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Image as System: Aokizy and the Dawn of the Systemic Visual Era
SUN Qidong
Director, ARARIO GALLERY SHANGHAI

We seem to be standing at a turning point in the history of images. For a long time, images were seen as mirrors
of the world—derivatives of reality, containers of emotion, or vessels of memory. Today, this simple relationship
is fading. What is emerging is not a more precise depiction of reality, nor a purer abstraction, but an image
capable of autonomous generation, replication, and evolution—it is growing into an independent, living system.
In this new ecosystem, the artist becomes the architect of the system, the viewer an active participant, and the
world itself is no longer the source of the image, but merely one of its many possible outcomes.

Aokizy's work makes this shift palpable. At first glance, his paintings and sculptures seem steeped in the visual
rhetoric of Japanese anime—those exaggerated expressions, impactful compositions, and highly saturated
colors. Yet, beneath these surfaces, he constructs an internally coherent visual world. Emotion becomes code,
identity becomes a flexible interface, and culture operates as a modular repository of materials. Rather than
"drawing manga," Aokizy is building a universe of images with its own laws. The fundamental principles
constituting this universe are first manifested in his unique creative process.

Aokizy's work begins with vector graphics—an image form defined entirely by mathematical relationships,
devoid of weight and texture. Vectors are defined by points, lines, parameters, and ratios; they do not imitate
reality, they follow their own mathematical logic. Because the vector structure encodes rules independent of
physical reality, when Aokizy translates them into paintings on canvas or physical sculptures, it implies a
conceptual inversion: not transforming the world into images, but turning images into a world. This reversal hints
at a future rich with potential: what if reality does not precede the image, but grows from the image's own
internal structure?

This creative perspective—generating a world (material works) from a system (vector logic)—profoundly
reshapes all expression within his work, including emotion. Thus, we see the first salient feature in Aokizy's
oeuvre: a highly constrained emotional language. His figures are locked into extreme emotional states—shock,
fury, ecstasy, agony. The key is that these emotions do not stem from any internal psychology, nor do they serve
narrative progression. Instead, he is conducting an archaeology of the highly codified visual-emotional syntax
found in manga. The favored shouts and astonished faces from the shonen manga he loves are not intended to
mimic reality; they are prefabricated, reproducible visual tools designed to convey emotion with maximum
efficiency. They strike the viewer's emotional nerves directly, bypassing the speed bumps of text and culture,
much like the emoji system in digital communication. Within this framework, emotion is standardized,
deployable, and instantly recognizable. Aokizy's use of pre-coded emotional expression resonates with the
broader East Asian economy of affect. In these systems, visual emotion is systematized for mass communication,
as evidenced by K-pop and social media. In Korean popular culture, emotion rarely exists as a private, internal
experience. It is often an externalized, shareable, even industrially produced visual commodity. From the
meticulously managed stage expressions of K-pop idols, to the formatted reaction shots in variety shows, to the
replicable selfie poses on social media, the display of emotion has become a manageable, optimizable technical
skill. Aokizy distills this phenomenon into an aesthetic inquiry: as our emotional expression increasingly relies on
preset visual templates, is the experience of emotion itself being quietly reshaped by them?

Complementing this standardized emotional grammar is the ambiguity of identity. The figures in Aokizy's
paintings are nameless, contextless, and gender-ambiguous. This deliberate de-identification is not a flaw, but a
precise reflection of our contemporary state of being. We are all fragmented, fluid, navigating a plurality of
realities constructed by social media profiles, virtual avatars, and multiple online personas, constantly building

and switching between different "I"s. The figures on Aokizy's canvas are metaphors for this new type of subject:
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they are not people with psychological depth, but containers for emotional projection and interchangeable visual
interfaces. They exist as signs rather than personalities, purely to perform a specific function. This is further
reinforced by the long-standing East Asian understanding of "character." A character is often not a narrative
vehicle, but a database of elements—a modular container to be collected, combined, and projected with
emotional input. The true appeal lies not in the character's backstory, but in its potential as a "database
element." Viewers extract specific traits (hairstyle, clothing, expression, catchphrase) and recombine them to
suit personal preference. Aokizy pushes this logic to its extreme, creating sequences of images that exist purely
as visual prompts. They invite viewers to pour in emotion, yet deliberately refuse to provide any fixed sense of
self.

When the production logic of images has decisively shifted from the expression of personal inspiration to
systematic generation and integration, the traditional coordinates we use to judge art reach a moment of
obsolescence. Confronted with Aokizy's work, the old standards that champion "originality" and
"expressiveness"—essentially about individual genius and static objects—fail to grasp the core of systemic
creation. The focus of judgment demands a shift: from the visual impact of a single piece to the logical
consistency of the image-generating system; from the uniqueness of the artist's personal style to the efficacy of
the system in reorganizing and encoding vast cultural elements; from the psychological depth of emotional
expression to the structural completeness and extensibility of its "emotional grammar."

Once we adopt this new critical lens, the intensely expressive faces in Aokizy's work reveal a fundamentally
philosophical interrogative quality: When images acquire their own mode of growth, what becomes of
subjectivity? When emotion can be assembled from templates, what remains of authenticity? When identity
presents as a replaceable interface, where does it reside? There are no simple answers, but together they point
to a future—where human systems and image systems co-evolve, and the digital logic of the world becomes
increasingly indistinguishable from life itself. Understanding the contours of this dawning world is perhaps one
of the central cultural tasks of our time.
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