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[Iprpofy Cyd4acHOi KyIbTypu MOSHAYAIOTh fK BisyalbHy ab0 Taky, OfjHi€0 3i
CK/IafloBUX fAKOI € caMe BisyajbHa. BusBneHHA 06’ekTHOI cdepy BisyanbHOI KynbTypu
€ JIOCUTb MpOONeMaTHYHMM IIMTAHHAM. AJDKe Ha3MBAaHHSA KOHKPETHOro 00’eKra
TOCTi[)KEeHb — POJOBa 03HAKa TPaJVITHIX JVCIVIIIH, TOAi K OCTAaHHA TaKOI HE €.

®opMyBaHHA HOBOrO 00’€KTa B MeXKax «Bi3ya/nbHOI KyIbTypu» 000B’A3KOBO
HOBEPTa€ [0 IEPerAfy MOHATh «BiyalbHMI» 1 «KyIbTypa», TAYMaveHHA AKUX —
HEOJJHO3HAyHe 11 OararorpanHe. IIparHeHHA HaJaTV BifIIOBib Ha IMTAHHA IIPO
00’eKT Bi3ya/IbHUX FOCTIKEHb HPU3BONUTH O TOTO, IO «Bi3ya/nbHa KyIbTypa» Ta Ii
[OCTiKeHHSA 1epe6yBaloTh Y FU(Y3HOMY CTaHi, IPY LIbOMY 3a/TUIIAI0YICH 0OMEXEHIMIUL.

O6’extHY cepy CTBOPIOIOTH CaMe MPAKTUKY OadeHHs, AKi CTOCYIOTbCA OYAb-AKOTO
06’exTa. AKT 6aueHHs CIPAMOBAHIIT Ha Bi3ya/bHy MOAi0 AK 06’€KT. Voro Hacmigkamu
€ BUABJICHHA BidyanbHOro 06pasy. HeopHOpiHICTb mpolecy 6aueHHs IHOIATaE B Or0
CKOHCTPY/I0BAHOMY XapakTepi i B ToMmy, 10 OaueHHS 3JaTHe caMe KOHCTPYIOBATH i
iHTepIpeTyBaTH.

Sk 06’extn «Bi3yanbHOI KyIbTypu» MOXHA posrispati obpasu. Ilpu mpomy
BaXX/IMBUIT MOMeHT, nuute M. bajb, monArae B Tomy, 1110 BOHM CTBOpPEHi 32 JOIIOMOTOI0
iHTepnperanii, TIPyNyBaHHA, HAJiEHHA KyIbTYPHUM CTaTycOM Ta MeXaHi3MOM
¢ynkuionysanna. ToOTo, «BisyanbHa Kynbrypa» Ta il BMBUEHHA MOXYTb iCHyBaTH
OKpeMo Bil 00pasis, He 0OMeXyI0uCh HIMIL. Po3mypentst 06’eKTHOI chepu OB A3aHO
3 TUM, 1O CIOAY HAJIeXaTh pedi, AKi BIIKPMBAIOTHCSA HALIOMY IOIMAAY a00 icHyBaHHA
SKUX IPYHTYETbCS HA BIACTUBOCTI OyTu BupymuMu. MoBa Jifie mpo pedi, ¥ AKX
HasABHA Bi3ya/lbHa AKICTb, IO 3BepHeHa 7o ayauTopii. Taka cIpAMOBAHICTD CBifYUTH
Ipo 0COOMMBOCTI Bi3yalbHUX IPAKTUK, SIKI MOK/IMBI caMe B KOHKPETHill Ky/IbTypi.
CaMe Ha BUBYEHHH JIOKA/TbHNUX i KOHTEKCTYa/lbHUX KOHCTPYKIill Bi3ya/lbHOTO JOCBimy
i pexuMiB badeHHs 30pieHTOBaHI BisyambHi gocmimpkeHHs. M. [[xeit BusHauae ix sk
«CyOKYNbTypU OaueHHsD».

TaxuM 4YMHOM, BHM3HAYeHHA 06'€KTa Bi3yalbHMX JIOCTI/KeHb BU3HAYAEThCA He
TUM, 1[0 B HBOTO BK/IIOUEHO, a CBOIM (yHKUioHYBaHHAM. ToMmy icTOTHUM (akTOpOM,
AKWI 3yMOBITIOE HEOJHOPIHICTL CTOCOBHO Bi3ya/nbHNX TBOPIB, € pisHe oTodeHHA. TyT
BUABJIAETbCA BiIKPUTICTh y MeXax MPOTHO30BAHMX 3HadyeHb. SKuIO iHTepmpeTryBaTn
M. banmp, TO HOCTiPKEHHs Bi3yanbHOI KyIbTYpM MAKTb BPaXOBYBaTH BapiaTMBHICTb
B1OOpPY 3Ha4YeHb, TOOTO Te, IO B 00’€KTi BiKPMBAETHCA HA MOBEpPXHi 00 X Te, 110
3a/IMIIAETHCA B TiHi.

Mopudikauii BiOyBalTbcA B PycI TpafyLiifHUX VABIEHb PO TepMEeHEBTIYHE
KOJIO, JIé B3aEMO3YMOBJIEHICTDb IIPOLIECiB iHTepIpeTalii i po3yMiHHA BiH6YBa€TbCH 10
BEKTOPY Bif] IIi/IOTO JI0 YAaCTMHY 3 MOBEPHEHHAM [0 LiTiCHOCTi o6’ekta. Y Bi3ya/IbHil
KY/IBTYpi 00’€KT CIIPUITMAEThCSA SAK YaCTHHA, KA MA€ BITHOLICHHs [0 LI/I0T0, TOOTO MOXe
iHTeprpeTyBatiCA AK JeTanb Y NPOCTOpi CBOro QYHKI[OHyBaHHA. Pesynbrar miamory
MDK I7511a9eM i 06’€KTOM IpefcTaBIeHmit y sHaueHHi. [lomyx 3HayeHb OCHOBaHMIl Ha
HeoOXiIHOCTI PO3ITi3HABAHHS MOJIE/IENt, 1110 IIPOCTYNAKTb Y XOAi iHTeprperariii.

Heo0xifiHicTh TPUCYTHOCT] MaTepiabHOTO y Bi3yalbHOMY 00’€KTi NOACHIOETHCA
TUM, W0 LA XapaKTePUCTUKA CIPUAE KOHCTPYKOBAHHI0 3HA4Y€Hb, HE TapPaHTYHUN



MOX/IMBOCTI HPaBIIbHOI BifMOBifi. B 06’eKTax mepeTuHAOTbCA icHyI0Ul MaTepiasbHi
BJIACTMBOCTI 3 TOPOPKYBAHMMI CMUCIAMM J€AKNMX [JUCKYPCHBHMX (OpMALIill.
MHOXIHHICTb 3HaYeHb BMHMKAE 3 iX KOHCTPYKTMBHOI mpupopnu. fx yBaxkae Xymep-

IpiHXi/, OCKiNbKM CKOHCTPYIIOBaHe 3HaYCHHSA € BTOPUHHMM, TO II0YATKOBeE, Oi/IbII paHHE

3HaYeHHH, 36epiraeTbcs{ Y BUILAJ] CTIfTY.

Bisyambhi [lOCTiIKEHHS BefyThca B MMpoKoMmy cmekTpi. IIpore ymoBHO
BUJIIAOTbCA Taki iX crpaAmosanocti. JokpeMa, K. Mokci npomnonye pospisuATH fiBa
BEKTOPY Bi3ya/lbHUX JOCTiKeHb. [lepumit AB/sge co60i0 iHTEpIpeTaTUBHY MapafUrMy
TOCTIKEeHHS 06pa3iB. To6T0, B pesynbTaTi HallMX iHTEpIpeTaliii MOCTaoTh MeBHi
06pasi. Posrpaoun BisyanbHut 00’ €KT K CUMBOIIYHY CHCTEMY, CLijj Bi3HAYNTH, 1110
HeoOXiTHUM € BUPILIeHHs KOpe/LALii MK 3HaUeHH:M, perpeseHTalliero Ta indopmariero.
[HIIMit BeKTOp cTocyeTheA mapagurmu «dinocodii mpucyrHocti». OCKiIbKY 3pocTaHHA
060poTiB 06pasiB IPU3BOAUTD JO TOTO, IO PO/Ib JIOAMHY, SKA «IEMOHCTPYE Bi3yanbHi
00’€KTI», 3SMEHIIYETHCST; BUSB/ISETHCS, 1[0 IPUHATIMHI SIKACh YaCTHHA 300paKeHb 3[1aTHA
«1okasysaru camy cebe». O6pas, sk i pailue, He icHye 1m03a MefiiiHO0 dopMolo, ane
B caMill MaTepia/TbHOCTi Meflia pO3KPMBA€ETbCA IM[OCh TaKe, IO Jii€ Ha IMAfja4a MPAMO;
«pempeseHTallisl» iHKOMM BTPAyae IIPUCTABKY «pe-», Meflia BUCTYIAE Hpe3eHTali€lo
npenmera. Taka pis, AK i pauile, crpAMoBaHa Ha Cy0'€KTiB, ale OdiKye Bifj HMX
iHmmx Aiif, HbK iHTepnperatuBHi sycuwra. To6to, 06pasyu posymiloTbcs fAK Taki, 10
HaJliNeHi 3/JaTHICTIO /IO CAMOCTIJIHOTO iCHyBaHHA. Y MepuIoMy HifXofi Baja Ha/leXUTh
iHTeprperaTopy 06pasy, TOAi K B IPOTIIESKHOMY — BJIaja 3a/MIIAETHCS 32 06Pa3OM.
BsaemopionoBHeHHA LMX UUIAXIB B aHA/i3i MO3MIHIOITBCA MEPCNEeKTUBHO B HAYKOBIl
TiTeparypi.

PosmmdpoBytoun mosuiiio, AKkoi IMOBUHHI [OTPUMYBATH aBTOPY Bi3yaTbHMUX
JOCITiPKeHb, C/Iif} y3arabHITHU Ji OKPECTUTH KilbKa BaK/TMBJMX MOMEHTIB:

1. B ananisi 06’exTa, KMl KPUTUYHO HEPEI/ANAETCA, YKe icHyloul AK icTuHHi i
[IAaHyI0Yi ONOBifi TMOBMHHI 3MiHMTHCA Ha anbrepHatuBHi. IIpyu npoMy BaxmMBO
TOKa3aT! MOTUBAIIIO, 10 MPOBOKYBANA Te YM iHIle TpakTyBaHHs. VeTbcs mpo
IIOBePHEHHS 110 «HapaTyBiB mepiocti» (M. banp).

2. DokycyBaHHA yBary Ha npiopurerti peaniamy. IlepeBaxkaHHS OCTAaHHBOTO TIOB fI3aHe
3 peasisali€ero MexaHisMy IisHaBaHHA i HAC/TiTyBaHHA.

3. PosymiHHA MOTMBaLill aKTMBi3allii KOTHiTMBHOTO MHOIMAAY, AKMI 3aMMLIAETHCA
HeBumuMuM (M. (DyKO). [Tornap, Axuii misHae, COPAMOBAHNI HA BUKPUTTS PUTOPUKK
MarepianbHOCTi. OcMMC/IEHHSA BU3HAYAE CHPUITHATTA, 1110 FIOr0 CYIPOBOKYE. JacTo
OCMIC/IEHHSI € Pe3y/IbTaTOM CIIiBBiIHOLICHHS IH/MBI/IyaIbHOTO OadeHHs i CIibHOTU
inTepnperaropiB. HeogHO3HAUHICTb OCMMCIEHHsA TOACHIOETHCA CIIelliasizarlieio
TOI/LALY Y 3B 513Ky 3 TeHJEPHUMI BiIMIHHOCTSIMIL. AJle Biya/bHa Ky/IbTypa poOuTh
MOX/IMBUM 3aKpill/IeHHA fK TeH[ePHMX, TaK i PacoBMX CTepEOTHIHIB. Y TaKOMy
BUNAJIKY BifjOyBA€TbCsA HEXTYBAHH:A IPUBATHUMY 3HAYCHHAMM, CIIOTAfaMu 1 TUMU
Bi3ya/IbHUMM IHCTPYMEHTaMM, AKi B HUX 3aCTOCOBYIOTbCH.

Y HaykoBOMy cepefoBuILi iHTEpec 10 npo6neM, SKi OXOIUTIOIOTD /I HAMaraloThCs BI-
pitmyTyt BisyatbHi JOCTiKEHHS, TI0B si3aHMI1, 3a coBamu []. Maxk/lyraiia, 3 BUKOpUCTaH-
HAM 00pasiB /11 BUBYEHH KY/IbTYpP | BUBYEHHSM BIUKOPUCTAHHA 006pasiB ¥ KyIbTypi.

YcBifoMneHHA Bi3yalbHOrO O00’€KTa B OCTAHHBOMY BUIIQ[Ky BiOyBa€eThcs
TaKMM ILUIIXOM, KO ONAHYBAHHS Bi3yaJpHUX IIPAKTUK BIUIMBAE Ha (hOPMyBaHH:I
ileHTIYHOCTI, HACTAHOB Pi3HNX IPYIL. BisyanbH1M apredakTaM IPUIUCYETbCA 0COOMIBA
CHMBOJIIYHA B/IaJIa, SIK 1 TpoLeCy IX CIOI/LALAHHA | MaHIMyALiAM 3 HUMH. 300paskeHHA



CTAlOTh AKTUBHYUM €JIEMEHTOM, 110 BIUIMBAE HA KUTTSA JIOJIei. YCe 1ie TOB A3aHO 3 TUM,
110 Bi3ya/bHMII 00’€KT KOHCTPYIOE i OpraHi3oBye ysAB/EHHS IOKOMiHb, iX reHiepHi
0COOMMBOCTI.

BinmosigHo, y mepmomy BUIAfKy Bi3yanbHMIT 00 €KT MifIArae CIOINAAAHHIO, B
TIpOIIeci AKOTO M (biKcyEMo aKCIO/IOTiYHi CYPKEHHS I0J0 306pa>KeH0ro: iHgMBigiB 260
TPYII I0fI€l, iHIIMX IIPOSABIB KYNbTYPH Y BUSUMUX AKOCTAX. Y Pe3y/IbTaTi BUAB/IAETHCA T€,
AK caMi iHMBiAM abO IPYIIN AMBIIATHCA HA CBIT, K 6a4aTh i pO3yMil0Th HABKOMIIHE XKUTTA.
AJpKe He3a/IeXXHO Bifj BHYTPiLIHIX iHTEHIIill aBTOPa, BUIIAKOBOCTEN J0r0 iHAMBiyanbHOL
YABH, Y Bi3ya/bHUX 00 €KTaX BUC/IOB/IOITHCS CUCTEMI CXeM CHPUITHATTS, MUCTEHHS Ta
OLIiHOK, CIIi/IbHUX Ji/1s1 IeBHOI rpynu. Hopmu, sIKi OpranisoByIoTh OLIHKY CBiTY, IPOSAB/IEHY
y BisyambHill opMmi, HeBiIfiIbHI Bifi cucTeMM LiHHOCTEH, MiATPUMYBAHUX IEBHUM
00’€IHAHHAM, YaCTUHOK eCTETUKY AKOTO Mae OyTH Liell BidyalbHMUIT 00 €KT, HE3a/IeKHO
BiJ TOTO, 1[0 BiH MOXe PO3ITIAfATICA aBTOHOMHO. OTXe, y BisyanbHi 06’ ekt B6y1105a1—1i
TaKi a/IbTePHATVBHI TApaIUTMI, Ki POSKPUBAIOTHCA B IIPOLIEC] JOCIKEHHS.
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Net art is a type of media art that operates within the Internet space. Today, net art
has become an integral part of visual culture, serving as one of the main communication
channels in a digitalized world. This phenomenon is sensitive to societal changes and often
addresses important issues like wars, authoritarian regimes’ arbitrariness and human rights
violations, censorship and freedom of speech, and ecology.

Net art uses various digital media tools, including websites, social networks, video
platforms, email, augmented reality, and artificial intelligence. In a broad sense, net
art encompasses both static forms (digital graphics, memes, photographs, collages,
virtual installations) and dynamic ones (interactive websites, videos, computer games,
generative art, network activism). This art form is characterized by interactivity, as it is
aimed at the interaction between the author, the environment, and the viewer, where
the latter not only observes but also becomes a co-author of the work, adding their own
meanings to it. The aforementioned brings net art closer to the concept of relational
aesthetics, described in the late 1990s in the eponymous book by French art historian,
curator, and art critic Nicolas Bourriaud. This approach significantly expands the diversity
of visual forms, meanings, and narratives. Moreover, as noted by art historian and curator
O. Balashova, “net art possesses a feature inherent in various media practices: the absence
of a work as an object and, consequently, as a commodity”, which gives net art artists a
certain resilience and freedom, protecting them from the constraints of the political
context and the art market.

Bibliographer M. Lelyk identifies four chronological periods in the development of
net art: the first (until 1998) — the initial stage of web culture development; the second
(1999-2005) — the development of Flash and the blogosphere; the third (2006-2011) —
the “early post-Internet” phase and the emergence of social media platforms; and the fourth
(from 2012) — the rise of mobile applications and the global spread of social networks.

Initially, net art was oriented toward play and artistic-technological experimentation.
For example, Mark Napier’s project Riot (1999) was a kind of visual experiment, a



