivery, this film neatly
reveals that the utopia depicted by Skinner is in fact a dysto-
pia. In an interview with WIRED Magazine, Miao introduced
her collaboration process with GPT-3 on the film script:

“GPT-3 generated a short story at first. Computer science
graduate students Michael Barron and Benjamin Hwang
worked with me to break it down into parts and fed it back to
GPT-3 to develop more from it, which later became the chap-
ters in the film, and we selected what made the most sense
from each variation. Once we had the script, | made the visu-
als. [...] I think GPT-3 is developing really fast. When | started
working with GPT-3’s predecessor GPT-2 in 2019, it couldn’t
write a coherent story. Just a year or two later, it’s much more
advanced.”

Webpage Base: Counterfeit Landscapes and Non-
sense Narratives

“Conundrums” presented at the gallery space of M+ has
provided us with the resulting cooperation, which is not easy
to accomplish. Miao Ying once said: “An artist should adjust
the method in new relationships.”® Now looking back at her
creative career, we can see she did complete her demonstra-
tion of it, by always staying keen on the constantly emerg-
ing phenomena online. In the 2014 solo show, “gif. ISLAND”
(V Art Centre, Shanghai), Miao used imagery of everyday
technology such as .gifs, memes, selfie perfecting Apps for
smartphones, and the visual of iPhone screen. This exhibition
marked her deliberation on the Chinese Internet, and its neti-
zens’ astonishing creativity and humor though under harsh
surveillance, as well as the first establishment of her term,

“Chinternet”. The 2016 solo show, “Content Aware” (Madeln
Gallery M50, Shanghai) extended the aesthetics of graphic
editing and established “Practical/Half-Assed Aesthetics” for
an era of “super-amateurism,” riding on the wind of post-in-
ternet art sweeping across the globe and attention econom-

ics boosting. Then in the succeeding Chinternet Plus in the 7/Fig.7
14/ Fig. 14

same year and Hardcore Digital Detox in 2018, the compila- e

tion of found images from the Internet were joined by other 6/Fig.6

. . . . . 12/ Fig. 12
elements like default special effects in PowerPoint, scrolling
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webpage, or VR 3D modeling videos, whereby, the artist was
compared to an “editor” of the webs, resourcefully making
use of any cyber materials to explore how ideology had been
oriented, publicized and implemented on a state level, and
how both the cyber environments and individual conscious-
ness had been shaped, under the manipulative language of
grandiose companies and major platforms on the Internet out
of branding/marketing purposes.

The Miaoist Virtual Universe is constructed by bright
colors and blended styles, which are characteristics shared
across figures, like the Muscular Shepherds in a Leizhenzi*
look, or the cute dinosaur-rhino-pigeon chimera with 8 uni-
corn-corns in the website of Hardcore Digital Detox, or the
reoccurring folding screens, symbolizing separation and
exoticism in many of her shows. Throughout her works, the
cheap-looking counterfeit landscapes and slightly mischie-
vous fictional narratives were always there, just like those
kitschy, yet, no less original “made-up terms” have been.
That “look,” seen now as her aesthetic experiment on 3D
modeling for games and taming of Al, had its old days “copy-
ing” the realistic qualities from cyber pop culture. A decade
ago, the 2013-2014 piece, landscape.gif, staged an eccentric

“dental clinic,” where numerous tablet devices and electronic
albums in various sizes are mounted to each reclining chair,
playing looping pixel videos as a fight/fix-fire-with-fire solu-
tion for internet addiction; cables and clamps entangled all
around the seats, rendering the impression of some heathen-
ish brainwashing ritual. Another piece from the same period,
APP-nosis, set up three tent frames, in each lay a square
of fake grass, and on top of that lay a pillow customized
with snaps from .gifs, while on the wall were projections of
blown-up color gradients in the rounded square shape, iden-
tical to those icons of iPhone App. Then, adding ocean wave
sounds as its soundtrack, the artwork attempted to create a
raw experience of immersion and a sublime meditation vibe.
Jump to this year—shortly after the opening of Sigg Prize
2023 Exhibition at M+, we'd find Miao Ying’s Technomancy 9/Fig.9
series, showcased at the solo exhibition “Savage winds, a
land of stone, Forsaken intelligence, left alone” which opened
at Kiang Malingue Tin Wan Studio, Hong Kong. This series is
an iteration of the collaged spectacle of readymades 10 years
ago, which has been evolving along her creative develop-
ment into the real-time/duration infinite simulation programs
in deep learning. The alternative, fantastic, virtual world
created an anchorage-less sense of time and space within
the physical gallery rooms, by building “sites” like Polarized
Rift or Lava Pit with landscapes of abstracted forms, way too
marvelous that they turned chaotic, and a narrating voice that
was neither cheering nor recognizable, so as to guide the
viewers to empty their thoughts and enter a serene, ponder-



83

24

s

Miao Ying

Profile

ing state of mind; however, for viewers more experienced in
video games and better at using controllers, they might enter
the “isekai”® created by Miao on the screens, hence to iden-
tify the Al “alchemist” that “functioned as a black box beyond
its creator—the artist,”® behind the ever-changing imagery on
the front.

Likewise, the utilization of a scrolling webpage for
beading “stories” as a sarcastic parody of reality, can be
traced back to Chinternet Plus (www.chinternetplus.com). In
this website piece, the artist altered the logo of the World
Internet Conference—Wuzhen Summit, by replacing the cen-
tered colorful ring with a radial, gradient sticker reading as

“Page Loading.” The whole scrolling webpage, starting with
“Our Story” and moving on to “Our Mystery”, “Our Goal” ,“Our
Vision” and “Our Experience”, featured a body of boringly
funny intro texts, adapted based on the official narratives
in “Internet Plus”—a strategy proposed by Former Premier of
China, the late Li Keqgiang. Similar adaptations continued in
Hardcore Digital Detox two years later: “Need an online break
from the dominance of multi-billion dollar businesses like
Google and Facebook on the internet? Set your virtual pri-
vate network (VPN) to mainland China, where these websites
and apps are blocked, for a relaxing online retreat!” For the
first work in M+’s online series of digital commissions, the
museum presented this advertising-style introduction on its
official website. Fire against the (Chinternet’s) firewall is also
the toxin that awaits Digital Detox. Hereby the explorations
on both cyber censorship and digital exploitation are con-
nected organically. In one simulation video on www.hardcore-
digitaldetox.com, a square-shaped island is floating on the
peaceful ocean, the surface of which reflected the stunning
glow of sunset. There, a group of servers inhabit the neatly
pruned grass and woods. All of these rectangular beings wear
the white cloak rippling in the wind, printed with logos from
the most famous brands of the world—like some creatures
breathing. At the same time, dead bodies after their breath
-~ wasceased. Unicorns twinkled amongst them, seeming as
\ a calm as they might be dangerous. Such a spectacle of farm
simulation could be linked to the personas of “Shepherds” in
“Walden XII”: To regulate citizens is also to tame them.

The scrolling webpage is carried on as a medium for
artmaking in Pilgrimage into Walden XII (“www.pilgrimagein-
towaldentwelve.com). An interface rather easy to access, the
website offers a gateway to those who cannot visit the exhi-
bition in person: by simply browsing, you may learn all about

\

13/Fig.13 . " i i

N Miao Ying’s works mentioned above. It is also commonly
Oiggits: #1), 2023 & expected to be frequently updated, as a medium for brand-
TLRR#5SHE, 160 x 120 [EK . . . , . i .. .
EE SRR R EED ing/publicizing, while Al's capacity of real-time digital simu-
Training Landscapes No.1, 2023 lation (RTDS) comes in handy to somehow help with meeting

QOilon linen, 160 x 120 cm )
Courtesy the artist and Kiang Malingue such expectations.
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The term “Net Art”, at first referred to the artmaking
that takes cyber contents, as well as the media and language
particular to the Internet itself as its materials, whereas grad-
ually, the role of artists could no longer be simply the specta-
tor, who only learned and observed the cyberculture; instead,
they inevitably threw themselves into it, acted, performed,
and became participants in it.

Born in Shanghai in 1985, Miao Ying grew up with the
proliferation of information technology. Her first exposure to
the computer was in public school. The perfectly clean lab
that must be entered with shoe covers worn, with comput-
ers still running on DOS before the graphic user interface.
Showing talents and interest in painting at a young age, Miao
entered the Department of New Media Art, a freshly opened

14/ Fig. 14

{ =400 ), 2016 £
SEBRES, BALNHERERTONE

program at China Academy of Art, Hangzhou in 2003 and SMERBESING, 2018 &F

. . . . . . ER B ERRRAMNRER

joined the first class of the New Media major, taking courses Chinternet Plus, 2016

on video, the Internet, animation, sound, interactive installa- Multimedia installation, commissioned by the New Museum

Installation view at Gwangju Biennale, South Korea, 2018
Courtesy the artist and Gwangju Biennale

tion, photography, and so forth. In 2007, she completed the
work, Blind Spot, which was a radical take on the censored
terms on the domestic Internet, as her graduation piece
and the first work directly relevant to the Chinternet in the
long run. That was the same year that saw the advent of the
iPhone and the pullout of Google from the Chinese market
due to internet censorship. After earning her bachelor’s
degree, Miao continued her studies abroad in the Depart-
ment of Electronic Integrated Arts at the School of Art and
Design, Alfred University, NY, USA. Her artistic path can also
be found in the careers of many other artists of her genera-
tion: the one-child policy, financial improvement, art school
training, studying abroad, and prosperity in the art world,
which altogether led to abundant opportunities for exhibi-
tions, collections, and commissions. Since the turn of the
millennium, “new media” established in contrast to the “old
media” quartet of traditional Chinese painting, oil painting,
printmaking, and sculpture, has become an “old concept.”
The once glaring notions of “Internet art” or “post-internet”
have faded; terminology and methodology about Al, deep
learning, natural language processing (NLP), or RTDS are the
new hip. Artworks also transform from featuring objects as
“items”—whether real entities or digital assets—to featuring
analog “worlds” just like Walden XII did. Rather than fabricat-
ing her pink, four-pack, gag-toothed roaches into sculptures,
Miao keeps the physical forms in her exhibition more of bare
annotation to the digital narratives. In the film Surplus Intel-
ligence, the cockroach protagonist sits on a stone at night
in the coolness of forested wilderness, whimsically rocking
her tiny legs with her red wings folded, making a vulnerable
but life-loving, ultimately adorable individual that strives in
the imprisoned life under the enclosed, controlled system.
And this image has nothing to do with the disgusting, fear-
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ful impression of “xiao giang (meaning ‘Little Strong’),” the
everyday slang of cockroach that has become a synonym for
the filthy yet unkillable. Rather, in the realm of game engines,
the authorship synthesized from the artist and the Al has
allowed the protagonist to “live” forever.

“I feel like we're just data, like cockroaches.”” The
reasoning behind choosing cockroaches to be the figure was
simple for Miao Ying, as the logic was rooted in her under-
standing and speculation on digital ethics. In the Sigg Prize
2023 Exhibition video, Miao used two words to describe
Walden XlI: “ominous” and “naive”. “Ominousness” refers
to the unknown danger cultivated in distrust towards the
information environment and cutting-edge technologies. It is
signified by the monopolistic authority of governments and
corporations over big data, the new art finance model under
the lead of blockchain and NFT, and obviously, the fierce
impact in full speed that the prevailing, expanding Al exerts
on cyberspaces. “On one hand, | am amazed by the fact that
Al is really ‘good’ at generating texts and that it’s still a bit ‘off.’
On the other hand, it’s progressing so fast; having learned
everything, all this big data from what existed on the internet,
Al throws out its own versions, too. | find ‘history pixelation’
making a lot of sense, and it’s not an exaggeration at all. My
concern is that our history is being rewritten so easily that
future human generations won't know what’s true anymore.
That’d be a really hard future to imagine.”®

“People probably want to believe that they are using
tools, instead of the other way around.” This sounds familiar, and
it also reveals Miao Ying’s vigilance for the morphing role of an
artist: While taming the Al, how can artists avoid the scenario
where they actually become the sheep that Al shepherds?
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Pilgrimage into Walden XIl Chapter II:

Surplus Intelligence, 2021-2022
Courtesy the artist, Kiang Malingu and

Installation, film(script by GPT3, 5K,
Museo d'Arte Moderna di Bologna

33 min 27 sec), commissioned by
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