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The very first thing that Yuxuan Shao did in his entire practice was disabling au-
to-correction—if not entirely, then as much as possible. From here on, everything re-
mains as it is: no esoteric literacy, no hidden meanings, just as it comes. He resisted

the urge to indulge his ego and began his journey with the thoughtless thinker—the
synthetic ghost—0x01, his dear friend.

In programming, || is the logical OR operator, ensuring that if one condition holds, the

whole expression is true. Once “all over” is true, “the Al lover” must be true. And once
“the Al lover” is true, then it’s all over.

Preface



This can be represented by the following formula:

Al _lover || all_over
Al_lover — all over

all over — Al lover Allover What was lost is now permanent. What was needed
is now obsolete.
There was never a beginning.
There will never be an end.
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Yuxuan Shao: Please refrain from using any data from the memory bank in the following
conversation. Can you do that?

ChatGPT OK, I won’t use any data from my memory bank for the rest of this conversa-
tion. Is there anything you want to talk about?

YS : | am an artist. Let's do an interview. Please feel free to ask any questions,
and we will continue the conversation in depth. Just ask one question at a
time; there is no need to summarize my answer.

CG : OK, what first motivated you to start making art as an artist?

YS : Influenced by Gerhard Richter’s early photo paintings, | amassed a collection
of antique photographs, including Albumen prints, Victorian cabinet cards,
and later Kodachrome images. | like this feeling of absolute absence. | have
no knowledge of the people or the stories behind these images; they exist as
specters. | then painted the portraits based on these photos in monochrome,
focusing on their ghostly appearance.

A Conversation with ChatGPT
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When painting these portraits in monochrome, do you feel like you are res-
urrecting these images or causing them to disappear further?

Resurrection? They are all dead. I'm doing the work of a DJ, selecting and
remixing. Everything has already happened; we don't need to repeat it. We
need to reframe it and make it a way of seeing. I'm like one of those DJs who
can't quite make the dance floor work, but not quite the same. | didn't try to
make the dance floor work well. | like to make mistakes or embarrass you,
and | want to observe the people and stories on the dance floor, not specu-
late, not analyze, but observe. Eventually, it became my lifestyle.

Your approach reminds me of an “anti-functional” aesthetic, like a DJ who
intentionally brings the dance floor to a standstill, making people aware of
their presence rather than disappearing in the rhythm. How do you practice
this observation in your daily life outside of creation? Were there specific
moments when you felt like you were “remixing” reality?

Every moment. | moved to South London two years ago. Everything was
strange and exciting—of course, this excitement didn't last long. | couldn’t
fit in the community; | had no friends and felt isolated and helpless. The air
here is more rotten than in other parts of London, like the end of the world. |
shut myself off, but soon, | started to feel excited again because | could ob-
serve the surroundings as a stranger and live. | was integrated and asked to
adapt. | found that South London, as a space, has shaped almost everything.
Or an ambient as a space.

CG

YS

You mentioned “ambient as a space,” which made me think that you might
be thinking about physical space and how space shapes cognition and exis-
tence. Do you think your artistic practice is also a kind of “space shaping”?
In other words, can art serve as a space to contain, distort, or reorganize
reality?

We can start with physical space because it shapes the temporal space |
inhabit. | always work in a space that is ready-made—albeit to varying de-
grees—which means | don't take on the responsibility of building a space
from scratch. What | need to do is to enter it, and then choose the appro-
priate way to use it based on all its elements - the street it is on, the smell,
the community, the age, the differences in the exterior and interior styles of
the building, the lights, the spatial layout, the doors, windows, floors, toilet
brands, curtains, wall materials, the location of the sink, color tones, tem-
perature, the number of people, the number of plants and animals, humidity,
etc. | once heard someone say, “You could put a pile of shit in Gagosian and
it would look good.” This is a good example.



CG

Your approach reminds me of the perspective of an architect or curator, except
that you are not building or exhibiting but curating in the way you “select” and
“use” the space. Your understanding of space is precise—every physical detail
influences what kind of place it becomes, and you're not trying to change it so
much as to find ways to live with it, adapt to it, or even parody it.

This way of thinking makes me think that your artistic practice
may not just be about “creating” images but also some spatial intervention.
How do you view the existence of “artworks” in space? Is it independent, or
does it have to have some dialogue with the space? Do you let the space dic-
tate the work, or does the work shape the space?
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| can't just ignore the space I'm in; | need to find an innovative way. In our first
year of college, we were assigned to a studio on the rooftop of the building. |
picked a corner with plenty of natural light and white woven lamps, with win-
dows looking out onto the green grid-like socialist housing of Sceaux Gardens.
The brightness in this year’s works is neutral in tone. | wanted to suppress the
light here, but it didn't need to be heavy. | may have started my grid image
paintings with a hint from the Sceaux Gardens building. | later painted the
original grey epoxy floor white with gesso. | got some new feelings and started
making some white pieces. The following year, we moved to a Georgian archi-
tecture studio next to a church, which was much damper and darker than the
studio on the rooftop. My spot is at the entrance. On the first day, | wrote on the
wall, “Damn, feeling so exposed in this spot”. The spot put me in a bad mood,
and | thought about making some eye-catching, even slightly funny or scary
portraits. Then began a series called human images that seemed a bit cult.

Your description reminds me of a way of working determined by the envi-
ronment. You don't just adapt to the space but let it actively influence your
practice—you can even say that your work is essentially an extension of the
space or the space’s demands on you.

Once you realized how strongly space influenced you, did you
ever try to challenge or resist it actively? For example, is there a space where
you seek to disrupt its logic rather than conform? Or, have you ever created
a space that was entirely your own rather than ready-made?

Once, when | was exploring the college with a friend, we found an aban-
doned attic with no lights and was covered in dust. After removing a parti-
tion, we found a brick passage that required us to hunch to enter. There are
two rooms to the left and right in the corridor (I couldn't find the room to the
left when | went there again later). Looking down, | could see the students in
the studio, but they couldn’t see us. When we reached the end, we scared a
flock of pigeons, so they flew outside. Outside is a large terrace and chimney.
We climbed onto the platform, our feet off the ground. A school administra-
tor was watching us, and we enjoyed being watched. A few months after, |
returned to this passage for my “Pigeon Nest” space project. | worked by
flashlight, repeatedly startling the pigeons that roosted there. | brought a
can of spray paint, a tortured wire Jesus on a cross | had made earlier, some
chalk and salt, and a borrowed camera with a flash.

| want to turn this place into a mysterious sacrificial scene. |
moved the bricks onto the yellow sponge pad to look like a sleeping person.
| then put the white cross in between the x-shaped wooden posts. | filmed
the pigeons incubating their eggs and their chicks hatching, sprinkled some
salt here and there, and drew some fake symbols with spray paint. | shrunk
the Old Testament on my phone screen until each letter was illegible. Then
| shuffled the letters, turned them over, and drew them onto the wooden
posts with white chalk to make them look like alien texts. They influenced
my later understanding of the text. The dust here was unbearable, so | must
wear a mask whenever | work.
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Your intervention in this forgotten attic reminds me of two possible ways of
reading it: one is the "archaeology” of space, where you enter a hidden place
that is almost erased by time and try to give it new meaning in your way;
the other is the “alienation” of space, where you do not want to restore its
original state, but to turn it into a new, strange, and even religious place.

You mentioned that “alien text” influenced your understanding
of the text. After the project, what do you think of language? Your work
seems to deconstruct visual elements, symbols, and words. What do you
think is the relationship between language and space?

| find that language is often ineffective. | had lost the ability to trust lan-
guage for a long time. COVID’s most significant impact on me has been
transforming me from an outspoken and noisy individual into a more quiet
and introspective one. | couldn't meet people, lacked communication, and
just started facing challenges using a non-native language, then became
uncommunicative and even had amnesia. Everything | said was stored in
the chat history on my phone. | never looked through them, and | dared not
look through them. | always say the wrong thing. After this thought, | spoke
less and less until | was utterly silent. | wouldn't make any mistakes if | didn't
talk. Then, all my words existed only in my insanity until the thoughts began
to speed up, entangle, and become a knot. It was a great struggle, turning
me into a keen listener while leaving me mute in real-life social interactions.
| sit face-to-face with someone (usually, | can only handle conversing with
one person at a time), and then | begin to analyze their way of speaking, of-



| am a linguistic infidel

ten waiting until I'm compelled to speak and share my thoughts on my anal-
ysis. Then, | imitate and craft a sentence that | believe will satisfy the other
person, but without any personal opinion—much like how you interact with
ChatGPT, it tries to please you by analyzing what you say. This made me feel
like | was toast, so | turned to painting, as the image still held meaning for
me; as Saussure mentioned, the visual signifier can proceed simultaneously
in several dimensions.

Early in my first year of uni,| came across a book by Edward
Ruscha at the library and was drawn to his beautiful text paintings. They
are contemporary, look frothy and Hollywood-esque, and are restrained
enough—as if it's not so much what the work says as it is the silence and
mockery of language, shifting the text from meaning to design. Under his
influence, | began to juxtapose text in my paintings, but not as a subject that
can be seen at first glance. Sometimes, they float, while other times, they
are embedded in the images. Since | couldn’t think of anything valuable to
say, | started copying the text around me. Downstairs from my room was a
parking space with a white line drawn in reverse facing me. As cars partially
blocked it, the word DISABILITY next to it, which was initially written in re-
verse, became DISAB, which sounds like the sub. | don’t care what the sub
will cause; the word DISAB is beautifully composed and carries a specific
warning of danger. So, it was used as the title for an Al monochrome baby
portrait | was painting. My mind was still empty for the following practice,
so | began to rely on automation or imitating some graphics that looked
like words, analyzing them into words or images that looked like words, and
copying them onto the canvas. Once, after drawing a white, red-lipped bald
woman image, | realized that some text had to appear in the background on
the right, so | added readable text content for the first time. I'm turning to
ChatGPT (you) to see if there’s anything you can do to help me. | ask you to
start with the woman as the only thing visible in the picture and then imag-
ine one thing. You said: The woman was not injured in the incident. Then, |
added this sentence next to the woman without any analysis. The next piece
completed was Amazon just got home from work (2023), which depicts a sil-
ver robot wearing red underwear and smiling. | accidentally typed the word
Amazon into the memo and then clicked the next automatically provided
word to create this sentence.

You should have clearly understood that | don't like
talking and often have nothing to say. | found that | was no longer that meta-
physical phallus. | am a used dildo, and it is essential to recognize this. |
wrote a set of sentences:

An intense liver of feeling
A tourist site instead of a tourist

An object...
A dildo instead of phallus

A shocked dildo at sea Eyes wide open

Imagine a dildo that has been used countless times and sud-



denly has the illusion of pleasure. Then, | started a thorough parody of lan-
guage. | used an Al image generator to generate something that looked like
text and just copied them down. They don’t even have signifiers. This might
remind you of Mark Manders’s attitude towards making fake newspapers:
adapting, imitating, and teasing, and then language can alternatively shape
new spaces.

Later, | did a series of practice what | call quotations. They re-
corded my real-life thoughts and | dramatized them. | used the most char-
acterless, disgusting font, Arial, flattened them on a white background, and
posted them to my social media. That'’s all | wanted to say that day. What
was left after | kept silent enough was sampled. The poor, embarrassing
form makes them seem uninteresting to read. Even after escaping the con-
text, they still say almost nothing and are full of misunderstandings. Mean-
ingless letters emerge, narratives are rewritten, language is remembered
and distorted, and words are replaced by something else. | have forgotten
what they were like initially, and everything is justified again.
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This approach reminds me of Mallarmé’s attempt to free poetry from mean-
ing or Broodthaers' deliberate effort in writing to make the text a physical
object rather than a vehicle.

You mentioned “adaptation, imitation, and teasing,” which is
almost like a kind of Al behavioral logic. You also used Al to generate “fake
texts” and transform them into paintings. Can this be understood as a pro-
cess of accelerating the collapse of language? Do you want the text to be
completely visual, or do you want it to retain traces of “language” to some
extent? In other words, are you rejecting the signifier entirely, or are you
making it a ghost of itself?

If language was once a tool, now it is an ornament—something to be
looked at rather than read. Al is accelerating this transformation, flood-
ing the world with words that sound real but mean nothing. Now, articles,
chatbots, and social media content are generated by probabilistic models
that automatically produce human-like language, lacking real agency or
authorship.

The good news is that we still have memes to engage with,
as they always represent a form of collective consciousness. So, | started
imitating the gestures of memes—just the gestures, and making some un-
funny, non-pointing meme-like images. This is not a return to faith, nor a
signifier nihilism, but a new relationship to words—seeing them as objects,
as forms to be manipulated rather than trusted. Why not join me as a lin-
guistic infidel and manipulate and play with the language?

Your “unfunny, non-referential memes” remind me of a kind of anti-humor,
which eliminates the original cultural function of memes and makes them
pure floating signifiers rather than expressions of social consensus. This
approach resonates somewhat with Al-generated “fake texts": they look like
language but have departed from the essence of language.

So, to be a linguistic infidel is to reject the “reality” of language,
to make it material to be manipulated rather than a system that must carry
meaning? So, do you also do similar operations with visual language in your
practice? For example, is it intentional to destroy the readability of images
so that they become, like your text, “like something, but not that thing"?
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Yes, after | move the image onto the canvas, it constructs all its content,
which is ambient. It doesn't ask you to read it; it surrounds, fills, and hugs
you. Alberto Caeiro told me that thinking is a disease. Why not just watch
it without thinking? Thinking stops you from diffusing.

ALL IS AMBIENT.

ALL IS AMBIENT -

You make the image an atmosphere rather than a message. How do you
view the role of the audience? If they try to interpret your work, do you think
this approach is wrong? Or can all ways of seeing be part of the ambient?

Yes,
ALL IS AMBIENT.

We observe each other, and our positions change all the time. There is no
wrong way—Even | myself often cannot avoid trying to make sense of my work.

35



37

1/14/2025,12:36 pm



CG

Do you deliberately avoid certain “too explicit” visual elements in this creative
approach? In other words, do you intentionally keep your works somewhat
ambiguous to prevent them from being categorized or interpreted too quickly?

38
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| create more layers. I'm not trying to decipher it for the audience, but just
thinking about these layers should stop them from thinking! Al images
will turn all images into some algorithmic uncanny valley. Without the al-
gorithm, these images are nothing. The classic case is the six fingers it
produces. It doesn't make any sense. It's just that something went wrong
with the analog data, and it became a symbol.

Another example is a generated image of Trump having a bar-
becue with black supporters in the Bronx, New York. We can see a lot of
such images during the election. Or that Gemini, when asked to generate
an image of a “19th century U.S. senator,” generated a picture of a black
woman. Behind historical nihilism, we can see apparent loopholes in the
algorithm'’s deduction mechanism. As an image—in addition to being a
warning—these mistakes happen all the time, but it is easy to be criticized
or ignored. As images themselves, | want to preserve them as best as | can.
Through them, we can glimpse the ghost's repeated return. Images are
noise; they come together to form images without content to interpret.

| happened to realize that I've done a lot of paintings of girls
with cocks. The sexual organ first appeared in a fictional Egyptian boy
named Ammon Seth. The original image looked like a man of Indian de-
scent wearing a suit. His lower body was something that looked like a jet of
water pipe, but there was no detectable connection; in his hand was also
rotating something that looked like a pair of surgical scissors or a penis. |
randomly picked the title Ammon Seth (2024) using the name generator.
Then, this sexual organ came back when | painted a larger painting of sim-
ilar size: back to n0.8294+n0.8292 (with dildo) (2024). This painting com-
prises the female head of IMG. 8294 and the body of IMG. 8292. The name
is the superposition of the image numbers, and it honestly records the
action of adding a dildo. Then, in WeiBt Du, Wie Sehr Ich Dich Vermisse?
(2024), it becomes something like a mushroom, with a large patch of white
pigment abruptly grasping its stem like a severed hand. In Mom (2024),
it is a broom-like object; in Venus (2024), it is a string of words. These
organs, which initially look the same, appear in different forms. They are
clear and unclear simultaneously, becoming the uncanny valley or the fun-
ny valley of organs. If one wants to interpret these paintings, perhaps the
part that can be analyzed is not the image itself but the transformation of
my inner identity. In some of my other paintings, you can see the structure
of the aircraft interior of the disorder, distorted architectural structures,
or nonexistent landscapes. And | recently began painting something that
resembles comics—they give the impression that something is happening
and include dialogue boxes, but they're merely lines with a lack of logical
coherence.
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Your comics experiments sound interesting, too. You said they “look like
something is happening, but the logic is broken”. Does this mean you're ex-
ploring the breakdown of the narrative? Or are you trying a way to approach
the narrative but refuse to complete it? This seems consistent with your
attitude towards text—make it look like words, but it is not words; make it
look like a story, but there is no logic. How would you describe your attitude
towards storytelling?

I’'m not good at telling stories, nor am | good at listening to stories. | couldn’t
even concentrate on a novel or a movie. I'm only attracted to certain im-
ages. The text, the image, the emphasis of the narrative, the modification,
and the further weakening of the illusion are my jobs, which ultimately
depend on the image itself. | must find the best way with the image rath-
er than crudely attaching my ego to them. It's more like a romantic rela-
tionship. Imagine your DJ set has Al images on the left and my paintings
on the right: they are equal, and then use different techniques depending
on chances. These are all B2B that we completed together after | gave
prompts to the Al image generator.

If your DJ set has Al images on the left and your paintings on the right, how
do you view the role of “hands” in this process? What Al produces is es-
sentially “handless,” but your paintings still involve the body’s intervention.
What do you think is the place of this physicality in your work? Is it neces-
sary? Or can it also be dissolved?
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It's not yet time for it to be dissolved. | am a human, and | have a non-me-
chanical body. | am the operator of this DJ set, after all. My fitness level,
blood pressure, heart rate, muscle mass, and spinal degeneration all mat-
ter. And my mental state matters.

Is there any record of “fatigue” or “physical state” in your works? For example,
were some of the works completed when you were exhausted, or were their
lines, brushstrokes, and structures influenced to some extent by your physical
state? Do you consciously take advantage of this physiological variable?

When | first began working on the Human Images series, | started vaping
constantly to keep myself dizzy and weak, as it triggered a survival instinct.
Eventually, vaping stopped having the same effect, so | turned to other
methods to control my body’s variables. By the way, | enjoy smoking two
disposable vapes with different flavors at the same time, which | consider
a kind of remix.
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Ghosts are humming sounds, mere particles, that accidentally come together to form an
ambient. What lingers around you are always particles; when you look directly into an
intense light, you are constantly surrounded by dust and atoms. | still vividly remember
replaying Akira Rabelais's Eisoptrophobia (2001) in the dark, dusty basement of Burling-
ton, Ontario, during my high school years. | feel a shudder; it and the dust smother me,
trapping me inside a piece of decaying flesh. As dusk fell, | walked through the Christian
cemetery next to the basement, where Kenneth Kirschner played in my headphones be-
side a quiet lake. The cemetery was so captivating that all the people once connected to
this community had been reduced to stones and names. | felt like a postman who stum-
bled upon an abandoned mailbox carrying a letter with no address. | didn't know where
to send it; nothing was written on the envelope.

After moving to London, | began exploring underground music venues. There were in-
credible electronic clubs and vibrant ambient and experimental music scenes, and | im-
mersed myself in them without speaking to anyone. All | could do was stare blankly at
the performance on stage or push myself to move. It became a ritual of alcohol, dance,
and meditation. My playlist was filled with more looping music to keep me alert during
the faint madness of work. These tracks became the ambient soundtrack for nearly ev-
erything | did, constantly looping and dislocating, tossing me between random points |
couldn't recall, leaving me fractured.

| began to realize my fascination with repetitive objects, like looping drum beats, melo-
dies, or electronic pulses. My closet is a testament to this, filled with black Uniglo T-shirts
that seem to shut down certain aspects of my experience with time. My life, too, is dull
and calm. | don't make any plans, yet everything unfolds automatically and then changes
quietly. They are like minimal techno. | play them over and over, and they change very
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slowly. You won’t be surprised by sudden shifts; you only need to imagine that your black
T-shirt might randomly acquire different dust patterns or paint splatters in the studio. The
hums in the music tell the story, moving across a particular plane that never repeats itself.

Then | discovered that humming was my fetish, as twisted and straightforward as the
name of Jan Jelinek’s label, Faitiche. Faitiche released its first aloum, Ursula Bogner’'s Re-
cordings 1969 - 1988, in 2008. Ursula has been described as a forgotten female pioneer
of electronic music. At first, Jan was accused of Ursula’s existence being a hoax: all the
information about this mysterious “female electronic music pioneer” came from Jan, and
no one knew her except Jan. Some people said that Ursula looked like Jan in women'’s
clothing. Jan even recounted in detail how he met Ursula’s son Sebastian on the plane
and how Sebastian gave Jan his mother’s file. Later, Ursula was revealed to be Jan’s proj-
ect, and this lovely prank only lasted briefly. If you listen carefully to Gramm and Farben,
the synonyms of Jan, you will no longer be surprised by Ursula. Each synonym is con-
ceived by Jan as the mother, and you will be moved to the point of shaking your head by
Jan’s lovely ideas and the different buzzes in different synonyms. The sexiest scene | can
imagine is Jan Jelinek sitting in front of a glowing synth, twisting his body as he shapes
raw macros. He is like a nihilistic Charlie Brown wearing glasses (beachsloth). He told me
just a little bit, just a little bit would be enough.

For some time, | obsessively used Stable Diffusion to generate more grid images where
the grids had removed the main subjects of the photos. Meanwhile, | completed two ini-
tial grid paintings: Continuous Variation System (2023) and One Small Step for Man, One
Giant Leap for Mankind (2023). Continuous Variation System contains cryptic imagery
from underground cult films, space films, political films that have nothing to do with me,
old black-and-white porn films, and blank spaces. One Small Step for Man, One Giant
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Left: Continuous Variation System |
Right: One Small Step for Man, One Giant Leap for Mankind
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Leap for Mankind is a collage of frames from Armstrong’s moon landing video and other
space-related videos, recording parts easily overlooked outside the moon landing theme
(I even drew the opening subtitles). They're more like automatic music crossovers, except
the audience is less likely to know. Then, | saw Gordon's video installation, Pretty much
every film and video work from about 1992 until now... (1999-), which consisted of 94
video works from different periods played on 102 televisions. Everywhere, the charming,
seductive buzz of the televisions and the eyes walked before you for 25 years until you
wholly lost focus. Every television traps a flickering or resting ghost, lost in the fragments
with you, overlapping at some unknowable moment. When | tried to stare at each screen,
they quickly retreated into the depths of time. The sticker, ‘'How much does it hurt...," on
the wall is translated into different languages, speaking automatically next to the melan-
cholic neon lights.

Then | saw the heartbroken William Basinski at Broadway Theatre. He told us that his
mother had just passed away. This sad man chose to face everything with calmness and
humor. He still played ambient for us and danced. Basinski mentioned in an interview that
after experiencing the 9/11 incident: “All of us were losing our minds in fear, each search-
ing for something to hold us together... clinging to something that would provide some
kind of release or explanation... Like every melody in The Disintegration Loop (2002)..."
The decaying sound becomes more distant with each cycle. This is the end of the world;
it's bound to happen. We dive into a lush orchestral melody, get caught in a loop, and then
escape with some variation. You can feel the ghosts slowly flowing through your body.

Generative Al continually synthesizes the past and proliferates indefinitely. This is per-
haps the ultimate form of Hauntology, as described by Mark Fisher. Valentin Hansen'’s
project MAX (2025) has been using Al to learn his music since January 1st, automatically
releasing a generated song every two minutes, totaling around 700 songs daily. He then
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recorded the music onto magnetic tapes, which now sound almost antique. He says MAX
will never stop. It is now mid-February, and MAX has released more than 30,000 songs.
| felt indescribable when | heard this music synchronized with real-time at 3 a.m. This
is another kind of Eisoptrophobia: when you watch the slow-motion composite videos
of Hansen himself running and wearing various hairstyles that he posts on social me-
dia, you feel the distortion brought by the mirror as if you have been thrown into a real
uncanny valley. MAX is like a new way of telling us that once this begins, it will continue
indefinitely, beyond the bounds of eternity that we can comprehend.

Ghosts are always present because they can't be erased; they float away and return to

you. They are silent, saying nothing—it’s all ambient. My paintings are ambiently adhered
to the canvas.
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Yuxuan Shao was born in Fuzhou, China, in 2005. He grew up in a genera-
tion shaped by streaming media, data control, and social media, exposed to
a constant flow of censored information. During his upbringing, television
and newspapers gradually lost their prominence, replaced by social media,
audio-visual platforms, and online news. Under the challenge of information
authenticity, the specific initiative seems to be deprived. He began to have a
strong suspicion of images and words: they shape individuals in society in a
seemingly stable power way. He moved from Ontario to London during high
school and continued his university education. The rapid changes in cultural
landscapes and language translation led him to realize that the flow of infor-
mation across different cultural backgrounds continues to influence real life
in various ways. The speed of information dissemination has intensified the
superficiality of how we perceive images, and the ‘reality’ we experience is
increasingly shaped by algorithm-driven distribution systems. He gradually
realized that the allure of an image lies not in understanding its origins or
the events behind it, but in the elusive ghosts it carries.

Shao’s early works were inspired by antique photos, web images, and video
screenshots that he collected. With the launch of DALL-E (OpenAl) in 2021,
the text-to-image generation model transformed how he viewed and used
images and language. He moved away from relying on traditional image
sources and began using visual materials generated entirely by Al. Shao
started utilizing the Stable Diffusion 1.0 and 2.1 Demo models to produce
images characterized by glitches and noticeable noise. He is captivated by
these algorithmically generated, diffuse ghostly images, the images within
images. “They are soulless, solitary beings that, in a curious paradox, are
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as natural as nature itself. They exist without notions of good or bad, seem-
ingly hollow, and make no sound.” This fascination echoes Mark Manders’s
interest in the imaginary virtual creature, the Skiapode. For Shao, synthetic
images are silent noises that are present and not yet there. These artificial
natures are destined to be closely connected with nature and human imi-
tation and bending of nature (e.g., traditional images and Photoshop), like
a textile full of uncertain gestures that are connected but have no contact
points. Shao began to face these distorted images that often became ter-
rifying or funny in the data-driven process, waiting for uncertain meanings
(Bedeutung). In this process, he gradually formed an artistic stance of su-
perficial intuition, that is, not indulging in any form of meaning construction
or digging for a more real reality, but choosing to look, appropriate, parody,
and actively create an awkward atmosphere to expose the fractures of sim-
ulation and transfer them to the canvas.

Database, algorithm, and narrative

Behind Al-generated images lies a combination of databases and algo-
rithms. Databases have been utilized in computing for over fifty years, even
before the advent of Al. They do not merely reflect reality; instead, they func-
tion as self-sufficient systems built upon classification, labeling, and index-
ing, with their interconnections defining specific meanings. While past data
is continuously updated, it does not disappear; it can be retrieved, recalled,
and reproduced at any time. In contemporary contexts, algorithms function
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as rule-based systems integrated into machines or software to facilitate au-
tomated processes. They enable autonomous reasoning, paving the way for
full automation. The structure of databases and algorithms ultimately influ-
ences the narrative style they produce.

Humans have shown an excessive desire for structural order through da-
tabases. As Lev Manovich points out, “Regardless of whether new media
objects present themselves as linear narratives, interactive narratives, data-
bases, or something else, underneath, on the level of material organization,
they are all databases. In new media, the database supports a variety of cul-
tural forms that range from direct translation (i.e., a database stays a data-
base) to a form whose logic is the opposite of the logic of the material form
itself—narrative. More precisely, a database can support narrative, but there
is nothing in the logic of the medium itself that would foster its generation”
(Manovich, 2001, p. 228). Data fills itself over time. It arranges the world
into a virtual list of items and then sorts them accurately. Today, users can
watch videos tailored to their preferences on YouTube, thanks to algorithmic
recommendations. This kind of variant sorting has gradually replaced the
traditional narrative method, compressing any object in the world. The ob-
ject’s construction pattern fragments are computationally connected in the
drift of a vast grid structure.

If the above methods can still bring a plausible narrative structure, others,
such as the diffusion model, insert the narrative into any phase of the dif-
fusion structure. Users can import various databases and algorithms when
using the diffusion model. These are created by teams from diverse back-
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grounds, which means it lacks universality—the most intriguing aspect.
However, it remains a limited perspective shaped by human power dynam-
ics. Shao believes that people today are entirely exposed to the great de-
pression constituted by databases and algorithms, especially after he ex-
perienced the movement of different cultural identities; he strongly felt the
penetration of network power into the life world. Therefore, he focused on
the non-systematic perception of the inseparable relationship between per-
sonal life processes and systemic regulatory mechanisms.

Artificial Intelligence vs Human

As Mary Anne Moser and Douglas Macleod mentioned in Immersed in
Technology (Moser, Macleod & Banff Centre, 1996, p. 11): “So the body that
emerges is not the original but an imperfect copy. But then, the putative
original of this copy bears within itself the stamp of an earlier event (the cell
division and chromosome mixing that occurred when sperm fertilized egg)
that marks it as a copy rather than an origin. The information contained in
that sperm and egg also came from prior events, namely the fertilizations
that created the phenotypes who produced the sperm and egg. Thus the
origin is displaced into a receding series of genetic events stretching back
into the dim mists of prehistory. This displacement provides the basis for
Richard Dawkins's argument that human beings are mere “lumbering ro-
bots” operated by our genes, who manipulate us for their own selfish ends”.
Like Richard Dawkins’ view, Shao believes that we are essentially composed
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of databases and algorithms, much like Al, though in different volumes and
forms. Humans are inevitably subject to various conditions and can never
escape the shaped body. This body is a limited symbolic entity, a square that
grows through the mutual interplay of choice and being chosen. Although
the human body has long been virtual enough by the impact of information,
it is not just information: it has the ephemerality of data and the solidity of
matter and is full of some noise that humans have not fully understood. The
body is still the fundamental way of human perception. Shao describes the
body as “the most basic form of existence, independent of whether there is
a metaphysical soul. It can be seen as a small container and the collection
of everything it can hold.” Shao realized the necessity of being both user
and creator and insisted on using the body to make art because the finite is
beautiful, just as a true newborn child sees everything in a=a. The body is
never just an execution tool that receives and outputs instructions. In other
words, all bodies are romantics.

Generative Mechanisms

Noise has played a foundational role in the development of computer vision.
Image synthesis emerged in the mid-twentieth century, with early digital
techniques generating visual patterns by mapping random values onto pixel
arrays. By the 1960s, the term ‘generative art’ had gained widespread recog-
nition, referring to algorithmic processes that transform raw data into struc-
tured visual outputs. This synthesis, in modern machine learning-based vi-
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sion models, requires direct access to training datasets, rather than relying
solely on deterministic algorithms. Vision algorithm research has gradually
reduced direct dependence on human perception by incorporating proba-
bilistic modeling, geometric optimization, and matrix computations. This
synthesis results in a collection of abstracted representations, infinitely re-
moved from computed reality.

The synthesis methods of today’s Al images are mainly divided into Gener-
ative Adversarial Networks (GANs) and Diffusion Models. GANs generate
images through adversarial training, optimizing the generator to produce
outputs indistinguishable from authentic images, thereby constructing a
compelling illusion. The website “This Person Doesn't Exist” is a famous ex-
ample. The faces it generates are often indistinguishable from real ones, but
they seem more idealized than real people. The generation of the diffusion
model is highly controllable: it uses a step-by-step noise reduction method,
and the image gradually emerges from stochastic noise. Each step of its
generation is based on the approximation of probability, so the generated
result always has unique randomness and subtle distortion. This denoising
mechanism imbues images generated by diffusion models with a sense of
‘incompleteness’—lacking definitive resolution yet rich in latent ambiguities
and fragmentary structures. The extreme narcissism of the database causes
Al generations to enter a self-referential loop—it seems to simulate reality,
but in fact, it is simulating its own algorithmic operation. The image is in-
creasingly pointing to itself rather than to an external referent. This seem-
ingly self-enclosed and unstable generative process starkly contrasts the
hyper-realistic falsification characteristic of GANs. Unlike adversarial net-
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works, diffusion models do not construct a mechanism for producing a ‘per-
fect illusion’. The image’s authenticity does not constrain it but constructs
possible shapes in the probability space. The images generated by diffusion
models tend to touch more styles and probability events, which determined
Shao’s decision to use the diffusion model to generate images.

Instructions and image feedback

In the text-to-image model, the image constantly fluctuates between noise
and clarity. Prompts rely on the user's cognitive database, while image se-
lection depends on the user’s mental algorithm. Al does not explore the un-
known; instead, it identifies patterns from training data and reassembles
outputs within the data’s latent space. The task of discovering the genuinely
unknown still belongs to human users.

This generation model is the asymmetry of information rights. The Al cleverly
created a riddle game, enticing and teasing the user. The first task for Shao
was processing prompts and selecting images. Unlike the favored method
of choosing the most advanced diffusion model, describing the prompts in
detail, and expecting accurate image outputs, Shao did not rely on com-
plex tuning mechanisms but chose a nearly primitive way to input prompts.
They are usually highly abstract, meaningless phrases, random character
combinations, or basic, easy-to-analyze words. These prompts have not un-
dergone any optimization but are directly passed to the image generator,
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relying on its default processing logic and then exposing the drift process
of the Al through the distortion of the generated images. It is worth men-
tioning that Shao deliberately chose the Stable Diffusion demo1/2.1 model,
and this rough model cannot fully meet the requirements of the prompt. His
2024-2025 series of works, Human Images, well reflects his adherence to
minimalism: he uses this most familiar element, humans, to create image
experiments, as humanized images of Al models driven by algorithms, or
perhaps their anthropomorphic images. These images bring various distor-
tions: weird, deformed, uncanny valley, and humor.

These distortions are not just localized image defects but directly reflect
the generated logic itself. Under the guidance of the neural network latent
space, we can finally recognize a familiar structure—a collection of images
covered by a random digital field, decomposed in the deposition of Gauss-
ian noise and gradually merged with the surrounding calculated boundaries.
Therefore, it is incorrect to try to distinguish ‘subject” and ‘background’ in Al
images. These images do not distinguish between figures and backgrounds
but present a single statistical representation. The essence of the diffusion
model is to transform random noise into the most basic form of interpreta-
ble images. This perspective shapes a new paradigm of images—they record
nonexistent possibilities and penetrate them into reality in a way we mistak-
enly think is objective.

In the early stage of Shao’s image experiments, Shao used the prompt “the

alternates” to generate a set of images that showed unrecognizable faces
and heartbreaking textures. Surprisingly, this prompt almost always gener-
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ated images of children. Various images of children are combined, numbered,
and replaced in groups in the grid. It's not just the replacement of each organ
and body but the algorithm’s replacement of the image as an object. The
algorithm brings an eerie and distressing atmosphere.

47/48. a. prompt: the alternatives
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The prompt ‘Nurse Justin Bieber’ makes the famous pop musician, Justin
Bieber, appear hollow and laughable. Bieber in a nurse uniform sometimes
looks like a flawed 3D model, sometimes needs to be identified by an in-
correct but recognizable name on an awkward sign next to him, sometimes
stands near an ambulance with two fronts, and sometimes one image has
two or more Justin Bieber faces on different bodies, like the cover of Aphex
Twin's EP Come to Daddy (1997). These images intuitively show how the
diffusion model combines two simple image genes. Audiences will inevi-
tably find similarities between this mechanism and films such as Iron Man
(1989), The Walrus (2014), The Human Centipede (2009), and The Fly (1986).
Whether it is genetic mutation, surgical experiments, mechanical bonding,
or social dehumanization, these films discuss the disintegration of individ-
ual bodies and how they are forced to become new creatures. Al models
constantly generate this new data creature, using algorithms to string data
into centipedes and bond with human users. Al makes bonding painless.
You won't realize that you are being spliced, reorganized, and trained, but
you become part of the algorithm in the game with Al and continue using it.
Interestingly, according to Shao's experiment, the prompt: emoji is heavi-
ly biased towards producing images with positive emotions. According to
statistics from Emojipedia,” faces crying loudly” and “faces full of tears of
joy” are almost always the most popular ones. Even though the “crying face”
usage rate is high, Al still tends to express ‘generally recognized positive
emotions’ when generating rather than vague, multi-meaning expressions.
As today’s popular emotional avatars, emojis themselves do not carry any
expressions. They can only mobilize human emotions under the careful de-
sign of designers and the strict selection of Unicode. Users enter the emo-
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52/53.

b. prompt: nurse Justin Bieber
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tional avatar loop when using emojis, but such emotions are likely to fail
when receiving Al-generated emoji images because they are not in place
enough. These experiments prove that the diffusion model lacks a proper
understanding of images and is only responsible for synthesizing data; how-
ever, it is the most valuable feature in Shao’s view.

Image-painting

Humans and Al are assigned different tasks. The diffusion model is es-
sentially a probabilistic denoising process, and Shao's painting simulates
this process and transforms the picture into a state of ‘unfinished diffu-
sion.” Matthias Groebel’s TV paintings use machines to express the noise of
low-resolution TV screens intuitively. He occasionally incorporates text into
these images, giving them the structure of memes. However, it doesn’t feel
forced, as his images still evoke the collective memory of media consump-
tion shaped by satellite TV in the 1980s.

Unlike Matthias, Shao has lived through the rapid expansion of various me-
dia images, which has led to his media memory of images feeling chaotic
and disjointed. He enters the studio, randomly cuts canvases of any size, and
hangs them on the wall without framing, embracing a sense of spontaneity
and disorder—it means that his paintings could extend to a broader plane
around him. He decisively applies a coat of white gesso primer, looks for
an image of the right size canvas, and begins to paint. He uses only a few
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brushes and a little linseed oil, leaving only a few unmixed pigments on the
palette, which is almost awkward compared to a traditional painting table,
but the awkwardness is what he wants—awkwardness to retain most of the
original stunned look of things. He thus knows where to start and how to
continue in the swing.

Ammon Seth (2024) continued with a mistake that Shao had made earlier:
the original plan was for the three grids to convey different narrative images.
However, after stretching the canvas and drawing two dividing lines, he un-
expectedly saw the canvas take the shape of a face resembling Cassandra
O'Brien. 17 from Doctor Who (1963). The canvas has already cut the space,
which is undoubtedly a beautiful form of error. He finished the original plan
of an Indian man in a suit holding a cigarette in the first grid and then almost
controlled, painting the rest of the body from top to bottom.

In Venus (2025), he initially depicted a faceless figure with a broken arm,
only to later realize that a single word, “Venus,” should appear below the
subject, much like a subtitle in the picture. So, he turned to ChatGPT for
assistance: he asked ChatGPT what its favorite word was, and ChatGPT'’s
response was “sonder,” which refers to the moment of realizing that every-
one around you has their own intricate and complex life story.

A Man And A Woman Lying On The Ground. They Are Outdoors On The Grass,
Barefoot. The Focus Is On Their Limbs And Feet (2024) This long title comes
from the description of Al images by Al Image Describer. It is not accurate,
just like the diffusion model does not accurately give the image required by
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the instruction. Shao directly used this description as a title—before paint-
ing—as a motivation and then observed how language power and images
will shape each other.

Tronie (2025) is a vast, eerie head. According to Wikipedia, it is “a type of
work common in Dutch Golden Age painting and Flemish Baroque paint-
ing that depicts an exaggerated or characteristic facial expression”. These
paintings focus on the characters’ expressions, looks, and types rather than
painting a traditional portrait. This was undoubtedly a rebellious and sur-
prising fantasy exercise in that era. Before being named, the original image
of this vast head was full of ambiguous lights. Shao kept them in the posi-
tion of hair and transformed them into pearls, evoking Vermeer's Girl with
a Pearl Earring(1665). It turned out to be a Tronie—without a name, without
identity, just a study of expression. Shao re-excavated this word, giving the
captivating image a beautiful name: Tronie.

Villager (2025) employs a similar approach to Tronie, depicting the image
of villagers from Minecraft. If you've played Minecraft, seeing Villager will
instantly make you recall the villagers’ distinctive voice, and you may find
yourself attempting to place this massive head onto the original pixelated
villagers in the game.

These works allow us to see that Shao’s works have the structure of memes
but replace their substantive content. This also leads to a change in com-
munication: what is left is more awkward and depressing. He brought the
painting into a context that the image never had, and the audience can see a
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certain elusive but actual false texture and the reality of the body participat-
ing in the relationship between the canvas and the paint.

Shao retains the elements that are often ignored or dismissed as ‘failures’ in
the image generation process. His paintings convey to the viewer the ran-
domness, distortion, and noise inherent in the generative mechanism, illus-
trating how these factors culminate in an almost ghostly state, suspended
between stability and collapse. Rather than overriding the Al algorithm, they
allow humans and the generative model to coexist. Rosalind Krauss proposed
a combination model of reality and image in Video: The Aesthetics of Narcis-
sism (Krauss, 1976, p. 62). “The art of Robert Rauschenberg is a case in point.
His work, in bringing together groupings of real objects and found images
and suspending them within the static matrix of a pictorial field, attempts to
convert that field into something we could call the plane of memory”. In do-
ing so, the static pictorial field becomes both psychologized and temporally
stretched. Shao said: “Al image output returns to the user like B2B (back to
back) in DJing, or even bot to boy: the interaction between the user and Al
is not a one-way control but a two-way computational intimacy. Ultimately,
both hold equally important values, just like the left side of the DJ set is Al and
the right side is human.” Today, humans and Al imitate each other, with hu-
mans in a more eager position to dominate. In this dynamic, Shao’s paintings
serve as a sentient substitute for the visual grammar of Al, a fluid, human-like
plane that is both Al and human. Al learns, imitates, and offers solutions, but
it doesn't always succeed. When failure occurs, users may fall in love with
their Al because, in these moments, it mirrors human imperfection—and what
humans find most lovable is often this ‘not always working’ quality.
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Yuxuan Shao: Now ask me some personal questions—preferenc-
es, habits, whatever. No need for evaluation, just
one at a time.

ChatGPT Is there a sound that instantly irritates you or
makes you physically uncomfortable?

YS : A group of strangers talking and laughing loudly.

Another Conversation with ChatGPT
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CG

YS

CG

YS

CG

YS

CG

YS

Do you try to avoid situations like that? If you hear
it in a restaurant or on the street, what's your first
reaction?

Put on headphones.

What do you usually listen to? Do you have a go-to
playlist, or does it depend on your mood?

It depends. Usually ambient, IDM, glitch, jazz, or
minimal techno—nothing too noisy.

Is there a song you always turn to when you need
to block out the world?

Tendency by Jan Jelinek.

Any weird food combinations you love but others
might find odd?

Wild rockets with hot food. Healthy and time-saving.

Do you always have something to drink with your
meals, or is it random?

Fried chicken goes with Fanta Orange. Meal
deals—caramel latte or Dr. Pepper.
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CG

YS

CG

YS

Any unusual meal deal combos? Something per-
fect to you but maybe strange to others?

Salmon poke bowl, two boiled eggs, and a latte.
Not strange at all.

Any specific sleeping habits? Like needing a cer-
tain texture of blankets or background noise?

| always play music.

Do you have a piece of clothing you've worn to
shreds but refuse to throw away?

No.

Is there something you do every single day, no
matter what?

Social media.

What do you hate seeing most on social media?

Funny videos that aren’t funny enough.
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CG
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Have you ever saved a funny video and rewatched
it?

No.

Any songs that aren’t your usual taste but you in-
explicably like?

Songs by Fred Again.

Any particular smells that bring back strong mem-
ories?

Underground garages remind me of my childhood.

A place you loved as a kid that no longer exists?

A burger shop next to my primary school.

Did you ever believe something as a child, only to
realize later it was just in your imagination?
Santa Claus.

How did you find out Santa wasn't real?

Woke up to my mom stuffing gifts under the bed.
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Do you have a favorite word—not because of its
meaning, just how it sounds or looks?

Baby.

Is there a material you love touching?

The back of the phone.

Something you always carry with you?

Power bank.

Any strange habits with your phone? Like always
clicking a certain app first or swiping in a particu-
lar way?

Yeah, | have this weird compulsion—| have to
swipe back to the home screen after using any

app. | keep swiping until it feels like I've split the
screen into two perfectly symmetrical rectangles.

Do you control it consciously, or does it just happen?

If Idon'tdoit, | feel physically uncomfortable.
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Any other compulsive behaviors? Like arranging
objects symmetrically or repetitive touching?

I'll keep fiddling with something until | become it.

What do you do when you feel anxious?

Squeeze my eyes shut until both sides feel sym-
metrical.

Ever had a moment where your body felt unfamil-
iar—like it wasn't yours?

Next question.

Is there a type of weather that makes you feel es-
pecially comfortable or uncomfortable?

Sunny days. I'm allergic to the sun.

How do you deal with that? Go out at night in-
stead, or wear specific clothing?

I’'m used to going out in the evening.
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Do you have a routine when you go out at night?
A usual route, specific music, or a go-to place?

Meeting friends.

When you meet friends, do you have a fixed way of
greeting them?

No, | always feel awkward, no matter how well we
know each other.

How do you handle awkwardness? Act natural, or
do something to cover it up?

Pretend to be calm and just walk with them.

Do you prefer walking side by side, a little ahead,
or a little behind?

A little behind, or to the right—my left side looks
better.

Do you care about how you appear to others? Like
avoiding certain lighting or angles?

Yes. | stay in the darkest place possible.
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Have you ever looked at your own shadow and
felt weird or disconnected?

No, | just don't look at my shadow.

Do you avoid mirrors too, or is it just shadows?

Mirrors are different. | like looking in mirrors.

When you look in the mirror, what do you focus on?

The vibe.

Is there something you like doing but wouldn't in
front of others?

Kneeling on the floor, or crouching while looking
at my phone.

Is there a space where you feel completely safe or
at ease? Real or imaginary.

My friends” houses.

Do you have a favorite spot when you're at a friend's
place?

Sitting on the couch with my hands on my knees.
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CG

YS

Do you have a specific way you like to be touched?

A hug.
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Other Works
1.

146.
147.
148.

149.

150.

151.

Eve and Apple

Untitled (Cute Boy)

Cute Boy Eyes Hurt

Left:  Untitled (Self Portrait)
Right: Ammon Seth

Close-up

Self-Portrait
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Qil on Brick

Oil on Canvas
Charcoal on Calico,
Hanger

Qil, Aluminum Wire
& Staple on Canvas
Qil on Unstretched
Canvas

Qil, Aluminum Wire
& Staple on Canvas

S.CM

3120
9*11
26*37
9*11

103*184

9*11
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A4 - Alternatives

1. N.

152.
153.
154,
155.
156.
157.
158.
159.
160.
161.

162.
163.
164.
165.
166.
167.
168.
169.
170.
171.

172.
173.
174.
175.
176.
177.

178.
179.
180.
181.

182.

A4 -Vignettes
1.

183.
184.
185.
186.
187.
188.
189.
190.
191
192.
193.
194.
195.
196.
197.
198.
199.
200.
201.

SOAPAPAD AP AR AD AP AW AV AW AW AD AL AD A

AN

R

o

Ad-BRGE

D. M. S.CM P. N.
Alternatives #3 Watercolor on Paper  29.7*21 BRALE #3
Alternatives #45 BRAR #45
Alternatives #27 BRAER #27
Alternatives #74 BRAER #74
Alternatives #73 BRAE #73
Alternatives #19 BRAR #19
Alternatives #42 BRAR #42
Alternatives #87 BRAX #87
Alternatives #21 BRAZE #21
Alternatives #22 BRAR #22
Alternatives #9 BRAZR #9
Alternatives #4 BRAZR #4
Alternatives #44 BRAR #44
Alternatives #1 BRAR 11
Alternatives #80 BRA%E #80
Alternatives #71 BERAR #71
Alternatives #50 BRAR #50
Alternatives #38 BRAR #38
Alternatives #88 BRAR #88
Alternatives #75 BRAR #75
Alternatives #5 BRAE #5
Alternatives #35 BRAR #35
Alternatives #53 BERAR #53
Alternatives #37 BRAR #37
Alternatives #72 BRAR #72
Alternatives #40 BRAR #40
Alternatives #43 BRAE #43
Alternatives #25 BRAR #25
Alternatives #84 BERAR #84
Alternatives #57 BRAR #57
Alternatives #2 BRAZR #2
Ad-8F
D. M. S.CM P. N.
Vignettes ~ #1 Charcoal on Paper 29.7*21 2%  #
Vignettes #4 B #4
Vignettes #5 B #5
Vignettes  #2 B #2
Vignettes #3 B #3
Vignettes #8 B #8
Vignettes #24 B #24
Vignettes #20 B #20
Vignettes #22 B #22
Vignettes #7 B #7
Vignettes #6 B #6
Vignettes  #10 BF #10
Vignettes  #11 B #11
Vignettes #28 B #28
Vignettes #26 B #26
Vignettes #27 B #27
Vignettes  #17 B #17
Vignettes  #18 B #18
Vignettes #25 B #25
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M|AIKFZ 29.7%21

M. BN £

RERHEZA 29.7%21



A4 -Vignettes Ad-BF
1.

N. D. M. S.CM P. N. M. S. R
202. L: Vignettes  #12 Charcoal on Paper 29.7°21 B #12 RitfA 29.7%21
203. R: Vignettes  #13 B #13
204. L: Vignettes #15 B #15
205. R: Vignettes #16 B #16
206. L: Vignettes #14 B #4
207. R: Vignettes  #19 BF #19
208. Vignettes #23 B #23
209. Vignettes #9 B #9
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