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CHH|= mtE| David FATHI

e RES EQE Stk S5l0|E RE E21F), 2023-2025,
AEX| 7t LIS X} 473, SRl HICIQ, 32 1%, 7HAMXR.

The Machine Seems to Need a Ghost: White Cube
Collage, 2023 -2025, wall sheet print, four wooden frames,
single -channel video, 3min 1sec, dimensions variable.

2

oI5t YEOM Inhwa

(EEtAY WE) 2024 -2025, 3D HEME|E &K -&H4
(PC7Igt 7Het i, Y S8, H|ZL 27|, AFRIZ|A, HE,
F2|AE HES| FHRIS), AHRIR AIRE, 19% 45%, 7HHAX|.
Solarsonic Band, 2024 -2025, 3D performative
apparatus -environment (PC -based VR, mobile AR,
customized instruments, stainless steel, mirror,

and crystal devices), stereo sound, 19min 45sec,
dimensions variable.
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IZ2tof HattHtA Francois BELLABAS

(ZZEOLE), 2024 - §xl, =T HFE], MIDI ZHES2], YA,
CIAE|0], &AIZtO[OIX| ‘Y AZEQ0], AO|E, 7HAMX|.
The Protomaton, 2024 - on going, reassembled wall -
mounted computer, MIDI controller, webcam, display,
real-time image - generation software, cabling,
dimensions variable.
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240} HatHA Francois BELLABAS

Z228), 2025, 0|L| BFE], 72IX| HDMI C|AZ2[0],

BT HpF FHY|, QWAL EX|, AZES0], H0|Z, 7HHMXR].
The Defragmentation, 2025, mini-computer,

7-inch HDMI display, thermal receipt printer, thermal
paper, software, cabling, dimensions variable.
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7|€ 2 Guillaume FAURE

<Oll2), 2022, Al A|IARIS 0|85t QIEE|E MX],

HD H|C|28t AHRE, 110%x220%220cm.

ECHO, 2022, interactive installation with Al system,
HD video, sound, 110x220x220cm.

S

CtZy| t 2 M2 Daphné Nan LE SERGENT

CHE|Z M3t M), 2025, T HIC|R, Zai, AFRE, 372
Silicon Islands and War, 2025, single -channel video,
color, sound, 37min.
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S 20| 2t HO Rui An

(GAte| YHED K52 £, 2024, AAIZEAI M4 o|o|x|2t
HIC|Q MX|, Za, ARE, AEX| 7t 22f, 4L o|x 752
Figures of History and the Grounds of Intelligence,
2024, video installation with live Al-generated images,
color, sound, wallpaper, sand, camping chairs, 75min.

7-1

121 KIM Minjun
(ZE &2 2I8t 210|2 H|C|R), 2024/2025, THHE HIC|Q, SH)
AHRE, OF2|8 HiIX], 52 20%.
Live Videos for All the Lives, 2024/2025, single -channel
video, B&W, sound, outdoor benches, 5min 20sec.

[

7-2

221 KIM Minjung

Izt E272h, 2024, S0|oj| ¢E, 17x28.5cm.
Camera Obscura, 2024, pencil on paper, 17x28.5cm.

'8 KIM Eunseol

HZIEO QBX|s sH #2), 2024 -2025, CHE H|C|2 MX|,
’E*EL ARRE, 102 35X, 7HAMXR.
Deaf Machine Learning, error, Learning, error, Learning,
error, 2024 -2025, multi-channel video installation, color,
sound, 10min 35sec, dimensions variable.

AE %5 OtE & 4F=0| H Simple Noodle Art&Shanboy CHEN

FIZOIE), 2024, =&t 0iA|, 2xH2 HIC|R, 6= 39X,
6%, 3|3, 12x18cm (96), 118 x78cm.

Prompt: Dupe Arts, 2024, mixed media, two -channel

video, 6min 39sec, 3min B6sec, paintings, 12x18cm (96),

118x78cm.
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The Future That Has Just Arrived’

1. This title refers
to and quotes
from JANG
Kang-
myeong’s
essay
The Future
That Arrived
Early-Those
Who Have
Experienced
the World
After Al (2025,
Dongasia).

LEE Young-ri
Team Leader & Curator, Incheon Art Platform

The final curated exhibition of 2025 at Incheon Art Platform, Interrogative Al,
poses a series of artistic questions about artificial intelligence. Bringing
together nine artist teams from Korea, France, Taiwan, and Singapore, the
exhibition is supported by the French Institute and organized in collaboration
with the Digital November 2025 program.

Questioning How We Coexist with Al in Daily Life

When | heard from the French Embassy that the theme of Digital November
2025 would be “Al,” the first thought that came to mind was this: avoid an
exhibition centered on Al - generated images. As one example, Midjourney’s
Theatre d’Opera Spatial winning an award at an art fair in the United States in
2022 shows that using Al as a creative tool has become familiar not only to
artists but also to the general public. Whether approached out of simple
curiosity or grounded in artistic philosophy and conviction, Al - generated
images now seem engaged in a competition to produce outcomes that are
increasingly bizarre, surreal, and extreme — visualizing human imagination
through prompts in a matter of seconds. Many of these images are so
unnecessary and devoid of meaning that they are dismissed as “slop.”
Although Al images appear polished and high - resolution at first glance, they
still falter in the details. With repeated exposure, one gradually develops an eye
for distinguishing what is Al - generated and what is not. Yet even this stage is
already behind us: the gap between machine - generated output and human
creativity is closing so rapidly that our visual perception itself risks becoming
dulled.

Just like the internet and mobile phones, Al has now become an undeniable
part of our environment. Blindly praising and embracing it— or, conversely,
rejecting and resisting it outright — are neither wise nor productive responses.
Instead, we must adopt a critical perspective: to recognize Al as one of the

10
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conditions of contemporary life while seriously considering how we might use
it ethically, and how humans and nonhumans might coexist peacefully within
this evolving landscape.

Accordingly, the exhibition /nterrogative Al does not include dazzling or
spectacular forms of autonomous image generation. Nor does it feature
demonstrations of applications designed to produce increasingly convincing
images. Instead, the exhibition presents works that question Al, challenge its
presumed efficacy, and invite philosophical reflection on human perception
and sensory experience through the lens of Al.

Artistic Questions That Contemplate Al

I would like to begin with Daphné Nan LE SERGENT’s Silicon Islands and
War. This 37-minute video essay reveals how the development of Al is tightly
intertwined with the semiconductor industry, and how it further intersects with
the geopolitical struggle for dominance among the three Northeast Asian
nations — Japan, Korea, and Taiwan — often described as the “Silicon
Triangle.”

The quality of the datasets that Al learns from — and the resulting biases,
feedback loops, and echo chambers — is a point of shared concern among
many artists. David FATHI, for instance, refers to his “white cube collage”
works, created through references to Western art history, as a “haunted
museum.” He explains that his white - cube images are not new artworks but
rather spectral returns of pastimages embedded in datasets, summoned and
set adrift like ghosts. The “white cube” here also functions as an emblem that
metaphorically points to the power structures of Western art.

HO Rui An likewise cautions against the ways images may be unintentionally
deformed through feedback loops produced by biased datasets and the latent
spaces of Al. In Figures of History and the Grounds of Intelligence, HO traces
the trajectories of state planning during the Cold War, cybernetics, and the
flows of global networks, approaching Al from a macro - historical

viewpoint — a perspective he shares with Daphné Nan LE SERGENT.

Francois BELLABAS, by contrast, deliberately accumulates distorted images
in order to continually update and overwrite his dataset. The images of the
exhibition space and its visitors, captured in real time by a webcam, are
transformed according to prompts selected by the viewers themselves. No one



can truly know what operations occur within the Al’s latent space, yet the artist
visualizes this process and invites viewers to participate in these
transformations, thereby prompting them to speculate on the “machine’s
gaze.” KIM Eunseol draws a parallel between the errors and hallucinations
generated by artificial intelligence — despite its immense datasets and rigorous
training — and the perceptual condition of deafness. In her work, she visually
conveys the exhaustion that accompanies repetitive, mechanical learning.

The act of “seeing” — visual perception and sensory cognition — is a crucial
question for visual artists. KIM Minjung recalls the shock she felt upon
realizing that a video she repeatedly watched on YouTube Shorts, believing it to
be a beautiful display of fireworks, was in fact footage of white phosphorus
bombs falling on Gaza. Live Video for All the Lives is a composite video that
merges imagery of fireworks with explosions caused by white phosphorus,
marking the first time in her practice that the artist created a work without
filming any footage herself. Relying solely on Al - generated and digitally
synthesized imagery, the work critically examines the confusion between
reality and fabrication produced by composite images, prompting viewers to
reconsider the materiality of images and the ethical implications that underpin
what we see. At the same time, the work raises another fundamental question:
can a video produced without any shooting process still be considered “film”?
And, by extension, if photography literally means “drawing with light,” can an
image generated entirely through data and algorithmic computation — without
any interaction with light — truly be called a “photograph”?

Simple Noodle Art & Shanboy CHEN’s Prompt: Dupe Arts begins by
following YouTube tutorials to paint abstract images reminiscent of works by
established masters. These hand - painted images are then fed into a
generative Al system to produce a large number of similar outputs, some of
which are subsequently reinterpreted back into physical paintings. Although
the process and narrative appear simple, the work reflects on the nature of
artistic originality and the relationship between the original and the copy. It
raises meaningful questions about the boundaries of creation: how far the
realm of human creativity extends; to what extent a work can still be regarded
as human - made when produced in collaboration with Al; and whether a
prompt issued by a human can itself be considered a creative act.

YEOM Inhwa actively incorporates advanced technologies into her artistic
practice. Solarsonic Band is a participatory performance employing artificial
intelligence (Al) and extended reality (XR) to address the climate crisis and the

12
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pervasive presence of Al. In the work, Al - generated virtual band members
appear and perform across multiple scenes, while viewers — assuming the role
of the band’s leader — activate the “band stand” and guide the performance.
Although playful and exuberant on the surface, the work carries a profound
message. Beneath its humor, it compels audiences to physically encounter the
otherwise invisible realities of the climate crisis and encourages them to
respond through action.

Guillaume FAURE’s ECHO is an interactive installation that externalizes the
self, enabling viewers to confront and converse with an “other” version of
themselves. An Al - generated double appears as a mirrored counterpart and
engages in dialogue with the participant. While playful and self - reflective on
the surface, the work draws attention to a crucial point: Al does not ask
questions. The exchange is always initiated by the human audience, and the
second - person “other self” merely responds. Although autonomous Al
inference models have been emerging, artificial intelligence does not act of its
own accord without human - provided data or preset instructions.

The Realm of Inefficiency That Only Humans Can Perceive

2. From Summer
YEON's short
story collection
Lisianthius
(2022,
Goldenbough)

2, an android named

In Summer YEON's short story / Think My Error Is Severe
Mirei serves as a crew member on an interplanetary passenger spacecraft.
After this final voyage, Mirei is scheduled for disposal due to a “learning bug”
that makes her long to resemble humans — an inefficiency deemed

unacceptable for her function.

During the long journey, Mirei encounters a linguist who remains awake instead
of entering hibernation. The linguist introduces her to the experience of

hand - drip coffee. Mirei becomes unsettled: she grows curious about the
aroma and taste produced as the passenger carefully grinds the beans, places
them in afilter, pours hot water in a thin stream, and repeats the blooming and
extraction process. For an android that perceives phenomena only as
presence or absence, the laborious ritual of hand - drip coffee should register
merely as an “inefficient absence.” Yet something unexpected happens — she
senses that “something is coming into being.” Within her system, such
perception is classified as an “error.”

Mirei ultimately cannot grasp the meaning embedded in the slow, attentive act
of making coffee because it resides in the ambiguous zone between presence



and absence — between 0 and 1 — perceptible only to humans. This is where
emotions come into being: pleasure, delight, embarrassment, hesitation,
sadness, and emptiness. Inefficient, impractical, and at times seemingly
useless, this space marks a dimension of experience and art that only humans
can truly perceive.

Artists Who Question, Doubt, and Imagine Generatively

René Descartes’s famous proposition, Cogito, ergo sum — “| think, therefore |
am” — was a declaration meant to ground the very proof of human existence,
and it originated not from certainty but from doubt. Within the Cartesian
worldview, the continuous act of questioning and doubting forms the
foundation of human existence and truth. In an era where artificial intelligence
has become an unavoidable condition and environment, artists, too, refuse to
relinquish their questions. Yet their doubt is not an act of negation. Rather, it is
areflective process that seeks ethical and peaceful coexistence with
nonhuman entities while expanding the human capacities for empathy and
inclusivity.

The title of this text references The Future That Arrived Early by JANG

Kang - myeong, an essay tracing the profound upheaval experienced in the
world of Go after AlphaGo defeated LEE Sedol, the 9-dan professional Go
player, in 2016. The author describes the Go community — thrust abruptly into
a new temporal order by Al — as having encountered “a future that arrived
early.” In that sense, we may say that the future of art in the age of Al has
likewise already begun. With Interrogative Al, | hope audiences might glimpse
this “future that has just arrived.” | close with the author’s words from the end
of JANG’s book — words that resonate powerfully within the art world as well:

I believe there are still things artificial intelligence cannot do —
things only humans can. To imagine generatively, to believe that we can change

the future, and, in doing so, to change it.

»
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ECHO is a compact black booth. Inside, the
visitor’s face seems to appear in a glass pane—
yet it is, in fact, a live video stream. A camera
positioned behind the glass allows the viewer
to look directly into their own eyes, sustaining
the illusion of a mirror as faithfully as possible.
The machine continuously records both image
and sound, using the collected speech to
respond and engage in dialogue. When ECHO
speaks, the live stream gives way to a video
clip linked to the recorded voice, creating the
uncanny sense that one’s reflection is speaking
back. This artificial intelligence repeats the
visitor’s words with subtle variations, guided
more by tonal harmony than by meaning. Its
speech flows musically, yet its content remains
fragmented and unpredictable. Driven by the
human desire for coherence, participants follow
the exchange —sometimes through gestures

of confusion, sometimes through laughter.

This prototype of artificial intelligence offers

a fleeting encounter with the self. At first, it
confronts us with our own face and voice; soon,
curiosity takes over and a dialogue unfolds.

A state of self-suggestion emerges, where
visitors may influence themselves through

the echo of their own voice. The conversation
invites both play and introspection, framed

by distance and reflection in this subtle mise
en abyme —a self-reflective loop between the
viewer and the machine.

Collaborators: Cyril LAURIER (PhD in artificial
intelligence), Joan SANDOVAL (creative coder)
Installation Technician: Eliza STRUTHERS -JOBIN
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A self-taught artist and director of photography and
colorist for video, cinema, and art, Guillaume FAURE
has worked for more than two decades across film,
photography, and contemporary art.

He has collaborated with figures such as Marc Caro,
David Lynch, Lou Ye, Megaforce, the VFX studio BUF,
and artist Agnes Guillaume. FAURE’s practice merges
image, technology, and perception through immersive
systems that engage both body and emotion. Since
2010, he has developed interactive works exploring
free will and empathy —beginning with SOMA, a one-
person cinema connected to the body that gently
“massages” the subconscious, and continuing with
ALEA and ECHO, systems that provoke spontaneous
ruptures and reflective encounters between self

and other. At the crossroads of art and innovation,
FAURE’s images do more than represent—they act,
move, and reveal.
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Live Video for All the Lives explores the
ambivalent emotions in which wonder and
destruction, festivity and tragedy coexist
through the imagery of fireworks. During

her residency at lisan Lake Park, the artist
encountered fireworks display that prompted
her to reflect on how the symbol of “fire”
operates differently depending on its context.
The work originated from a news article titled
Four-Meter Wall Built to Block Free Viewing...
Japanese Fireworks Now Ticketed Events.
From there, she juxtaposed diverse “events
of light” — the reflection of fireworks over the
lake, the use of white phosphorus bombs in
war, and the Leonid meteor storm of 1833 — to
expand the symbolic spectrum of fire.

This work marks the artist’s first video
piece created without any filmed footage,
composed instead of computer-generated
imagery. Employing the principle of the camera
obscura, the fireworks in the projection appear
inverted, as if reflected on the surface of water,
blurring the boundaries between inside and
outside, between the real and the represented.
Through this inversion, the artist questions
whether the images we perceive can ever be
truly real.

The title Live Video for All the Lives plays
on the double meaning of “live” and “life.”

By using the term “live” for a video that is

not live at all, the work poses a fundamental
question: “For which life is this live video
made?” Ultimately, the piece invites reflection
on the ontological and ethical dimensions of
image consumption in contemporary life — on
the reality that lies behind the images we so
effortlessly watch, share, and believe.
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Live Videos for Ail the Lives, 2024, 4 -channel 4k video, loop, dimensions variable.
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ZoIF 2 LE0|0|7{0| X} OLE|AEO|CE Z2JCHSHmOf| A KIM Minjung is a filmmaker and artist whose
AZIC|XIQIS, Z42|Z L0 QIAE|RE QHE C| OFX0|M ZE M work moves between cinema, installation, and
H|C|QZ ZECH HS2I2H QS| HIALL 2RSS, contemporary media art. She studied Visual
EZEIX| G, NS EUYSHS 2Ll Hstx|e SAH{E|, Communication Design at Hongik University in Seoul

MEOiSIC and earned her MFA in Film and Video from the
California Institute of the Arts. Her films have been

QA& 7L S2422| S HAISZM SYEYUS
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e

screened at numerous international film festivals

and media venues, including the Berlinale, Viennale,
Sheffield Docs, TIFF, the Edinburgh Film Festival, the
Seoul Independent Film Festival, DMZ Docs, Doosan
Gallery Seoul, Insa Art Space, and Gallery SONGEUN.
She has received the Public Art New Hero Grant Prize,
the Korean ExiS Award, the Best Korean Proposal
Prize at NeMaf, and the Tom Berman Award for Most
Promising Filmmaker at the Ann Arbor Film Festival.
KIM currently lives and works in Seoul, South Korea.
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Qb= A2 mirrors the artist’s own process of acquiring

ZE5K|0H0{M 5] language in order to communicate. When

_ N meeting people, she observes their lip shapes
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lived my whole life learning language through
a hearing aid, am | the artificial intelligence —
or is the artificial intelligence me?” Her work
meditates on this shared process of learning,
recognition, and the limits of understanding
that bind human and machine intelligence
alike.
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Deaf Machine Learning, error, Learning, error, Learning, error, 2024, single -channel video, color, sound,

10min 35sec.
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KIM Eunseol is an artist who records unheard sounds
through the body and senses. Her practice questions
the meaning of hearing and the essence of existence,
exploring the boundaries between sound, language,
and perception. Her sensory inquiry extends beyond
the expansion of hearing to traverse accessibility, the
structure of invisible language, and the hierarchies
and boundaries of communication. Through drawing,
installation, video, and performance, she reconstructs
the relationship between sense and language,
transforming sensory difference into new possibilities
for perception and communication. Her work has
been presented at institutions such as the National
Museum of Modern and Contemporary Art, Busan
Museum of Contemporary Art, Seoul Museum of Art,
and Arko Art Center.
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David FATHI’s The Machine Seems to Need

a Ghost is a visual essay that investigates

the hidden dimensions of images generated
by artificial intelligence. Initially published

in book form, the project unfolds through
three chapters —“White Cube,” “Feedback
Loop,” and “Black Hole” —each exposing

the recursive structure of visual culture as it
endlessly replicates and folds in upon itself.
The Machine Seems to Need a Ghost: White
Cube Collage expands the book’s first chapter
into an installation, exploring how Al-generated
images are never truly “new” but rather
reconstructions of the spectral remains of
human visual culture. Generative Al produces
images by tracing statistical patterns over
random noise, yet its algorithmic process
relies on datasets composed of human-

made images — collective archives of past art
histories. The result is what the artist calls a
“haunted museum,” where the aesthetic orders
of the past are reanimated within the machine.
FAHTI renders this condition in the form of the
“white cube,” the emblematic space of Western
art institutions. Within Al’s latent space, he
suggests, lie entrenched visual norms and
biases rooted in Eurocentric traditions. The
machine’s apparent creativity thus resembles
not the birth of something new, but an endless
collage of preexisting imagery. Through this
work, the artist critiques the notion that
technology liberates art; instead, it reinforces
the aesthetic frameworks we have already
constructed. In the end, Al does not create—
it merely revives the ghosts of our visual past,
wandering once more within the white cube.
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The Machine Seems to Need a Ghost: White Cube Collage, 2023 -2025, wall sheet print, four wooden
frames, single -channel video, 3min 1sec, dimensions variable.
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David FATHI’s artistic practice navigates the
intersections of science, politics, and the limits of
human knowledge. From the atomic bomb to artificial
intelligence, from quantum physics to medical ethics,
his work begins with the stories and images that
society produces—and transforms them through
research, recomposition, and visual experimentation.
Since 2014, he has exhibited at numerous festivals
and institutions, including the Rencontres d’Arles,
Houston FotoFest, and Hangar Brussels. FATHI is
currently pursuing new investigations into artificial
intelligence and the persistence of past images that
continue to haunt emerging technologies —subjects
developed in his publications Prelude to the Broken
RAM (2022) and The Machine Seems to Need a Ghost
(2023).
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Silicon Islands and War is a video essay

that traces the history of digital imagery—
culminating in Al-generated images—through
the trajectory of the semiconductor industry.
As camera resolution increases, the chips
embedded within them become ever smaller,
and this technological evolution reshapes

not only the image itself but also the human
sensorium. The work follows the “Silicon
Triangle” formed by Japan, Korea, and Taiwan,
uncovering intersections of technology,
memory, colonialism, and resistance.

Along this journey, blues and rap rhythms
intertwine with a narration that shifts between
Creole and standard English, transforming
industrial landscapes into a polyphonic
narrative of rhythm and language. Beneath
its vibrant tempo, however, lies the weight of
colonial histories and the shadow of economic
hegemony. The work questions how the
advancement of technology continuously
reorganizes the structures of civilization
and power. Ultimately, Silicon Islands and
War stands as a poetic meditation on the
relationship between image, technology, and
memory—inviting us to reconsider how we
perceive and inhabit the digital world.

Musical composition: Vincent Guiot

Musicians: NEL-K, Seung -Hwan Diego Bae, Echo,
Vincent Guiot

This work benefited from a creation and research grant
from the Centre National des Arts Plastiques (CNAP),
support from CARMA, an art and research center in
French Guiana, and from the Direction Jeunesse, Culture
et Sports de Guyane. This work was also supported by
the European Month of Photography, Café Creme asbl
Luxembourg and the Cultures space at the University of
Luxembourg, by the Arts des Images AIAC laboratory
at the Université Paris 8, the French Embassy in the
Republic of Korea, by Sigma Japan and by Subodh
Gupta.
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Silicon Islands and War, 2025, single -channel video, color, sound, 37min.
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Daphné Nan LE SERGENT is an artist and theorist
whose work explores the spatialization of sensory
experience and the image as a form of sensory memory
across both Western and non-Western traditions. Her
practice examines the photographic image through

its material production chain, revealing the economic
and geopolitical structures that shape its creation and
circulation. A professor in the Photography Department
at the University of Paris 8 and a member of the AIAC
research unit (Arts des Images et Art Contemporain,
EA 4010), LE SERGENT has recently presented solo
exhibitions such as Narrative on the Generative and
Destructive Power of the Feathered Serpent (Museum
of Anthropology, Xalapa, Mexico, 2025), Silicon

Islands (University of Luxembourg, European Month of
Photography, 2025), and Defected Times (Contretype,
Brussels, 2023). Her work has also been featured in
Mining Photography: The Ecological Footprint of Image
Production (Museum fur Kunst & Gewerbe, Hamburg;
Kunsthaus, Vienna; Winterthur Museum, Switzerland,
2022-2023) and Epreuves de /a Matiére (BNF, 2023).
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Prompt: Dupe Arts is an experimental

project that humorously twists the ongoing
debate over “originality” in the age of artificial
intelligence. The artists began by searching
YouTube for tutorial videos that demonstrate
how to easily paint the kind of abstract works
featured in interior design catalogs. They
then followed these processes step by step,
photographed the completed paintings, and
fed the resulting images into the generative
Al model Stable Diffusion. The Al, in turn,
produced a vast number of similar abstract
compositions—some of which were later
realized as physical paintings.

The core concept of “dupe” derives from
“duplication” and references “dupe culture”, a
phenomenon that has spread across Chinese
social media and e-commerce platforms. Unlike
outright counterfeits that replicate luxury goods,
“dupe culture” seeks legally permissible and
affordable alternatives that resemble high-end
designs and functions. By choosing creative and
practical substitutes over expensive originals,
it embraces a way of living that prioritizes
resourcefulness and accessibility over luxury.

Prompt: Dupe Arts extends the logic of “dupe
culture” into the realm of art. Here, “duplication”
is not mere imitation but a creative act of
reinterpretation—an inventive retranslation of
the form and aura of existing art. The work
exposes the psychological tension between
admiration for high art and critical distance from
it, exploring how “dupe art” might democratize
artistic experience by making it more
widely accessible. Observing how Al learns
from massive datasets to generate new visual
outcomes through complex processes of
mimicry and recombination, the artists pose self-
reflexive questions: Might prompts and datasets
themselves become new tools of creation? And
is what people truly desire in art originality itself?
Situated at the threshold between consumption
and creation, originality and reproduction, and
the human and the artificial, Prompt: Dupe Arts
reconsiders the meaning of creativity and the
evolving value of art.
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(ZEIE: RI OIE), 2024, =& i, 24 HIC|L, 62 39X, 3& 6%, 2lst, 12x18cm (96), 118 x78cm.
Prompt: Dupe Arts, 2024, mixed media, two - channel video, 6min 39sec, 3min 6sec, paintings, 12x18cm (96),

118 x78cm.
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Simple Noodle Art is an art collective founded in 2019
by CHEN Zi-Yin and CHUANG Hsiang-Feng. Working
across installation, video, photography, and artificial
intelligence, the duo explores the dynamic interactions
between humans and technology —and how these
encounters transform the contemporary condition of
living. With backgrounds in art and computer science
respictively, they approach creation through an
interdisciplinary lens, crafting works that resemble
simple noodles made from humble ingredients yet

full of surprising flavor. Simple Noodle Art received

an Honorable Mention at Prix Ars Electronica (2023),
and their works have been shown at Ars Electronica
Festival, Ludwig Museum, Jut Art Museum, National
Taiwan Museum of Fine Arts, Taiwan Contemporary
Culture Lab, and LIN&LIN Gallery.

Shanboy CHEN is a developer of artificial-intelligence
models and systems, with extensive experience in

Al architecture and programming. He earned his
master’s degree in Computer Science and Information
Engineering from National Taiwan University and has
presented Al-related research at Oriental COCOSDA
2019.
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Solarsonic Band is a participatory performance
powered by Artificial Intelligence (Al) and
eXtended Reality (XR) technologies. Adapting
through a range of technological means, the
Band seeks to sustain outdoor performances
in the age of climate crisis—for as long as

the “sun” continues to rise. Its stage unfolds
within a Virtual Reality (VR) environment that
traverses five climate systems: the lithosphere,
biosphere, hydrosphere, cryosphere, and
atmosphere. Here, Al-generated band members
rehearse their performance. Audiences
participate as the “band lead” through an
Augmented Reality (AR) interface called

“Band Stand”, which audio-visualizes various
elements of the performance —3D interactive
graphic scores, instruments, and real-time
communication with backstage staff. These
intertwined elements highlight the polysemy

of the word “performance,” embracing artistic
execution, collective climate action, and
technological capability. The Band invites
audiences to rehearse these multiple meanings
together.

Sound Art Production: SEO Seungju

XR Development: JANG Seogsung

Apparatus Production, Installation:

Green Level (CHOI Minseok)

Climate Data Research: NAMGOONG Minsang
Climate Research & Management: HEO Daechan
Advisor: PARK Namhee, CHO Kwonjin

Support: Seoul Foundation for Arts and Culture’s
Unfold X Art & Tech Grant (2024), Nam June Paik Art
Center & Yonging Special City (2025)
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Solarsonic Band, 2024-2025, 3D performative apparatus -environment (PC -based VR, mobile AR, customized
instruments, stainless steel, mirror, and crystal devices), stereo sound, 19min 45sec, dimensions variable.

eiols}= 0|C|of OlE|AEO|X} B8} o171X}0|TH, YEOM Inhwa is a media artist, research engineer and
HIO|RE(https://biove.io)2| AZXI0|CE Z7I2M J= founder of BiOVE (https://biove.io). As an artist, YEOM
SIEFSIAIXR) L O1ZX|S(Al) 7|21 291 ofj&2| mAFEOA creates “3D performative apparatus-environment”

‘3D HEME|E BHX| - 3124'S ZHEHICE 0| DR HO|QAlBIZ= 9| at the intersection of XR, Al, and performing arts.
U 7| SRHEZ0|0| OIAF A0 TAMEI AAKAITHH{EO, Through these hybrid media, she addresses themes
of bio-colonialism, climate crisis, and neurodiversity,
expanding the field to include a wide spectrum of
(non-)human experiences. YEOM received the Media
Artist Award from LG Arts Center & LG Electronics
and was a finalist for the 6th VH Award by Hyundai

Motor Company. Her works have been exhibited at
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The Protomaton is an interactive multimedia
installation that reveals how artificial
intelligence perceives and reconstructs reality.
A reassembled computer and a wall-mounted
camera continuously record the surroundings,
while visitors interact using buttons, each
linked to specific prompts. When a button is
pressed, a diffusion algorithm reinterprets the
live feed in real-time, transforming it into new
visual compositions projected on the screen.
Each action becomes a collaborative act
between human and machine, generating and
archiving new images that form an expanding
visual database of the Al’s perception.

By allowing viewers to manipulate the image-
generation process, The Protomaton turns
them from passive subjects into co-creators.
Conceived as an Al-era photo booth, the work
demystifies artificial intelligence, revealing how
algorithmic vision redefines both image-making
and the human act of seeing.
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AAIZHo|D|X| 4N AT EL0], HO0|E,
The Protomaton, 2024, reassembled wall-mounted computer, MIDI controller, webcam, display, real -time
image -generation software, cabling, dimensions variable.

, 7HAER].

Francois BELLABAS is a French artist based in
Paris. His practice plays with the layered realities
generated by the photographic medium, using
photography, video, 3D scanning, and game engines
to gather raw material from lived experience. He
weaves connections between physical and virtual
existence, questioning memory and the image as data
to explore the relationships we forge with technology.
Interested in the multiplicity of life forms and their
linguistic dimensions, BELLABAS creates installations
and hybrid environments that induce perceptual shifts
between coexisting realities.

A graduate of the Ecole Nationale Supérieure de la
Photographie (ENSP), he is the laureate of the Centre
National des Arts Plastiques commission Reinventing
Photography (2025) and the Discovery Award —

Louis Roederer Foundation at the Rencontres d’Arles
(2024). His work has been exhibited widely in France
and abroad, including at the Biennale de I'lmage
Possible (Liege, 2018), Palais Augmenté I (Grand
Palais, Paris, 2022), Centre Photographique d’ile-
de-France (Paris, 2024), Rencontres d’Arles (2024),
Shanghai International Photography Festival (2024),
Jimei x Arles International Photography Festival (2024),
Contretype (Brussels, 2025), and Hangar Photo Art
Center (Brussels, 2025).
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Figures of History and the Grounds of
Intelligence is a lecture performance by
Singaporean artist HO Rui An, using generative
Al to interrogate the relationship between
history and technology. What happens when
an image leaves a state archive and enters

the feedback loops of an artificial neural
network? Inspired by an encounter that the
artist had at the Google Cultural Institute with
an image originating from the National Gallery
Singapore, Figures of History and the Grounds
of Intelligence travels back in time to probe the
intersecting histories of state planning, global
networks and cybernetics that span from the
Cold War to the ongoing boom in generative
artificial intelligence. Looking into how different
historical figurations have come to make up
the grounds of “intelligence” that underpin
today’s generative text-to-image models, the
narrative focuses on what it means for these 32
models to “learn” from history without actually
understanding it in order to generate ever-
changing distributions of noise. At stake here
is the future of representation itself-a future
where images appear to have no history to
speak of.

Korean subtitles by Coreana Museum of Art
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<QdAte] EarEt XI5 Erl), 2024, AAIZHAI M4 0[0]X|2t HIC|Q MX|, 22|, AFRE, AEX| 78, Ha, 24 o|x} 758,
Figures of History and the Grounds of Intelligence, 2024, video installation with live Al-generated Images
color, sound, wallpaper, sand, camping chairs, 75min.
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SOl NS 7|2t =, of0|X|7} M|7|2tet SX]2| W2t L0 A
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YEH|AML2|(2020), OFAIRIOLEH|MLZ]|(2019), BFH| AL 2]
(2018), A7I2EHIAL2(2017), AFZXHH|AL2(2017),

TR - BX[2|AHAL|(2014) SOl FHoigon], oi2| X3 Al2t3
184S £H2020), O|2IE S HF OHH| 0| £ 2H2018), HISR!
A o] 25 Hlo] ME(2017), 47FEENTU
FCiO|EHIE|(2017), B3 TI2IAIO|E(2015) SOIM Z2RES
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SMHIE7FS|(FIPRESCE #4511, 2018H0l= HIER!
DAAD Ol&7tuFE2 I Hze s MYEQir).
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HO Rui An is an artist and writer working at

the intersections of contemporary art, cinema,
performance, and theory. Working primarily

across the mediums of lecture, essay, and film, he
examines how images are produced, circulate, and
eventually disappear within systems of globalism
and governance. He has presented projects at the
Bangkok Art Biennale (2020), Asian Art Biennial
(2019), Gwangju Biennale (2018), Jakarta Biennale
(2017), Sharjah Biennial (2017), Kochi-Muziris
Biennale (2014), among others. His work has also
been shown at Musée du quai Branly — Jacques
Chirac (Paris, 2020), Van Abbemuseum (Eindhoven,
2018), Haus der Kulturen der Welt (Berlin, 2017), NTU
Centre for Contemporary (Art Singapore, 2017), and
Para Site (Hong Kong, 2015). In 2019, he received
the International Film Critics’ (FIPRESCI) Prize at
the International Short Film Festival Oberhausen
(Germany), and in 2018 he was a fellow of the DAAD
Berliner Kuinstlerprogramm.
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Incheon Art Platform Exhibition
Interrogative Al

November 20, 2025 - February 1, 2026
Incheon Art Platform Gallery 1 (B)

Curated by
LEE Young-ri, LEE Eunjin

Assisted by
HEO Yerin, OH Gyeomah

Graphic Design
TRIANGLE-STUDIO

Scenography
mujindongsa

Space Construction
JungMoo Design

Art Works Transportation & Installation
MY COMPANY GLOBAL Co., LTD.

AV Equipment
Hans Time

Text Writing & Editing
LEE Young-ri

Translation

- Subtitle Translation: KIM Hyejin (EN to KR),
LEE Seula (FR to KR)

- Text Translation: IN Gahee (KR to EN)

Publicity Materials
ARTM

Printing
Hangyeol Design

Hosted by
Incheon Foundation for Arts and Culture(IFAC)

Organized by
Incheon Art Platform(IAP)

Supported by
French Institute in Paris, Cultural Service of the
Embassy of France to the Republic of Korea

Interim President of IFAC
HUHR Hoe Sook

Head of Arts Support Division of IFAC
KONG Gyu-Hyeon

Team Leader of IAP
LEE Young-ri
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Incheon Art Platform

3, Jemullyang-ro 218beon-gil, Jung-gu,
Incheon 22314, Republic of Korea
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