STUDIA CULTURAE, 2024, 1 (59) :
SCHOLA : E. V. Boruta, B. G. Sokolov : 144-154

EBTEHVUV BUTAJIbEBUY BOPYTA YIK 130.2
AcnupaHsr,

CankT-IleTepOyprcknit roCyAapCTBEHHBI YHUBEPCUTET,
Cankr-Ilerep6ypr, Poccnsa

gboruta@mail.ru

BOPHCTEOPI'MEBMY COKOJ/IOB

Joxrop dumocodckux Hayk, mpodeccop,
Cankr-IletepOyprcknii rocyapCTBeHHbI YHUBEPCUTET,
Canxkr-Ilerep6ypr, Poccus

sboris00@mail.ru

OT OBBEKTA K COBBITUIO:
[INO®POBASI TPAHCO®OPMAIIMA UICKYCCTBA
U «<IIVIOPOBOV PEIU-MEWI»

Annomauus: B mpeparaemoit cTaTbe aBTOPBI paccMaTpuBaioT Hudpo-
BYI0 TpaHC(OpMaIA MCKYCCTBA, @ TAaKXKe MCCIENYIOT Mepexoy] oT 06b-
eKTHOT'O MICKYCCTBA K AMHAMUYHBIM IMPOBBIM cOOBITHAM. Onupasch Ha
dunocodckue npen Bansrepa benbsimnua u bopuca Ipoiica, aBTopsr aHa-
JIM3NUPYIOT TO, KaK VIHTepHeT M3MeHMT CO3/laHMe U IIPe3eHTaINIO IPON3-
Be[JeHUIT MICKYCCTBA, IIPeBPaTUB TBOPUYECKUIT IIpoliecc B GOpMY XyHoxKe-
CTBEHHOTO CAaMOBBIP@KeHNA. B TaHHOM TeKcTe IpeficTaB/eHa KOHIIeTIIVA
«IIU(pPOBOTO TOTOBOTO IPOAYKTa», WIMIOCTPUPYIOLIasd, Kak VIHTepHeT
CrIoco6CTByeT I106abHOMY PACIPOCTPAHEHNIO XYA0XKECTBEHHO CaMo-
OBITHOCTM M JJOKYMEHTMPOBAHUIO TBOpYeCkMX HauyHaHuil. Ha ocHoBe
¢dunocodckoro aHammsa B CTaTbe OOCYXKJIAIOTCA BOIPOCHI aBTOPCTBA,
CYOBEKTMBHOCTH U POJIM 3PUTENS B U(PPOBYIO SMOXY.
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Abstract: This article examines the digital transformation of art, exploring
the transition from object-based art to dynamic digital events. Drawing on
philosophical insights from Walter Benjamin to Boris Groys, it investigates
how the internet has reshaped the creation and presentation of art, turning
the creative process into a form of artistic expression itself. The concept of
the «digital readymade» is introduced, illustrating how the internet facili-
tates global dissemination of artistic identity and documentation of creative
endeavors. Through philosophical analysis, the article discusses implications
for authorship, subjectivity, and the viewer’s role in the digital era.
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The contemporary era of the internet and digitalization can be
designated not only as the Other, but also as the first epoch after
the End of History, where humanity is primarily concerned with
its present state. If in the era of patristicism and scholasticism, hu-
manity was predominantly interested in eternity; in the Renais-
sance era they were interested in the past; the modern era was
futuristic but nowadays humanity is interested only in its present.
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This thesis becomes clear when considering the fact that, for in-
stance, a museum has now become not merely a preserved archive
of collections of certain dead works of art (which furthermore
were defined by certain aesthetic criteria) but has become a kind
of space for conducting contemporary projects. Such projects may
include lectures, tours, screenings, temporary exhibitions, actions,
performances, happenings. Their main feature is their connection
(co-being) to (with) the Flow.

Contemporary art, in accordance with the spirit of the times,
actively merges with the temporal Flow, embracing it and evolv-
ing with it. In conditions where all phenomena of the world are
doomed to disappear and be replaced, it becomes possible and
even necessary to anticipate their disappearance. Modern Art
deals precisely with this — it delves into the future, presenting and
emulating it, in which contemporary phenomena will give way to
new forms and essences. This emulation does not only produce
artistic objects; it generates artistic acts, performances, temporary
manifestations that reflect the impermanence of the existing order
of things and norms defining contemporary society.

Another characteristic feature of contemporary art is that it
cannot be preserved and contemplated, but it can be document-
ed, transcribed, or photographed. For instance, consider the well-
known episode involving Fyodor Dostoevsky’s encounter with
Hans Holbein the Younger’s painting “The Body of the Dead Christ
in the Tomb’ in Basel in 1867. As one can remember, after con-
templating this picture he experienced an epileptic seizure. In this
case, the art is not the painting itself or Dostoevsky’s contempla-
tion of it, but rather the documentation of the event—specifical-
ly, the happening recorded by his wife, Anna Grigoryevna Thus,
in contemporary discourse, a work of art generates information
about events, thereby making the event itself an object of art.

In this sense, contemporary art is directly linked to the inter-
net and digitalization. In the past, a museum extracted an object
from its Flow of time, thereby turning this object a copy of itself,
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as it is devoid of its aura. Nowadays it is the reverse: the digitiza-
tion of a work of art excludes the object itself, its substantiality,
but at the same time preserves its aura through metadata.

In his work «In the Flow», B. Groys notes that the archiving
of the object without aura and the aura without the object trace
back to antiquity: to Plato and Diogenes, respectively. Plato cre-
ated numerous texts that demand interpretation from us. Diogenes
created several philosophical performances that we can reproduce.
Or take another example: the difference between Thomas Aquinas
and Francis of Assisi. The former wrote a multitude of texts, the
latter shed his clothes and nakedly went in search of God. In the
case of Diogenes and Francis, we are dealing with performances,
or rebellions against the conventions of the present — perfor-
mances that in antiquity were considered in the context of philoso-
phy, in the Middle Ages — in the context of religion, and in our
time — in the context of contemporary art... There is no library
or museum that can compete with the internet, and the internet is
precisely the place where legends and rumors spread [1, p. 10].

Its worth noting that traditional art hasn’t disappeared;
however, it has been radically marginalized and integrated into
the market economy to the point where it often appears more as
a commodity with a limited audience. In addition, it’s worth not-
ing that unlike material objects, the flow of information on the in-
ternet is undoubtedly finite and can be reproduced anew. In this
sense, the internet can be considered both a cancellation and a re-
versal of the flow of time

Globalization processes and the spread of information net-
works, providing instant communication about events in various
parts of the world, initiate the synchronization of local histories.
Our current condition is the result of this synchronization, causing
us periodic amazement. Instead of being amazed by the future, hu-
mans note the strangeness and uncertainty of the present time, and
when visiting a modern museum, they fall into amazement or per-
haps even panic. The sensation of our time as something unusual



148 STUDIA CULTURAE, 2024, 1(59)

and incomprehensible distinguishes modernity from the period of
modernism when the present was perceived as a temporal interval
between the familiar past and the unpredictable future.

B. Groys also draws attention to this in his work “In the Flow”,
and, referring to Walter Benjamin’s definition of the “original’, dis-
tinguishes two methods of reproduction — mechanical and digital:
“Thus, to analyze the different modes of reproducing the original
means to analyze the different modes of experiencing the present,
the contemporary, one’s involvement in the stream of time, pres-
ence at the original event of time and in time, as well as the tech-
niques we use to produce this presence” [1, p. 152].

Indeed, the first method of reproduction, mechanical, is a typ-
ical modernist method. For instance, in his work “The Work of Art
in the Age of Mechanical Reproduction, Walter Benjamin discuss-
es the possibility of a certain ‘perfect’ method of reproduction that
would blur the distinction between Reproduction and Authentic-
ity. It is important to consider that the main question Benjamin
poses in his work is about the absolute disappearance of differenc-
es between copy and original. In response to this question, Ben-
jamin concludes that the mechanical copy lacks aura. He writes:
“Even the most perfect reproduction of a work of art is lacking in
one element: its presence in time and space, its unique existence at
the place where it happens to be. This unique existence of the work
of art determined the history to which it was subject throughout
the time of its existence” [2, c. 217-252].

According to Benjamin, photography and cinema are predomi-
nantly modern (for their time) forms of art due to their mechanical
origin and orientation towards indefinite topological dissemination.
From this perspective, the era of mechanical reproduction is inca-
pable of generating anything innovative, and its possibilities are lim-
ited to the erasure of the originality of preceding epochs of art.

Regarding this point, it is worth noting that Benjamin’s con-
ception of Authenticity sharply differs from the avant-garde au-
thenticity. Benjamin’s authenticity is inseparably correlated with
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the notion of nature. Authenticity implies uniqueness and natural-
ness, which corresponds to the idea of naturality that cannot be
reproduced through technique. However, it is worth noting that
Benjamin acknowledges the possibility of the technical reproduc-
tion of nature from a material point of view, but he insists on the
uniqueness of its aura. He considers the relationship between the
authenticity and the reproduction as a relationship between na-
ture and technique. The aura of authenticity is perceived by him as
a phenomenon that resists the mass perception of nature through
technical reproduction.

A similar correlation between nature and technique can also
be attributed to M. Heidegger’s work “The Origin of the Work of
Art”. Heidegger defines art as téxvn, which allows for the disclo-
sure of gvoelc. In Heidegger’s context, the work of art is consid-
ered an act of revealing the truth of Being. Moreover, the return
to the original understanding of @Uoeig leads to the realization
that the act of creation is not opposed only to the created objects,
which in this case are viewed merely as specific results of the rela-
tionship between being and human, distorting the original nature,
but also to nature itself in its narrow sense — the area of being
traditionally defined through its connection to culture, as accu-
rately noted by A. S. Nikulina [3, p. 116-124]. From this perspec-
tive, any manifested image, the revelation of the truth of being, ac-
quires a «natural» character in the broad, Heideggerian sense of
the word — as the self-manifestation of being as a whole, as a self-
moving, self-creating principle.

As it was mentioned earlier, such a correlation between nature
and technique in the context of modernism appears quite typical.
However, the main interest lies in the fact that for the avant-gard-
ists, for example, for Marinetti, a radical rupture with the natural
was important. Marinetti and other avant-gardists sought com-
plete separation from nature in favor of industrialization, imita-
tion of nature, and the creation of new artificial forms of art and
life. In this regard, the key method of the avant-garde became the
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operation of reduction, which opens up the possibility for the most
efficient reproduction.

Returning to Groyss work, it is necessary to cite his words:
within the modernist paradigm, defined by mechanical reproduc-
tion, the presence of the present can only be lived for a moment —
a revolutionary moment, an auratic moment of reduction, paving
the way for post-revolutionary reproduction of its results. This
is why the modern age is characterized by a passionate desire for
revolution — for the revolutionary moment of pure presence be-
tween historical past and repetitive future [1, p. 188].

With digital reproduction, the situation is quite different and
more veiled. It seems that digitization represents a process ensur-
ing precise and literal reproduction of text or image. However, dur-
ing digitization, the identity of this text or image is preserved not
in the digitized image or text itself, but rather in the corresponding
file, which has a volume in kilobytes or megabytes. Thus, this file
represents an abstraction, and the data (text or image) in this file
is a visualization of this abstraction.

This process of digital representation of images possesses
the property of an intentional act, analogous to the production
of a musical composition. In this context, a digital image cannot
simply be exhibited or copied, as its realization requires active
intervention by the user, similar to the performance of a musical
composition. This emphasizes the fundamental difference between
the original and its digital reproduction, as well as the necessity of
interpretation and reproduction for the perception of content.

Thus, the process of digitization transforms visual art into
performance and underscores the impossibility of exact reproduc-
tion of the original in the context of digital copies, which can vary
depending on the format and program used by the user. In a sense,
it appears that copies no longer exist, and only originals exist,
which are unrepeatable. Does this mean that the process of digiti-
zation is a natural process?

Human interaction with the keyboard and mouse of a com-
puter endows abstract digital objects representing data with an
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emergent essence. This process, obviously, is natural in itself, as it
requires interaction with the human body; it differs from its me-
chanical analogs. By clicking on file names and links, humans acti-
vate naturally abstract data and give them a specific form and loca-
tion on the computer screen.

Thus, it turns out that every digital object can be considered as
a “digital readymade”, and the object of digitization itself is abso-
lutely unimportant: whether it is a photographed painting by Ra-
phael or a drawing of a cat found in a Google search. This raises
the question of criteria.

Today, the internet has become the primary platform for the
production and distribution of texts, artistic expressions, and cul-
tural repositories. In previous epochs, artists and writers always
pondered the question of criteria for selection: why are some ar-
tifacts of art included in museum exhibitions, while others are ex-
cluded; what determines the publication of certain texts, filtering
out others?

The answer to this lies in the censorship and critique of cul-
tural institutions. However, concerning the internet, such censor-
ship is no longer effective, as the use of the internet as the main
kind of producing as well as disseminating art and literature neces-
sitates their de-institutionalization. Traditional institutions, such
as museums, theaters, and publishing houses, operated the fiction
as a kind of self-concealment. The theatergoer had to reach a state
of self-forgetfulness, forgetting about the physical surroundings
and immersing oneself in the fictitious world of the stage. The
reader had to overcome the awareness of the book as a material
object and immerse oneself in the world of narration. The museum
visitor had to forget about the museum itself to better perceive the
art. Thus, the functioning of fiction implies concealing of the tech-
nical and institutional foundations that made this functioning pos-
sible [1, p. 188].

The functioning of the Internet implies its real character,
shaped by its integration with offline reality. The internet is an en-
vironment for transmitting information, which is always connected
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with objects of the real world. These objects are outside the vir-
tual space of the internet, i.e., offline. It is particularly important to
note that on the internet, art and literature lack solid institutional
foundations, characteristic of the offline world. They operate in the
same information space as everything else on the internet. The fa-
mous Yandex slogan «Find everything» illustrates the idea of the
absence of boundaries in the virtual space of the internet. Thus, the
deinstitutionalization of the foundations on which internet activity
is based occurs, while the fiction associated with these foundations
ceases to be fiction.

In cyberspace, there is no direct presence of art or literature,
but only data about these phenomena together with information
about various aspects of human activity. The virtual environment
provides access to literary works and artistic creations of specific
authors or artists when searched by their name, and these materi-
als are contextualized with accompanying information about the
creator, including their biography and other works.

Thus, the avant-garde spirit that drove art and literature from
the beginning of the 20th century finds its expression in the on-
line space. Art here appears as a special aspect of reality, serving as
a process of creative work or even life unfolding in the real world,
outside the realm of the virtual.

The internet, as a global information network, provides the
author with the opportunity to disseminate his work worldwide
while simultaneously forming a personal archive of his creativity.

Thus, the internet contributes to the globalization of authorial
identity. Here, by “author”, we do not mean an abstract subject, as
such a concept has long been declared obsolete by M. Foucault and
R. Barthes. We are referring to a real person existing outside the
digital sphere to which the data presented on the internet belongs.
The author utilizes the internet not only for their creative activities
but also for conducting commercial transactions, interacting with
others, and addressing various everyday tasks.

All these aspects of life are carried out within a single digital
space and have the potential to be accessible to other users. In the
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contemporary context, subjectivity is transformed into a technical
structure: the modern individual can be defined as the possessor of
a certain set of codes accessible only to them. The internet repre-
sents a space where the individual is initially viewed as open and
observable, and only afterward efforts are made to ensure technical
security to conceal this initially public secret.

Moreover, any technical security measures can be breached.
It is interesting to note how Groys compares the hacker to the her-
meneut: “Today, the hermeneut is the hacker”.

In summary, it is necessary to say that the internet functions
as a panopticon, decomposing the flow of information into
discrete, observable, and reversible operations. This enables real or
potential surveillance of each user. One of the current dilemmas
is not considering the internet as a space for disseminating and
exhibiting creativity but rather its role as an environment for the
creative process.

In the traditional context, art was formed in isolated spaces,
such as artists’ studios or writers’ cabinets, and then presented to
the public in other places, such as museums or published books.
The advent of the internet blurred the boundaries between the
process of creating and demonstrating of art.

In the context of using the internet in the creative process, creativity
is exhibited from the outset. Previously, only industrial workers were
subject to constant observation and control, as it was described by
Foucault. Unlike them, writers and artists worked in relative isolation,
outside the panopticon. However, when using the internet, creative
individuals find themselves under constant supervision.

Initially, artists may perceive the constant availability of their
work as more of a blessing than an obstacle. The integration of the
process of creating and demonstrating art through the internet
positively affects their status, as it implies that the artist does not
necessarily have to create a final product, a finished work: the
process of documenting this creative process is already a work of art.

Thus, for an artist similar to Balzac’s character who could
not show his “Unknown Masterpiece” to the public, the internet
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becomes an ideal space for demonstrating their art, as the
documentation of their efforts, the process itself, is already the
art. “The internet functions more like a church than a museum”.
Here, Nietzsche’s words about the death of God and the loss of
humanity’s spectator come to mind. However, with the advent of
the internet, the universal spectator has returned.
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