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Amusing Ourselves (Not) to Death:
Speculative Images of Braaainwashing

5% | SR

Flat screens are flooded with information every day, all trying to influence us. They shock
us, make us laugh, or want to go shopping, as they eagerly seek our attention.
Fragmented messages on social media platforms like Instagram, Line, YouTube, and
Facebook strive toward “affecting” us. They exploit the information anxiety of modern
people, attempting to brainwash us, transform us, and make us different (usually by
consuming things) — that’s right, this article you’re reading now is no exception.

In contrast to the plethora of sensational media content, fancy montages, and fast-paced
editing that catch our attention, contemporary art often provides a place for contemplation,
introspection, critique, and historical retrospection to engage in aesthetic contemplation
that is free from information anxiety and constant acceleration. For instance, the video
works of Chen Chieh-Jen, Tsai Ming-Liang, Yuan Goang-Ming, Apichatpong
Weerasethakul, and Bill Viola all offer unique aesthetic experiences, employing long takes
that are cold, slow-paced, and non-narrative to make us experience the force of the image
itself.

However, a mixed visual language — the “Mi Mi Mew Mew Style” — has emerged recently
in the art world with its constant transmutations. This type of visual language does not
make the viewers sink into aesthetic contemplation; instead, it extensively uses
fragmentary montage, nonsensical everyday narratives, and silly voices — with a
distinctively nerdy, gamer spirit — to induce us into an uncertain state of dizziness, panic,
and mental confusion. Indeed, we can no longer view these artworks from the perspective
of aesthetic contemplation, but must learn to appreciate their cool and funny effects.

People in the contemporary art world often dismiss the “entertainment value” of artworks,
believing that it is “merely the product of consumerism.” They criticize it with remarks such
as, “How is that different from the sensory entertainment of YouTube videos?” or, “Am |
watching an artwork? Or am | at an amusement park?” Preoccupied with major issues of
geopolitics, identity, as well as national or historical trauma, they often think of artworks
that employ superficial visual and audio effects as breezy and dismissible, whose only aim
is to entertain people as opposed to shedding light on deeper, “structural issues.” One can
say that a disorderly plaything like Mi Mi Mew Mew only puts people into a superficial state
of memes, amusing them with spectacular effects, but is unable to make people stop and
think seriously.

*A*

A floating head comes in at you in a dark space from all sides, blabbering about
conspiracy theories, piecing together fake news from content farms in a moronic, lisping
voice. As the virtual head speaks, it opens and closes its mouth in an exaggerated and
frantic manner, making the entire head distort accordingly (the exaggerated movements of
the mouth remind me of a Francis Bacon painting). We are dumbstruck by the maximal
stimulation of memes cited all over the place. While this may be just another fictitious
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contemporary video artwork, it is also entirely realistic, given that our lives have been
under the attack of “information” — information that we’re often unable to determine its
authenticity — for many years now without ever a moment’s respite. You don’t believe
this? You think this is ridiculous? Just open the phone you're holding in your hand and
you'll find yourself caught in the endless universe of information flow :)

The "Reality Effect" of Images: Is It Real?

Video artworks force us to become reflexively aware of our bodies with their cold, reserved
long takes. The viewers are no longer spectators watching safely from afar, but actively
taking part in the artwork. In Hollywood movies, viewers are passive spectators, as their
motionless bodies are dragged obediently into a “fantasy land.” In contrast, avant-garde
artists or theater practitioners aim to challenge viewers by making it difficult for them to
“empathize” with the work by employing various methods that foreground critically the
subject of the “medium” itself, moving away from the "representation" of their contents. For
instance, experimental cinema and expanded cinema (sculptural film) have utilized the
reflexivity of the medium to make viewers reflect on the “cinema of cinema” as well as the
material conditions that together make cinema possible — light, shadows, film, dark
rooms, and machinery — rather than succumbing to the hegemony of the cinematic
narrative.

However, in the genre of “essay film,” [1] local narratives are reintroduced into the
artworks. As the postcolonial condition of globalization becomes an oft-addressed topic in
contemporary art and film festivals, artists are also resisting traditional narrative structures
with fragmentary, polyphonic, or meta-narratives. We can therefore observe the return to
narrative structures in contemporary art and how images are becoming increasingly
hybridized. [2]

Contemporary artists use images to free us from manipulative illusions and challenge us
with “reality.” As art historian Claire Bishop states, because contemporary art stands
against the society of the spectacle of consumerism and theater, its goal is, thus, to
achieve the “reality effect.” [3] This aspiration is essential to art: to critique the spectacle
and the hegemony and strive for reality. Likewise, these works seek to expand one's
corporeal perception and refuse to offer visual illusions in which viewers can indulge
themselves.

*B*

A figure with a slippery body babbles nonsense and about childhood memories, as well as
how digital humans are made (they buy their heads on the internet). The digital puppet
speaks with a cigarette in hand (the cigarette shape-shifting like magic), dances in the air,
and rapidly twists, turns, and twitches its limbs. Like Deleuze's "body without organs," it
appears to be unbounded by physical and institutional restrictions and has entered a state
of formless emancipation.

As we’re lured by the digital puppet’s trash-talking, we notice that a few people dressed in
green are controlling its body. The single-channel video can be roughly divided into three
layers: the digital man analyzing the process by which digital humans are constructed
(talking shit and reminiscing about how it had once dreamed about controlling robots as a
child); revealing that the digital man is also controlled (the green men are uncovered); and
finally, the stroke of genius, how this arrangement points to the fact that the viewers in
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front of the screen are also digital humans that are being controlled. We believe ourselves
to be real, flesh-and-blood human subjects that possess free will, yet as big data and
metaverses conquer the earth, have we not already become digital humans created from
digital models?

Installations and the Corporeal Flaneur: (Static) Visibility and (Mobile) Tactility

Contemporary art is inseparable from the “body,” not so much the body image created by
artists, but more the regulation of the “body of the viewer.” In the contemporary
environment in which the immersive experience has gained prominence, artists have come
to regard the viewer’s corporeal experience as part of their works. Instead of employing
the spatial arrangements of a traditional movie theater or proscenium, they regulate the
viewers’ bodies in the exhibition space to keep their bodies in motion and prevent them
from watching performances behind a fourth wall. These artists make use of “installations”
(in today’s world, photography, video art, and paintings all need to be “turned into
installations”) to mobilize the viewer’s body; as the art historian Boris Groys suggests, the
viewer’s body is transformed into a flaneur. [4]

Benjamin has also considered the question of the altered state of the viewer: in the age of
mechanical production, the viewer is, more often than not, in a state of “distraction” rather
than “concentration.” An example of this state of distraction is architecture: unlike the state
of aesthetic contemplation where we appreciate the aura of a traditional painting, the
distracted viewer is engaged in an interwoven experience with space, an experience
connected to tactility and irreducible to its visual dimension. For instance, while you can
easily reduce a building to its visual image through photography, when you walk into one,
your experience of it is based more on the cumulative effect of the senses, namely tactility.
In a similar fashion, Benjamin also highlights the importance of tactility in architecture: “for
the tasks which face the human apparatus of perception at the turning points of history
cannot be solved by optical means, that is, by contemplation, alone. They are mastered
gradually by habit, under the guidance of tactile appropriation.” [5]

This is also why many contemporary video installations have abandoned the single-
channel format, which allows the viewer to stop and concentrate, in favor of spatial
installations and sound fields that activate the viewers’ physical sense and set their bodies
in motion. No longer looking at the artworks passively, they must now actively move along
the space, collecting the hints left inside the works to construct their own narratives like a
detective at a crime scene.

The body has become the major battlefield of art. While traditional party-state politics
manage our bodies through a top-down approach (the Big Brother, physical exercises,
military training classes, flag-raising ceremonies, and pep talks), the neoliberalism of today
opts for a more insidious approach to regulate our bodies comprehensively (what is the
most fashionable hairstyle, clothes, outfit, the most trendy electronic device, the hottest
video game, and the most Hito Steyerl artistic expression?).

As the hottest gaming experience infiltrates the exhibition space, some may believe that Mi
Mi Mew Mew images are simply borrowing internet memes like “ready-mades” to
defamiliarize the viewers (namely the elites and old folks), with little creative
transformation. However, when great artists include ready-mades in their works, they not
only transfer internet memes from the subculture to the exhibition space but also refer to
the everyday political relations of “controlling-controlled,” demystifying these relations from
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the veil of consumerism to make them perceptible. Or, to put it differently, the work must
reflexively consider this relation of mutual control and critically employ the techniques of
control to which we have grown accustomed.

*C*

Six grotesquely shaped installations form a large stage; layers of torn, distorted, repulsive
human bodies are projected onto it. A narrator is talking shit and dropping video game
references, chattering about the associations and feelings that arise from "colors.” The
dazzling and flickering projection of the “Porygon scene” from Pokémon makes the
situation even more psychedelic and dizzying. A small inconspicuous screen is hidden
behind the large installation stage, showing a strange-bodied man playing with a projector.
The projector is constantly changing the projected colors, which are precisely the colors
cast on the stage with the six strange installations in the room.

The sensorial association of color reminds one of Derek Jarman’s Chroma, written before
his death, but the colors here are further connected to the status effects of game
characters (blue for frostbite! And the mad symbol of “death” is, too, always present in the
work); the sickening installation mapping brings to mind Tony Oursler’s formless and multi-
layered projection installations, with persistent trash talk added on top of it. The main
narrative technique of the work is the random connection of homonyms, which reminds
one of the fragmentary information sequences of the internet.

Meaningless prattle, meaningless repetitions, schizophrenia, and interminable hyperlinks
present meaningful features, with their madness! This work is best “felt” rather than
“‘comprehended.” An extremely moronic, chaotic, and brainless sensation washes over you
and astonishes you. However, as you reach the back of the stage and discover the little
green video screen, you realize that everything you'’ve felt is the result of someone
“controlling” the projection and that the viewer was also part of what was being
“controlled.”

But isn't this state of being controlled similar to ours? Every day we encounter a real-world
shaped by links that are repetitive and synonymous, full of emotional appeal, filled with
cool and fancy words, and fragmentary (how many windows and hyperlinks have you
opened while reading this article?). Now it is less about the rigor of rational thinking, but
more about the ways of dramatic expression and its emotional effect. Not what is said, but
"how you say it." Reason, logic, and inference are rendered moot; what's important is our
feeling of "belief" and how the media manages it.

The Politics of Affect: "Controlling-Controlled"

Technologies of control manage our emotions by influencing, transforming, and
brainwashing us. A simple glance at your social media platform, and you are overwhelmed
by a deluge of things that are trying to affect you, things you can’t determine whether
they’re fake or not. Contemporary art is a space that defies the consumerist society, a
space for people to stop and think, a space of contemplation, critical reflection, and inner
experience. However, as contemporary art today introduces “information flow and
fragmentary experiences of the media,” should we create artworks that are more
interactive and sensorially stimulating to make them more accessible to the public, simply
because viewers nowadays have grown accustomed to the stimulation and interaction of
social media?
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Of course not! Mi Mi Mew Mew is not just about acrobatic, eye-catching effects. When
referring to the ready-made experience of internet fragmentation, great works don’t just
affirm or follow the trend without a second thought, nor do they simply deny and criticize it.
Instead, they “over-affirm” it, accelerate it, run it wild, and push the sensory experience to
the limit! In contrast to the negative critique of the status quo, the German media theorist
Wolfgang Ullrich suggests that exaggeration is “a way to free humans from the fetters of
particular frameworks of thought. It is a way for people to draw up theoretical structures,
cast doubt on the legitimacy of ideologies, and promote a satirical attitude.” [6]

As the frenetic dance movements are pushed to the extreme, the over-stimulated viewer
begins to reflect on the various absurdities of the internet that are taken for granted and
develop an alternative and reflexive critical consciousness (which is different from critical
thinking that is didactic and condescending). Furthermore, the meta-approach to camera
movement allows viewers to become reflexively aware of their act of “seeing” rather than
simply being immersed in the audio-visual experience.

On the subject of the nonsensical connection of fragmented trash talk, Neil "Post-man"
criticizes in his book Amusing Ourselves to Death the fact that the information flow of the
age of television consistently promotes the fragmentation of knowledge: "that television's
conversations promote incoherence and triviality [...] Television, in other words, is
transforming our culture into one vast arena for show business. It is entirely possible, of
course, that in the end we shall find that delightful, and decide we like it just fine."[7] In
contrast to the structurally rigorous discourse of written culture, television and today's
internet tend to enforce fragmentary, meaningless, and superficial scenarios. We are
transformed by the media into accepting emotionally stimulating entertainment and believe
that the written words of rigorous thinking are old-fashioned and out of date.

Based on the varied nature of different mediums, Post-man considers "consumerist
entertainment" (television performance) and "serious thinking" (written discourse) to be
fundamentally incompatible, believing that we will lose the ability to think without a return
to the written tradition. In comparison, Mi Mi Mew Mew operates according to a state of
mutual infiltration instead of the logic of mutual exclusion — who's to say that we can't
think with focus while distracting ourselves with entertainment?

We don't just amuse ourselves to death. When amusement is turned up to the max, we
also begin to think reflexively about how we’re being controlled today and led more and
more by superficial emotions. Of course, you can immerse yourself in excessive effects
and become brainwashed by sound and light, yet the reflexivity of these artworks also
points toward the interrelationship between the media and makes us reevaluate our digital-
zombified daily lives.

Do U know? The future of digital zOmbies is upon us! W3're d1gital zOmbies an) th3 k1nd
t#at's allve! H3h3h3

Notes
[1] Leading essay film artists include: Jean-Luc Godard, Harun Farocki, Chris Marker, and

Hito Steyerl; Ho Tzu Nyen, Hsu Chia-Wei, and Liu Chuang also incorporate similar
techniques in their work.
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The works mentioned in this article are by the artist Li Yi-Fan:
A: Important_message.mp4 (2019)

B: HOW DO YOU TURN THIS ON (2021)

C: Boring Gray (2021)
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What Makes Us Rise Up? Art and Movement

5% | SRR

A dancer enters a dark space from the back and cuts through the crowd sitting on the
ground. The dancer seems to carry something heavy on her back, and the crowd makes
way for the dancer to come slowly forward. Soon, a dazzling whirlwind of body gestures.
The crowd begins to merge with the dance; we are no longer gazing at a proscenium
stage from our individual positions but transformed into a dancing, contagious human flow.
As the dancer glides through the spectators and brings chaos along her way, we are lost in
the middle of a storm, bumping accidentally into each other, relocating, not knowing where
to look or where to go. As if falling in love, we become nervous, sweaty, vertiginous, and
uncertain, fretting and enjoying this contradictory tension as our presupposed body
positions lose any sense of relevance.

The revival of Wang Shi-Wei's Masses at Cloud Gate Theater in 2021 has rekindled a
desire to revisit the relationship between art and movement. What are we in this
relationship? By what means do we become the masses? How do we prevent the masses
from turning into a homogenized collective while maintaining their inner selves? What are
the affective forces that mobilize the masses? And what is the relationship between art and
movement?

Works about the relationship between “art and movement” always encounter the
contradiction between aesthetics and social reality. Is it the artists that co-opt the
movement (in order to realize their individual aesthetics by exploiting the movement)? Or
is art only an instrument for social change (social change is more important than art)?
[1]The popular belief in the incompatibility of art and movement has discouraged artists
from direct social intervention despite their strong sense of social awareness, as they are
wary about the risks of inadvertently exploiting social movements by reducing their
irreducible sensibility into rigid “art forms.”

"Media Representation" and "Live Intensity"

To me, the most important question is not whether we are exploiting social movements but
how artists might “transform them,” overcome their simplistic "media representation," and
“‘increase its intensity” (instead of decreasing it) in their artworks. Let us recall the time of
the protests in Hong Kong and the brutal images of the protests we witness on social
media every day back then: water cannons, smoke, masks, head injuries, symbols of
impassionate accusations. Although these images are able to convey the situation in Hong
Kong to us through the media, they also diminish the intensity at the actual locations.
When we regard the pain of others, the circulation of harrowing photographs of
suppression supplants our corporeal perception with the gaze. Our bodies are gradually
paralyzed by this sort of sensational media coverage and we are at once infuriated and
powerless.

The nervous running and hiding, the constant fear of getting caught, the accidental
gatherings, the beating of the heart — these sensations are difficult to convey in full
through the media. Consumerist television channels show an endless stream of bloody,
shocking news stories, only to follow them up quickly with ads, which seems to suggest
that we should take these events more lightly. In contrast, art offers a space unlike that of

55



the media, providing more comprehensive contexts that also shape the events
themselves, mobilizing space, light, sound, smoke, and the viewer’s movement to lead us
out of our shells and immerse us in the actual situation.

:I'he Alternative Intervention of Aesthetics

Of course, some might think that I think too highly of art. From their perspectives, art is
merely produced by the bourgeoisie for their visual enjoyment, a cultural taste constructed
by the elites, and the collusion of the structure of power. Discourses on aesthetics have
been so exhaustively deconstructed to the point that the concept itself seems to have
become a derogatory term of pedantry and conservativeness (compared to the radicality of
action). Nevertheless, art does indeed provide us with an “autonomous region” in which we
can reflect on, criticize, and expand our perceptual experiences. The tradition of “aesthetic
disinterestedness” since Kant likewise aims at emancipation and freedom. Although the
notion of aesthetic autonomy is currently seen as a status symbol of the bourgeoisie, since
activists believe that social intervention through action is the better path to change society,
actions such as revolution, play, intervention, and reformulation are in fact inseparable
from the concept of “aesthetic autonomy.”

Aesthetic autonomy is not a symbol of taste; it is more about reshaping the perception, the
opposition to oppression, and the aspiration for freedom. Aesthetic autonomy is not the
consolidation of personal taste (personal branding and art fairs, among other things, use
individuality as their selling point), nor the diminution of individuals in the name of
collective action; instead, it aims to forcefully reclaim the “public,” produce of “new
assemblies,” and shape “alternative masses” in a time of privatization and individualism.

Aesthetics is an alternative form of intervention. Unlike the teleological concept of
“‘instrumentality” (how humans are determined by the social fabric), the accidental,
aesthetic assemblages, like love, change the status quo. In these assemblages, the
masses are no longer homogenous and led from top to bottom; instead, they are “multiple
masses” in which our “inner experiences” are transformed into “public experiences.”

Aesthetics is no longer focused on self-indulgent personal happiness (which reinforces
individualism, I'm so lonely), nor the rational consensus of public discourse (often
emphasizing the discursive logic and rejecting all sorts of irrational noises). It is, instead, a
kind of collective experience that is "both personal and public," "within and without," in
which the subject is no longer a fixed position, but a belligerent, mixed, and fluid
becoming-subject interdependent with others.

The Experience of Interwovenness, Ecology of Equality, and Unpredictability in
Masses

As we come back to Masses, we might, for a moment, bypass the relationship between
social issues and civil movement, because pursuing this topic could easily lead to the one-
sided condemnation of state hegemony and thus subordinate the work to the social issues
at hand (which is what many criticize as "art taking advantage of social issues").
Furthermore, although Masses seems to "have recreated the scenes of protest on the
streets of Hong Kong" in the theater by employing imageries and effects such as swirling
smoke, clamoring voices, symbols of protest, and black clothes, this is not all that there is.
More importantly, we must take a closer look at the "operative approach of the work," or, in
other words, how it "makes use of the masses."
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First, there is the relationship between the collective and the individual. Given that only a
single dancer, the choreographer Tien Hsiao-Tzu, is seen throughout the entire
performance, is it correct to proclaim that the dancer represents the masses of protesters?
Of course not! The masses are not what the media represents, but an intense inner
experience. It is not the medial gaze of the subject-object binary, but an infiltrating,
ecological, and reciprocal experience.

Second, since there is a solo performance, is the dancer, therefore, the protagonist of the
dance? The answer is likewise no! As is with the Hong Kong protests, here we are also
dealing with a “decentralized” operation. Besides the audience and the dancer both
functioning as “the masses,” who form a duet with their body gestures, it is, more
importantly, the “inanimate masses” — the sound, light, smoke, umbrellas, masks, black
clothes, descending light tubes, and various objects on stage — that act as both co-
participants of the performance as well as agents. We should not restrict the masses only
to the “dancer-spectator” humans, but must also take into consideration the organic,
ecological network created together by the objects and the masses. Hence, it is this
“ecological network” that is the true protagonist of the piece.

Third, is the drive, body infection, and osmosis of the ecological network only a stance
against “the sense of alienated distance”? As a matter of fact, the spectators are not forced
to move; they can, instead, also choose to “remain where they are” and refuse to assist or
support the dancer as she falls, grasps, and stumbles during the course of the
performance; they can maintain their reason and regard other’s pains from a distance, or
even decide to hold their ground during the opening scene during which the dancer directly
walks through the audience and force her to make a detour. This relationship between
“immersive participation” and “detached observation” likewise echoes real-life protest
situations, where some observe the scenes from afar and others directly and
enthusiastically take part in the action. And most importantly, the performance is not
entirely controlled by the director: the audience functions as the main factor of uncertainty.
Everything hangs in the balance, and the audience is bestowed with a great amount of
liberty to interfere with the dancer’s choreographed movements.

What Makes Us Rise Up?

The experiential, equal, and serendipitous nature of the work evokes a sense of
playfulness. The masses are not a homogeneous crowd controlled from the top; instead, it
is a fluid network that is decentralized, accidental, randomly converging, and full of life.
Most importantly, Masses engages critically with the “medium of theater” and its original
function as festival and assembly. If we take a look back, we can see that theater originally
served as assembly; it not only offered a space for people to watch performances (thus
becoming “spectacles”) but also created an “alternative public space” through the
expansion of its affective influence (which is not pre-determined, but interventional,
accidental, and unpredictable).

In the last scene of Masses, the dancer opens the window to let the "outside world" into
the "fictional theater," releasing the tension of the depressive, suffocating, tense, and
shifting sensory stimulations, while also leaving room for the audience to reflect on the
impassionate intensity they've just witnessed. In addition, the show also ends without a
curtain call, signaling the fact that social movements "never truly come to an end." To
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conclude, | would like to quote the inspiring words by the art historian Georges Didi-
Huberman from his book To Desire, To Disobey: What Makes Us Rise Up:

To rise up? First, to pick up one's fear, no doubt. To throw it away. Or even to throw it
directly in the face of those who draw their power from organizing our fears. To throw it
away, but also to spread this very gesture. To give it, through this, a political sense. It is to
have aroused one’s desire. It is to have seized it — and with it its expansive joy — in order
to throw it in the air, so that it extends into the space we breathe, the space of others, and
the entire public and political space. [2]

Masses successfully rejects the discourse-centered didacticism and the reductionism of
visual media and transforms the “audience of visual observation” into “masses of physical
participation” by means of our bodies, gestures, and ambience. Bodies collide in the
theater space. We conjure up gestures of revolution, resistance, vulnerability, and pain
from our muscle memories buried deep within our bodies, releasing these gestures from
the corporeal confines of today’s system of privatization (the affective control of the
media). As aesthetics reshapes our depleted desires and exerts radical force, we are
allowed to develop alternative desires and passions once again; we dance like Bacchus,
the god of wine, and we are equal like water, like beasts, like everything, like the universe,
like chaos — like, Mi Mi Mew Mew.

Notes

[1] Since Mi Mi Mew Mew underlines the apposition of hybridity and paradox instead of
that of mutual exclusion, it detests the binary logic of mutual exclusion between "art" and
"society."

[2] @B-THWE (Georges Didi-Huberman) (FR& &) > (BREFRE : AAERFHESF
&) - (ErsEio) 5528 (2018) :39-104 -

All images in this article are courtesy of Dynamo Management. Photographer: Liu Chen-
Hsiang.

58



"We," are Dust and Noise

5% | SRR

"The storytellers have not realized that the Sleeping Beauty would have awoken covered
in a thick layer of dust [...] Meanwhile dismal sheets of dust constantly invade earthly
habitations and uniformly defile them." - Georges Bataille

People often overlook the fundamental conditions of everything as they focus their
attention on the knowledge of modern civilization, and theorists since Foucault have
devoted themselves to showing us how this cognitive system is constituted, and how
humanities should not be taken for granted, or rather, how the things we see, sense and
know are the product of various cultural conditions. Cultural studies and contemporary art
aim to deconstruct these cultural conditions and raise awareness about linguistic,
symbolic, and historical violence. However, in recent years, artists have moved away from
the deconstruction of power structures such as culture and language (a method developed
by conceptual art) and are turning towards operating the Mi Mi Mew Mew cosmoses.

Is It a Signal, or Noise?

Everything we see, know, and sense today is based on a "system of exclusion." In ancient
Greece, this system is the voice of reason: only men were allowed to possess it, while
women and slaves were seen as noise by the system. Fast forward to today — the age of
Meta (Instagram or Facebook) — and it is the "face" that is identified, prioritized, and
consolidated by this system as the definitive human feature; anuses and genitals are
considered to be visual noise and must be excluded from the system without delay.[2] This
“winnowing” process permits us to swiftly grasp the meaning of things and establish a
hierarchical order, yet it also forcefully reinforces the existing system of clarity and filters
out all the noise. And oftentimes, Mi Mi Mew Mew is the noise that must be excluded by
the voice of legitimacy.

Noise includes political issues that often appear in contemporary art exhibitions and
international film festivals (refugees, immigrants, migrants, diaspora, LGBTQ, and people
whose identities are difficult to anchor); however, as these issues are gradually
consolidated, noise also seems to be co-opted by the political system. While major
international biennales rarely miss out on these major topics, they likewise cannot avoid
the problem of the exploitation of minority identities.

However, as Ranciere suggests, the political is not chiefly about the political correctness of
advocating for minorities, but about the radicality of the "operation"; not making the other
(noise) visible, but allowing it to challenge our framework of the sensible and to speak for
itself. This does not mean that artists should come to represent the other; instead, artists
should function as "moderators" and help bring forth these hidden voices.

Hence, the political is not about the political correctness of the issue at hand, but about
finding ways to "operationally" underline the noise and dissensions that cannot be easily
absorbed by the system, an operation that is both political and aesthetic. To uncover the
dust, considered often to be background noise, is precisely to challenge our usual
practices and customs.
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The Knowledge Operation of Dust

Returning to the overall ambient and spatial experience, the grand prize of the Taipei Art
Awards 2021 challenges the praxis of addressing major issues. In their award-

winning Ambient Extraction: sedimentary soundscapes in dust, artists Yen-Chun Lin and
Alois Yang employ live installations to express their concern for "alternative knowledge
production." This alternative system not only exceeds the human perspective (trapped in
the aforementioned predicament of political correctness) but also examines the absolute
objectivity contained within "dust" knowledge.

In a dark exhibition room filled with a faint purple radiance: slender sculptures attached
with sound-recording, radar-like objects. A large sculpture is placed in the middle, fitted
with a TV set; apocalyptic scenes of nature devoid of humans are playing on its screen.
Sounds rise and fall in the room, evoking a sense of intimate enclosure: doomsday
volcanoes, flowing rivers, and absolute silence (with bass frequencies). Through a glass
lens, light reveals the invisible protagonist of this space: dust.

Dust, often regarded as noise by the human subject, paradoxically and inversely becomes
the subject that "shapes the spectator" through the reverberations of sound monitors
(uniting invisible dust with ambient sounds). Recalling “the Zone" in Andrei

Tarkovsky's Stalker, the region of human civilization in decline, we enter a space filled with
dust, which encourages us to reflect on our own existence. However, in contrast to the
damp, tattered sense of nostalgia in Tarkovsky's film, the installations in the exhibition
room are cold and disinterested, like scientific detectors. This cold atmosphere creates an
interesting tension with the romantic inner universe.

The "Atemporality" Neglected by Human Time

Unlike the historical archival research or scientific experiments (based on empirical data of
the past), dust objectivity and future archeology, declared by the artists, are at once
scientific, historical, and aesthetic; they transform cognition into an "ambient experience,"
escaping the shackles of linguistic cognition, and is more concerned with regulating the
invisible ambience, creating "tactile experiences" that exceeds pure visual cognition (by
immersing the viewers’ senses and shaping them with dust soundscapes).

"Dust time" is unlike our human linear time. While linear time is often based on the
exclusion of unstable temporality, dust time is more entangled, an unstable temporality in
which the past is the future, the future is the past. Here, time is no longer the quantified
physical time, but the inner durational time. Instead of referring to dust time as non-linear
time (as the spectacle of consumption is also a non-linear time that incarcerates us), it
may be better to describe it as "atemporal time": it is not the linear or non-linear time that
privileges only human history, but a time in which species can coexist and the Umwelt is
considered as a whole.

Furthermore, similar to how the artist Wu Tsan-Cheng introduced natural soundscapes into
the art museum in his solo exhibition "10 - Taiwan Sound Map Project," Ambient
Extraction also adopts natural sounds from the outside world as "ready-mades" and
transfers them into the white cube. Nonetheless, in comparison with the natural sounds of
Taiwan gathered by Wu, those of Ambient Extraction are collected from more unusual
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locations (namely, dust sounds from the British secret Atomic Weapons Research
Establishment) and are combined into a complex sonic amalgam that evokes cosmic noise
or apocalyptic cries.

iExperiencing Sound and Ambience

In regard to creating acoustic ambience, whereas Su Yu Hsin explores in her

work hibernatemode the alternative temporality of moss with the arrangement of image-
sound-essay, the artists of Abstract Extraction focus on dust time. These "non-human"
concepts of time greatly challenge our "human preconceptions of time" (linear or non-
linear). The situation and the invisible air are now the foci of the experience, taking the
place of the human voice.

Even so, we should still note that this sort of non-linguistic "situational experience" is very
much in compliance with the neoliberal "experience economy." In the age of co-opted
experiences, our feelings are constantly controlled by invisible situations, as we no longer
consume visible, concrete objects (Deleuze's concept of "societies of control"). “Objects”
are no longer exterior, but are transformed into the viewer's subjective experiences (when
visiting a coffee shop, we are more often than not consuming the invisible experience
itself). The difference is that, while neoliberal experiences are geared toward persuading
people to consume feelings of self-satisfaction, turning experiences into commaodities,
artistic situational experiences are purposeless and directionless, encouraging people to
contemplate their own existences and reflect on the world and the universe.

Dust Ambience in the Background

Abstract Extraction not only makes dust visible but also “makes it speak.” It brings dust to
the visual foreground and uses it as “perceivable background noise.” Thus, the
background is transformed from an inert material complementing the subject into vibrant
life. The goal of Abstract Extraction is not to represent dust with imagery but to make
perceptible the “information flow of dust” which had, until now, been relegated to the
background.

Like noise, dust — suspended ambient particles that permeate the air — is endowed with
a high level of "materiality" but often neglected or scorned by humans. While the modern
code of hygiene and cleanliness prohibits artworks and commaodities from being
“contaminated” by dust (laboratories are likewise dust-free environments), artists strive to
reverse this relationship by adopting the "environmental background" as their creative
motives. This ethos can be traced back to Erik Satie's concept of furniture music in the
19th century, to John Cage's 4'33” and its move towards environmental sounds in the 20th
century, and later to Brian Eno and his advocacy for ambient music.

From "Eschatological Dust" to "Vital Dust"

Ambience also has a close relationship with dust. From Man Ray’s Dust Breeding, a
photograph of Duchamp’s The Large Glass, to the curatorial response to this work by
David Campany, the photography exhibition “A Handful of Dust: from the Cosmic to the
Domestic,” artists have often tackled the question of invisible dust. Building on Bataille’s
theory of the ontological amorphousness of dust (cosmos), they indicate that “it [dust]
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embodies a cosmic time beyond human scope or hope. Returning eternally, dust will
humble civilization.” [3] Compared with the speculative history of dust, the history of
human civilization, while seemingly great and magnificent, is, in fact, only a drop in the
ocean of time. [4]

Both Bataille and Campany consider the relationship between human impermanence and
cosmic dust from the Christian eschatological perspective (ashes to ashes, dust to dust).
By contrast, | would like to borrow the Buddhist concept of "huan chen" (4], illusory dust)
to propose a different perspective. Unlike Christian eschatology, fatalism and its view of
human's inherent impermanence, or Buddhism's disapproval of earthly illusions, the
illusory dust of art reappraises the phenomenal world, often taken for granted, to affirm the
reality of virtual illusions and encourage us to reflect on the circulation, interweaving, and
movement of dust particles. If, for Bataille, dust is a symbol of death, then "huan chen" is a
symbol of circulation, life, vitality, ecology, and flow.

The stable world we perceive is limited by the scope of human speech. The
amorphousness of “huan chen”reveals the underlying and true nature of things. It is not
the romantic subject of idealism, nor the materialism of science, but the fundamental
materialism that is “both materialistic and idealistic’ — the cosmoses forever colliding with
each other. The cosmoses in constant movement and the memories of dust in the air bring
to mind a conjecture that the scientist Charles Babbage made in 1828, which prefigures
and becomes the operational reality of Ambient Extraction:

"The air itself is one vast library, on whose pages are for ever written all that man has ever
said or woman whispered. There, in their mutable but unerring characters, mixed with the
earliest, as well as with the latest sighs of mortality, stand for ever recorded, vows
unredeemed, promises unfulfilled, perpetuating in the united movements of each particle,
the testimony of man's changeful will. "

The "We" of the Story

We, become dust everywhere.

We, lurk imperceptibly in the dark.

We, are like dissonance disowned by the melody.
We, are mixing into messages.

We, collide with air particles, merging with human dander, cat fur, viruses, saliva, and other
suspended, inorganic matter.

We, morph into ambience and formlessness, no longer being the stable human subject,
but the heterogeneous "we".

We, are no longer a community created by excluding others (anthropocentrism,

xenophobic, stable communities such as the Nazis or Trump supporters), but the “we” that
endorses the Other and changes with it, an unknown we.
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We, are made by superimposing the dust of the past and the future. No longer the stable
subject of linear time (only humans) but the “we” that incorporates various elements: dust
from the big bang, meteorites, dinosaur bones, pollen, cellphone materials, the dead, and
the unborn.

We, are the swarm, the flow, the field, the force, the meow, and the universe.

Notes

[1] Georges Bataille, 'Poussiere’ , Documents no. 5, 1929, p278-279.

[2] Furthermore, in his essay "Proxy Politics: Signal and Noise," the artist Hito Steyerl
discusses this operational system of faces and anuses. Like dust, anuses are also noise
that exists but is often obscured. https://www.e-flux.com/journal/60/61045/proxy-politics-
signal-and-noise/

[38] A& - KIH/E (David Campany) (BRIRIE - =R &2) (EER : EFEHIEF) -
afm : B EEEMEE > 2020 - B174 -

[4] The art historian Yve-Alain Bois once used Bataille's concept of dust to discuss how
human architecture is doomed to extinction. Later, he also adopted the concept of
"formlessness" by Bataille as the central motive for an exhibition he co-curated with
Rosalind Krauss at Centre Pompidou. "Formlessness" is also a key concept of Mi Mi Mew
Mew. Bois, Yve-Alain, and Rosalind E. Krauss. Formless: A user's guide. New York: Zone
Books, 1997.

[5] Charles Babbage, The Ninth Bridgewater Treatise. 1828. https://victorianweb.org/
science/science_texts/bridgewater/intro.htm
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Reshaping the Landscape of the Afterlife:
"Sketching That Head, and the Stories of Its
Body - Hsu Che-Yu Solo Exhibition"

5% | SR

"The phenomenological 'becoming aware' of the body has turned into the uncanny: the
production of the double, the membra disjecta, the fantasy of suffocation tied to the fear of
being buried alive, and the split into two of the ego, which no longer gathers its organs
together but looks at them as though from outside." - Rosalind E. Krauss [1]

How can we represent reality in the contemporary world, where the excess of images in
the media and the overabundance of composite images have blurred the line between
reality and fiction? What is the relation of violence, death, and darkness to reality? How
can we reconstruct a "crime scene"? Or invoke memories unstable and irregular like the
land and shatter the illusion of continuous memory (the media and history)?

With the endless barrage of media images, a damp, vague, dejected, weary, and ominous
sensation lurks beneath the surface of our times. Wars, pandemics, and planetary crises
today are mostly mediated by the media. We seek out different "mediums" (from news
media to the metaverse) to "represent" reality as best as we can, but are confronted with
the dilemma of media "representation" being always "a distortion of reality."

The media landscape has also undergone significant changes recently. While the mass
media once played a substantial role in shaping our memories, the emergence of social
media platforms has undermined our ability to construct “collective memories.” We have
lost our common ground, as tribes are becoming insulated thanks to big data analytics. If,
in the age of television, our memories had more or less been based on a shared
foundation, then online platforms today have deprived us of this foundation, compensating
for it only with what they provide, and we are left with fragmentary memories that are
dispersed, ambivalent, and irreconcilable (truth is irrelevant, efficacy is everything).

Memory and Forgetting in Media Representation

Having lived through the transition from the “age of television" to the “age of computers,” |
have noticed how our collective memories have rapidly been erased and forgotten. We
continue to externalize our memories (writing, uploading posts and photos, and producing
news stories) and contribute to the process of forgetting. Plato once wrote about the
paradox of the relationship between writing and forgetting. Nowadays, it is the relationship
between "representation" and "forgetting" that is amplified. Representation and forgetting
are frenetically intertwined with each other; it seems that we have documented everything,
but nothing is actually remembered. How can we overcome this paradox and restore our
memories?

Ever since the radical deconstruction of "reality" by the postmodernist movement, we have
been trapped in the realm of relativism: nothing is real anymore; we are left with infinite
simulations and "representation after representation after representation..." (e.g., the cycle
in which we take a picture of a living cat, upload it, and reproduce it in the real world). To
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confront this dilemma and tackle the problem of “post-truth” exacerbated by the rise of
internet platforms, | wish to reaffirm the importance of “alternative truths”; alternative truth
no longer asserts that “reality is superior to fiction”; instead, it stands in relation to
“fictional” feelings such as affect, death, noise, impurities, unstableness, the uncanny, and
impossibilities — fragmentary and dismembered realities: posthuman techniques of affect
movement.

Brief Notes on the Exhibition Scene

The camera cuts to the exhibition "Sketching That Head, and the Stories of Its Body - Hsu
Che-Yu Solo Exhibition," a collaboration between artist Hsu Che-Yu and writer Chen Wan-
Yin. As we enter the dark exhibition space, we are greeted with a screening of The Making
of Crime Scenes; large-scale, coarse 3D model images, somber, desolate wuxia film
sequences, and casual scenes in a karaoke bar meet us head-on. Soft cushions on the
floor hint at a laid-back viewing experience, but the images displayed are hardly laid-back
or heartwarming; instead, it is an act of remembrance filled with brutality, darkness, and
fissures.

We turn left and enter the next room, which showcases the work Lacuna. A whispering,
bleak, and dark narrative sweeps over us, with hand-drawn human figures pasted onto
realistic settings; scratch, distortion, eyeball movements, and idle chit-chat take the
protagonist's nerdiness to the extreme, accompanied by unsteady handheld shots from
private home movies. Ominous intentions of murder lurk beneath the seemingly innocuous
everyday conversations; heads detached from their bodies are inadvertently invoked in the
narrative.

In the gray, dark space located further inside is a "material installation," the first work from
the exhibition that is not a video projection: a gray severed leg leaning against the wall, a
slanted television, and a vague, abstract picture painted in a gray-white hue. Reality
seems to have been stripped of its colorful and alluring exterior, smeared over with a layer
of gray with a suspenseful, fragile, and broken tone.

At the farthest end of the exhibition space, we see Rabbit 314; its intense, eerie rabbit
images of terrible clarity strike us in the face: a rabbit's corpse performs the movements of
a living rabbit (scratching and licking its fur). As the puppeteer reenacts the rabbit's
gestures, the camera draws closer to the dead rabbit's fur, inducing a sense of tactile-
visual dizziness in the viewer; the rotten stench of death oozes out of the moving images,
a striking example of synesthetic experience created by visual stimulus. On the other side
of the room lies the distorted projection of The Unusual Death of a Mallard. Ducks,
animals, and children wander through the physical environment with stunning
verisimilitude; yet their scanned models on screen are imperfect, coarse images constantly
breaking apart, metamorphosing, and displaying their flaws.

Filth and Fractal Surfaces

If the images of the mass media and historical representation (modeling) are primarily
visual, like the impeccable, plastic skin of internet celebrities, the technological models in
Hsu’s work are wrinkled, scarred, and mutilated, resembling geological landscapes with
their ragged, rough, and fractured surfaces. If mass media content, official histories, and
collective memories, as well as scientific records and criminal archives, are “Earth images”
— the “Blue Marbles” of cleanliness and order — which are “observable and controllable”,
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“planetary images” move along the ground, infiltrating the muddy, filthy, damp, vague, and
textile surface, which causes us to remember our daily lives in a completely different
manner.

Bodies are no longer whole; they are severed and decapitated. The viewers, like
detectives, gather hints in the exhibition rooms and actively piece together their own
fabrications. We come to realize that the mass media, scientific specimens, criminal
archives, and collective histories all seem to minimize the complexity of life. However, Hsu
does not shy away from the mediums; instead, he manipulates them in a private and
everyday fashion and is not afraid to expose his own position. [3]

The Collective and the Private: Entangled Geological Skins

As to self-disclosure and private sensibility, in the recounting of the assassination of Henry
Liu in The Making of Crime Scenes, we not only see the assassinator, Wu Dun,
enthusiastically reminisce, as well as the graphical modeling of his memories, but we also
witness the artist interviewing a 3D scanning team in a karaoke lounge, and hearing them
talk about how they perform forensic scanning at gruesome crime scenes. After the
camera does a 360-degree survey of the lounge, we see him on stage ferociously singing
the chorus of Dave Wang's "One Game, One Dream." [2] Coincidentally or not, in The
Unusual Death of a Mallard, during a transition in which the camera pans over an uncanny
coat of stain on the floor in a karaoke bar, the female protagonist is, similarly, singing A-
mei's "Can't Cry It Out." The violence, trauma, and fissures concealed in our past intersect
and intertwine in our collective memory of '90s pop music.

Hsu’s camera movement reconstructs the scenes as he transforms real-life scenarios into
3D models. In The Making of Crime Scenes, the artist abandons his trademark “handheld
perspectives” (with its authentic home-movie texture) in favor of “non-human
perspectives,” like model shots that continuously glide, scan, and reconstruct reality (even
the camera movement of the live wuxia sequences look like 3D models). In the last shot,
the floating, spectral perspective surveys the geological surfaces and brilliantly
“penetrates” Wu Dun’s 3D-modeled head, blurring the line between the inside and the
outside; we are no longer watching Wu Dun’s memories from the outside but seem to have
folded into the narrator’s interior. The viewer is forced to wear the “skin mask” of the
protagonist; our memories become entangled in the collective memory of wuxia movies,
bloody news reports, and karaoke lounges.

Embracing the Afterlife! - Beyond the Representation of Nightmares

Our camera cuts back to the “alternative truths” mentioned earlier. While mediums,
scanners, and modeling distort our reality, is it not better for us to take back the scanners
instead of letting the media, private corporations, and ideologies control them and
manipulate reality? To reconstruct our own models? To thrust the scanners inside Putin’s
head? Or to “reduce” the clarity and integrity of the modeling? Why are we content to live
in a tribalized present controlled by internet platforms, unwilling to quit and reactivate
alternative collective memories offline?

Hsu often “shapes” his images into menacing, decadent, gloomy, violent, and sardonic
compositions; he also aims to reconstruct the impossibility of “death” by inducing a liminal
state that verges on the “afterlife.” What stops us from creating our own jovial, cheerful,
crazy, divided, and chaotic models in order to take part in the afterlife? So let us gladly
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pledge alliance with the animals, skins, severed limbs, specters, digital noise, and
festering geological pores of the planet! But don’t forget to stay close to the ground, as well
as the interweaving hybridization of inverted realities and Mi Mi Mew Mew, because we still
need to re-excavate the vestiges of our dark collective/private memories buried within our
island strata, in order to receive the alternative truths of the afterlife.

Notes

[1] Bois, Yve-Alain, and Rosalind E. Krauss. Formless: A user's guide. New York: Zone
Books, 1997, pp. 160-161.

[2] The song "One Game, One Dream" echoes Wu Dun's life experiences: the spectacle of
life is but a game, a dream. But this does not mean that games and dreams are therefore
fake; they are, to a certain degree, true in their own right.

[3] In his work, Hsu often reveals the "camera position," which makes the reenactments
more "reflexive" and prevents them from reinforcing the inflexible historical narrative.
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Mi Mi Mew Mew Manifesto

5% | SRR

Human, all too Human?
Mi Mew, Mi Mi Mew Mew?

Mi Mi Mew Mew is not only about cats. It’s also a reevaluation of our past, a reform of our
sensibility and imagination.

Mi Mi Mew Mew is not the (wholesome, funny, or cute) cat images that pop up incessantly
on your Instagram feed, but the feeling we get caressing a cat: the irreducible intensity, the
force of becoming, and sense of the whole.

“Information” on today’s social media is constantly reducing this irreducible intensity. Social
media is systematically weakening our complex feelings for cats into stickers, Cliff’s notes,
and infographics, to swiftly transmit messages easily digestible.

This information breeds binary oppositions that continue to infiltrate our everyday lives:
conservatives vs. progressives, dog people vs. cat people, Republicans vs. Democrats,
straight vs. queer, leftists vs. rightists, activists vs. art enthusiasts, the oppressor vs. the
oppressed. Regardless of our preferences for pets, the political logic of binary opposition
will ceaselessly shape our perception of the world.

Binary oppositions and superficial stickers are weakening our sensibility and reinforcing
the existing world order.

It’s not an easy thing to shape the existing world, because the content must be constantly
challenged and updated at an increasingly rapid pace, like the iOS update messages
regularly appearing, Elon Musk’s Mars Mission, or Mark Zuckerberg rebranding Facebook
as Meta. In place of the existing world, Mi Mi Mew Mew is concerned about “potential
worlds” — ontological worlds, transcendental worlds, impossible worlds, emerging worlds.
These are undoubtedly not the “metaverse” Zuckerberg is speaking about, which is
controlled entirely by capital and data.

Today, we are often scorned by cultural studies scholars if we don’t mention culture before
discussing ontology, since metaphysics and ontology are both universal assumptions
developed by white men, based on the exclusion of non-western perspectives, and neglect
cultural and normative differences.

However, if we ignore alternative possibilities, we will often retreat into the “empirical
world” and reinforce the existing world order.

The Mi Mi Mew Mew Universe eludes the empirical, existing world and escapes traditional,
metaphysical frameworks.

In double dissociation, Mi Mi Mew Mew is closer to the alternative universe. It is a political
stance. It is new as well as old, Western as well as Asian.
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Mi Mi Mew Mew endorses paradoxes. It neither creates consensus by resolving conflicts
nor adheres to the axiom of “new is always better”.

Mi Mi Mew Mew applies “both/and” thinking, juxtaposing contradictions like dreams. It
does not follow linear time (like the unwavering friendship and company of dogs) but is
situated in the perpetual moment.

Mi Mi Mew Mew resists the governance of the state and capital on (cyber)space; it
occupies existing space and allows people to dream. Like cinema, Mi Mi Mew Mew
reinvigorates our weakened imagination that is ravaged by consumerism.

Furthermore, Mi Mi Mew Mew is also about “discourse”. Mi Mi Mew Mew does not invent
new words. Instead, it borrows, reinvents, and appropriates words. Mi Mi Mew Mew does
not seek to invent new languages for new concepts (like “body without organs”) but is
always able to find cracks within the usage of existing language.

Mi Mi Mew Mew is not “interdisciplinary”, “start-up”, “new” or “technological”, but is newer
and more interdisciplinary than all of the above. Mi Mi Mew Mew not only reinvents words
and images but also reconfigures our imagination of the world.

Mi Mi Mew Mew is not about the visible, but more about the invisible infrastructure, the
underlying operative measures.

Mi Mi Mew Mew is virtual as well as material. It is the immersive, virtual images of the
metaverse, as well as its material foundation.

Mi Mi Mew Mew makes laugh and cry, but also reflexively aware of the material conditions
of its medium.

Mi Mi Mew Mew should not be the fabricated illusions of Hollywood movies and
consumerist memes, or the solemn medial reflexiveness of contemporary art (making us
aware of the manipulation of illusions).

Mi Mi Mew Mew is the illusion as well as its medium. It refuses to uphold the binary
opposition of high culture and popular culture (the truth of art vs. the falsity of
consumerism) and consistently merges contradictory elements together.

Mi Mi Mew Mew resists binary logic, “the law of contradiction” and “the law of excluded
middle”, which state that in case of contradiction there can only be one correct answer
(either society or art is more important). Mi Mi Mew Mew rejects this tendency towards
distinct conclusions. Instead, it returns to the state of chaos in which things are at once
artistic and social, aesthetic and political, vulgar and refined, obscene and normal,
retarded and brilliant.

Mi Mi Mew Mew lies beyond the constraints of all the disciplines, but is also their shared
foundation; In modernity, academic disciplines tend to embark on a process of
“purification”, establishing exclusionary boundaries between one another. Furthermore, Mi
Mi Mew Mew is also against the “interdisciplinary” craze, because interdisciplinarity is
already part of the establishment, a “discipline” in and of itself, and co-opted by
consumerism (leading to all sorts of co-branding frenzies). Mi Mi Mew Mew is the invisible
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foundation of all the disciplines, an a priori infrastructure, rather than a product of
experience.

The meeeethod of Mi Mi Mew Mew is closely related to:
Laaaatour’s STS (science, technology, and society)
Harman’s Object-oriented Ontology

Neeew Materialism since Deleuuuuze

Haraaaway’s Cyberfeeeeeminism

and the approaaaaches of contemporary art.

And all of them utiliiize:

Non-human perspective

Biolooogical entanglement

Complex intersectionality

Viscous and vibrating methods

the blurring of the boundaries between the humaaanities (politics) and science instead of
keeping them intact.

The difference is that:
Mi Mi Mew Mew is based on “voice” and therefore avoids the pitfalls of conceptual
assumptions such as “art” and “STS”.

Mi Mi Mew Mew is a return to the material vibration of the voice, the original reverberation
of creation, the sound of “Om”, but differs from this pure vibration in that it entangles more
polyphonic siren songs. Mi Mi Mew Mew disenchants existing disciplines and re-enchants
us with the sound, spell and magic of lips — vocal cords — the vibration of lungs.

However, Mi Mi Mew Mew is not a return to the natural and harmonious pre-modern
condition that invokes nostalgia or assumes a peaceful, spiritual foundation of mankind,
nor a return to the humanist tradition, championed by religious gurus or hippies.

The ontology of Mi Mi Mew Mew is: “specificity”, “contradiction”, “paradox” and
“heterogeneity”. Mi Mi Mew Mew embraces technology instead of our pure spirituality and
challenges all of the basic assumptions that proclaim consensus and harmony (which are
often exclusionary and violent in nature).

Mi Mi Mew Mew also exposes actively and forcefully the cracks of modern technology to
recontextualize and reinvigorate our technological usage, disenchants us with our
anthropocentric urge for control that is predicated on functionality, reason, goal-orientation
and consumerism, and returns us to the accidental, heterogeneous vitality of technology
itself.

Similar to big data operations, rather than focusing on meaning-based discourses, Mi Mi
Mew Mew is concerned about “non-cognitive systems”, attentive to constantly emerging
relations and connections.

This allows us to distance ourselves from the Habermasian ideal of “intersubjectivity”; in
the information society, we are all taking part in “interobjectivity”. As you read these words,
your unconscious activities — click behavior, dwell time, cursor movement — are being
tracked and stored as data.
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Mi Mi Mew Mew does not long to return to the humanist subject with its illusory freedom.
Rather, it is fully aware of the inevitability of our interobjectivity and is deeply engaged in it.

Mi Mi Mew Mew is also closely related to Benjamin and his theory of technical media,
because it rejects a return to the traditional aura of pre-modernity in the cyber age of
mechanical reproduction, choosing instead to recontextualize and create its own aura.

Mi Mi Mew Mew affirms the ambiguity of human-machine relations, rather than celebrating
traditional humanist values. Mi Mi Mew Mew is more machine than machine, more
humanist than humanism, more scientific than science, and more consumerist than
consumerism.

Mi Mi Mew Mew is the noise beyond the stable operating system and shows an affinity
with Kusanagi Motoko of Ghost in the Shell, Neo of The Matrix, and Dolores of Westworld,
blurring the human-machine distinction, deconstructing the discourse of man, and
challenging the operating system as its exception. Mi Mi Mew Mew appears to adhere to
the current rules of the information society, but has in fact existed long before its arrival.

If N. Katherine Hayles could proclaim in 1999 that “we are already posthuman”, Mi Mi Mew
Mew shall proudly raise the banner that reads, “WE ARE ALL MI Ml MEW MEW?”!
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