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Since the twentieth century, machine visions have developed rapidly in the scientific
and military fields, and the world has been condensed into an all-seeing picture. In
today’ s world of networked communication technology, such “machine vision” has expanded
dramatically, and its image archives have now become the world itself. The new machine
vision clearly represents a new kind of media ecology, but it is also arguably the new
visual problem of our time. In the deep entanglement of image, capital, and power,



reality disappears, and “humanity” 1is redefined.

This dissertation sees the Internet archive the new dominant symbolic form of our present
everyday lives, and offers a historical analysis of the visual/image of the Internet
archive, focusing on its multiple meanings and functions on the technological and social
levels. Combining with theoretical research, artist case studies, and the author’ s
own practices to analyze the technological, social, and digital-human environments of
the Internet archive, from the impersonal horizon to surveillance culture; image
production in the consuming society to self-surveillance :-+ from far to near, from big
to small, from the inside to the surface, from the environment to the individual.

The first chapter, “The Eyes Have It: Images in the World Archive,” explores the
contemporary situation of machine vision as a visual culture today and its context, based
on the present—day technological environment in which we live as the main foundation
for discussion. In this chapter, the first section, “From the Nonhuman to the
Impersonal,” briefly outlines the transition from the nonhuman to the impersonal vision,
a process that reflects the fact that in modern machine vision, images are no longer
directly associated with intuition, consciousnhess, or spirit, but are equated with
technology, machines, and instruments. The eye of the machine gradually detaches itself
from any meaning associated with the subject and moves towards a state of impersonality.
The second section, “The Evolution and Ontology of Visual Machines: from Kino-Eye to
Robo—Eye to Flying Eyes,” examines the evolution of the subjectivity of visual machines.
The discussion begins with the theory of kino—eye proposed by Dziga Vertov and continues
with Hal Foster’ s robo—eye theory based on Vertov’ s kino—eye, combined with an
examination of Harun Farocki’ s work. We then move on to the drone as a representative
of a new contemporary medium and as a technical object that is in fact an aggregate of
various human and nonhuman actions. The evolution of the ontology of machines—from trying
to replace the human eye, to ceasing to be relevant to humans, to using humans to support
themselves in the midst of their activities—is discussed in these three parts. The third
chapter discusses the image production of artificial intelligence to generate art, which,
showing the vision of the machine itself, is becoming a visual spectacle representing
a new future behind the manipulation of giant capital platforms and closed datasets,
as well as the work of a large number of backstage laborers.

The second chapter, “The Gaze: Surveillance to Self-Surveillance,” takes the social
environment as the context of the discourse. The visual machine hovering overhead and
the Internet present the whole world to people in the form of an image archive. While
people peer at images of the world through the archive, the archive also hovers overhead
with its eyes and our own eyes gazing at us. This chapter is divided into three sections
regarding digital panoramic surveillance. The first section, “The Machine Gaze as

‘Black Media’ ,” introduces the complete inequality between machines and humans in
terms of visual power. At the same time, what kind of gesture does a human under the
gaze of a visual machine present, and how does it differ from a normal camera device?
The second section, “The Giant’ s Eye and the Dragonfly’ s Eyes,” presents the
evolution of social surveillance techniques and culture through the comparison of two
films shot with surveillance cameras from two different eras: The Giant (1983) and The
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Dragonfly’ s Eyes (2017) —an explicit of today’ s surveillance system writ large.
Surveillance no longer represents a certain totalitarianism: the connotation of

“surveillance” has also changed drastically. The third section, “The Production of
the Gaze,” continues the conversation about webcams and self—exposure from the previous
section and refers directly to a mode of production in the “attention economy” under
the “digital wall,” which is the foundation of contemporary social media.

The third chapter, “The Model and the Platform — the Ultimate Performance in the 21st
century,” is divided into two sections, the first section, “Body Image and Public
Performance,” continues the topic from the end of the former chapter, focusing on the
survival of the individual and the activity of image production in the context of the
digital environment. The recipient of an image in social media is also the producer of
the image, and the fact that an image is produced implies the desire of countless potential
viewers (cum producers) to see and hopefully be seen—this is how social media works.
Therefore, it is not so much a production of images as it is a performance of images

And this performance will always be happening, like a non-stop production line, where
the individuals serve the model. Tt’ s the ultimate performance in the 21st century.
The second section focuses on several cases of artists’ practices using Google
Earth/Street View, extending the discussion of Andrejevic’ s concept of “digital
enclosure” mentioned in the second chapter and again addressing Foucault’ s theory of
surveillance and biopolitics.

The three paragraphs of this chapter reflect, in different ways, “a dehumanizing
mechanism behind the visual spectacle,” which, according to this thesis, is the essence
of the functioning of the commodified society.

At the same time, as a creator, I have long used the Internet as the main context and
method behind my work. In Chapter 4, “the generating anthropocene — machine vision
as wrapped dream” , I have selected three works from my Ph.D. period, all of which use
artificial intelligence techniques and all of which are data taken from the Internet

Through these works, we can perhaps see that, unlike Groy s view towards the archives,

in the context of the Internet archive nowadays, the fact of things, or rather, uniqueness,
is no longer the only criterion for judging value. Rather, it is the “model” that can
be mass—produced that is most valuable—and this is the main way in which a commodified
society works. What’ s more, the works cited here all contain a certain kind of
surveillance that is “invisible” but also rather “explicit” to images and individuals
in the age of consumption.

EERROES

FHOYANG Qinhua (37 - > o) 1%, HE - BEHE DT —7 1+ A ThH D, 2016 4,

BEEFANKF R T A VI (IE) ITAF L, ZDtk 2018 FIZ AR 1% HiFE
WCHEF LT, RO (S Lk LO%E) 2B U T, AR M ¥ —x v MEERIZ
BiFs, fimemg, BIOMEANEHRTBITETI7T 4 VOERET—~ L35, SEIFE

-3-



7R HWENFETR B 21T 70 > C & 7=, 2018 F(ZiXH[E « EHEFD Organhaus Art Space T
Metamorphosis Divide] & L7-ffRZ1TV, AR ETHICH, SKIP > 7 g
R=2—Y7 A (HAR-BE), Hong-Gah ZEffifiE (595 - Hb) . Blockhouse Gallery (HA -
B, 3331 7—Y TH (AR HH) G 7 — FAN—2Z (HAR - 35 . Calm&Punk Gallery
(AA - 30, Ha Rty (PE - ) . AARRDEIFRT — 7 = 27 4 7VL in
FfE (BAR 7). 2L TAHU T4 VR EC, BIIICHITEEENI 21778 > T T,

= IEE, HWEFIEO T —< TR RO OIS U TO LT 2B L T0D A, —HE LT
WDHDIL, TUXNVERN, B T 0 R AL IC L » T, BEDEESCEADIFEN, ED L
INCEL, BELTHL ONEW S RBEER. £7-. TOERICHDEARTF="EE L IHED
TRICBIT A, £ (B PmS Gl LW ook z, #ERIcFRET 2L
Thb, 7T 2T VALERD, BHEELLEAV By 70Ty F—7D‘i Alpk T <
(Citius) . £V E< (Altius). L Vi< (Fortius) | ThAH LT, HETRELEEINTZ
FANDHRA " X —Fy MEIZBWT, ELIRI LV %)OD W tkz%h%ﬁi‘%
\CHE ST DB CTH->TH (HDOWIEETHLNLZ%) BETHY, AxITEITE
hizp . HEROSEE LT, HOOFEEET D,

5 LI EOE fafE 2 ¢ MstahnTid, 29 LA RO 3 R s THRE)
(TXFS 2 BRI RN A B LTt i, 20 OB SUE & Hif, £ LTZIhbidE
MM SO Dt E tHE 9 & LT,

Ta o=y —N1972FIIBBC DT L E4EHES Y — X & L THIE L 72[Ways of Seeing
(AATEEL T4 A=) ] <0, ?I—AX 7 T4 R, 201942 BBC 7 VA4 4 THilfE
L?l [New Ways of Seeing] T/RL7=L 212, FAebOLOORGIE, (72 & 2 EEhE

mebtkbf%)%@ﬁa®ﬁA%%ﬁ Z L CHIRCBREEIC Lo TREL EDHHNT
W5, FFIXZOFTINT, RIS DEI A T AO/RRE, I AT L) ESA
IERRIZ LR (O« T b 7D X)) - T A)) IZBE, ZZ0bSHDA~Y—KT
FRowT eV ay (NTARE) 1ICE S BEARM) FIROEES WEsLH o 0h) 22
MOAEFNZSESERUL (BHDWNIHES) ZimUie,

AAZIZHL, ETAICH L, FIUIRREZERT D0 CTh 2 LRIFC, FikT 25T
BD, AT 4 T EWVOHANEL, ZNEERT—HA T THY 7~734’ T HMESIPBUR &
EBHIFEODNTND, AGwLD Y 5 —o0lit, ZDO7—hA 7, FHIA X —F > A
ST APy ﬁ%ﬁ@&mM7~ﬁ4ﬁ(%émi&ﬁ%7~w4ﬁ®ﬁ W ThDH, 2
Tx)be 7—a ~#\ T —hA TNFEORFEE LT, HSHIHIOMREE R L Qb &5
2T LRI, FEITET, AV =Ry b T—IATe~w - BV a VOB E
Bz o> W T fﬁ%ﬁvﬁﬁ‘*ﬁ“é L LA HOEAIIHIEe, 7—a—DRoN ) 77 4 =
TRV L, RIICE Z STV D KO R HESHERIDREEZ B E S LTy, el
Ay ANRIFA— R T b o H—Fy MTE-T, BRI T~ DU & ZiaT
W5, 29 LinA A—VHERIEEID, T 4 —~T 4T 4T 4% ZOMLDE-H7T—~T
HHIZT T, FELHOAWHEEN & EEE ORI > TL 5,

FXDFELIETIH, v EVar V) 7 =4 2L~ TAELT, BROIEARN L)
Cohd, b, Bt LRRiET —2 2415, b ABORESCBG IR E L
7oA A—=UNTR, = s EVa ANl oTA A—VIFEHRL, £/ - 7 A, gk 71,
ZLTRa— s ZREEPBRIC (AL BETAHINCE > T, BESh TN,

-4-



BROBTIL, RTHDb0T~TE, #BEOT Y v FISHEHEL, AT D8RI L - Tl
PHUITEEIZ 2D, 77 ) a Pk %7 U oA Z—OREEEL, R8G0S HEHIRY
IRBBIZA L, FERIIRBME IR - IR D, MIRITAHRIESN D Z LT, WIZE
DIFEDIRSZ WY RZ 9 L5,

T LAY T AR L T, RO RE L 7o - T — A T H 727 T
U ROPTHENY 7T 5, §2FIZOBROFEET 27 —h A U0, TEAN] O8NS Th
VAR OB, TbLRERHRNG, BEOEIR~ L2 LRz, B2 B OB
AT THRE ST 2 DO & i 925 2 & T U D, THUISHD 75 vay -xa)
=] W) BRIEHIEDAFERE DI L L7250 D,

B B EBIRO T —h A T2 ET DO, 4B ANTHEEMHIN D GERITEZE S T
i@w@t#)&m®¢ﬁ%ﬁﬁfwmﬁﬂjfké FFE OBRIC 7 A — I A% TH
B3 ECTESRIL. BEEO 19T I2XoT, T—HA VBRI —~T A U4 T 4 &FFD
KB LITERT 5, BV DO LY 27 B AL DHCA=XT U v « XT3
— ALY AP IRT B, A TA I =T AT DTT 4%*7
T % 2 L C, BFEHOT—4% v N e, NMZERELT D7 4 V2 —2k - T,
19 HfdREIZAE TN v 7 X7 ADOMEB S R I EET 5, BEADEEIL, %i%ﬁ@
Po—mMEDFR I TIIRL, F—ME2FRT QR a— KDL D eftm &5,

ZZETRARONIZZ & AEE 2 T4 CIEEE DME SRR U SHIE L7 BRI Z oW,
%@:/t7%&ﬁ&# EDILD, TNHIE, B 1~3 BTRROLNBIOIFFETHLH

ZZOERFAWEZ B L C, OO EFEmVEENTEEELERDEAD, HxD
%&Komf@ﬁﬁ@ﬁwéﬁ B2 LHIWE. & D\ & AWEOEE & FRRIER 2N ER S
NI W) T, ZOmSUTE SIZEHRRSLOOE SDOTEY HFEFBLL TS,

ZOMSTE L, PERICE L, FEITT ISR B, RA MO A A E T0D LT
TWb, SHOERITEX 2 T 41—, HOIWNFEFSBIFIC LD a2 ha— D=7
NTWEDIT TR e LAY— T 4 7D L ) iepaiiEihic, BbHE2% L5 (kL7 -
RT == A) [ZEo>TTON TS, 295 LcALSIE. 4 HOEE & 2—P—oREE
SRHME LT ETUHIND X HWEH D HDOD, (BITRFEEL TOZRWE LIy HipERE
> [3E09) 7B CAEPEDS, PEah ClIe < FBIEAE L TOD DITHENTE, Z O ChMER %
Wz, FifbT b~ reva, Tﬁb%fxhﬁﬁ@i%_kiéﬁkﬁ%ﬁﬁﬁwm
L ZIUS LD EN, A X —F > b T—IATIBITHT > haRterOEET

V. FRIPAFERICRIET 2 ET L) AL TH D, FEDND LI %i%#mf

WL 720 SR REWIZRY, ZLTEBILLIZOTH D,

29 LIENAEEE A, FAZEOKRE L LT, R EHLERZGT DI T b0 L
DD,

CUALRHT SE5L)



