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Abstract

The purpose of the article is to study the concept of a virtual image created in the artist’s
imagination and its correspondence to the material invariant. The research methodology based
on a system approach to the analysis of the virtual dimension of art. The analytical method is
applied to the study of philosophical, art, history and cultural literature for a topic. The theoretical
and conceptual method is to characterise the research vocabulary; the comparative-typological
method is to find out the correspondence of the virtual image, which is formed in the imagination
of a person, with the recovered material artefacts. The article covers Plato’s concept “on the
specifics of creating images and simulacra”, Thomas Aquinas’ regulation “on the category of
virtuality” and Serhii Bezklubenko’s (2015) concept of “psychological ultrastructure of art”. The
scientific novelty of the study is to research the differences between the virtual image and its
material invariant, using the examples of the works of Ludwig van Beethoven, Leonardo da
Vinci, and Rembrandt van Rijn. Conclusions. We have proven that the art piece making begins
with the formation of a virtual image (concept statement) in the imagination of the creator
and ends with the materialised form of the original plan. The art piece making is a complex
psychological ultrastructure of art starting from the time when its image is born in the artist’s
imagination to its embodiment (materialisation) into a certain product, and then the search for
its completion in the minds of consumers. Using the examples of well-known artworks, we have
learnt that the end image often is out of keeping the original virtual concept.

Keywords: virtuality; virtual image; art; imagination; artefacts; virtual reality
Introduction
Nowadays, “virtual reality” is often used to refer to computer technology, elec-

tronic means of communication, the Internet, augmented digital technologies. How-
ever, in terms of philosophy, this concept has a broader meaning.
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The term “virtual” comes from the concept of “virtus”, which in Latin means
strength and courage, was used in medieval philosophy to define power. Subse-
quently, philosophers using this term identified various manifestations of reality.
Thomas Aquinas (1969), using this term, investigated how the “human soul”, “animal
soul” and “plant soul” coexist (pp. 848-849). In his opinion, a higher power called
“virtus” is able to generate a lower one with those qualities that are not there. Duns
Scotus believed that God has the “virtus” ability to contain all the possible benefits
that can be embodied materially (Gilson, 2018, p. 478). The reasoning of the author
is mainly close to the concept of the reality of Aristotle. Although Aristotle did not di-
rectly operate with the concept of virtuality, there is reason to believe that his ideas
turned out to be decisive for understanding virtuality in subsequent eras (Horuzhij,
1997, pp. 56-74). Aristotle used the Greek words “Dynamis” (dUvaul — opportunity,
ability) and “energy” (evépyeia — activity, energy) to show how the possible turns into
reality due to a particular activity. Based on Aristotelian-scholastic ideas, the modern
understanding of a virtual object highlights its characteristic as the incompleteness
of existence.

The term “virtual reality” was proposed by the French avant-garde playwright
Antonin Artaud, who described the illusory nature of characters and objects in the
theatre as “la réalité virtuelle” (virtual reality) in the essay collection “The Theatre and
Its Double”, 1938. The author argued that the illusion might not be different from real-
ity; he urged the audience of theatrical performance to regard the drama on stage as
reality (Artaud, 1958). The category of virtuality and virtual culture judgments is con-
sidered in the works by N. Nosov (1997), L. Bozhko (2016), M. Kyrychenko (2018),
T. Polska (2018). N. Nosov (1997) considers virtuality as some potential state of be-
ing that can be realised under appropriate conditions. Leushkin (2014) indicates that
incomplete existence in actual reality outlines virtuality Exploring virtuality T. Troitska,
O. Troitska, O. Popravko (2019) noted that every object could exist in the objective
world and virtually.

* Purpose of the article
The reflection that is formed in the artist's imagination, the planned project of
the future artwork is a virtual dimension of future artefacts. In the context of this, the
purpose of the work is to explore the correspondence of the virtual image, which is
formed in the imagination of a person, with the recovered material artefacts.

* Main research material

A famous quote by Karl Marx is “A spider conducts operations that resem-
ble those of a weaver, and a bee puts to shame many an architect in the construction
of her cells” (Marx, 2001, p. 162). But, unlike a bee, before he erects it in reality, the
architect raises it in his imagination — let us say, he creates a virtual project, con-
sciously plans a future product creation.

The virtual world is a reality of a different order in contrast to spatial (material)
reality.

Virtual is a “probably true”, imaginary object, not present in real-time, but created
mainly by the imagination of a person, or simulated using other items.
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Itis well known that the first human-made things of humankind were tools, mostly
of imitative nature. One of the first examples of such imitation is the creation of the
original bowls resembling a folded palm of hands with which water was scooped up.
S. Bezklubenko (2015): “Even the most primitive product — a rough cup or hand-
made jug — the result of a complex, primarily a thought process: from comprehending
the shape of a natural object, comprehending its meaning and becoming its image,
its image in the imagination, to determining mentally and testing in practice, ways and
means of materialising, “embodiment”, the image of this form (selection of the prop-
er material and the search for the appropriate technique), and, finally, work on the
realisation of the concept in a subjective sense form ... In other words, any product
is objectification, ‘embodiment’ of human thought, the human spirit” (pp. 206—207).

The way to represent ideas in the human mind comes from techniques and tech-
nologies (the logic of using technology).

In the case when the technology of using the product is complicated (improved),
similarity to its predecessor is often preserved, the already known work familiar in
use is imitated. The first car made similar to a carriage, an aeroplane resembling
a bird, a steam locomotive that has legs instead of wheels... These are examples of
imitation of the external features of previous models often unnecessary for the tech-
nological functioning of the new ones.

From the beginning of life, a person is continuously immersed in virtual reality:
dreams, thoughts, mental images, memories, delusions are generated continuously
in the human imagination.

Everyone perceives the objective world through the prism of their preferences
and ideas about it, through their own virtual world. No wonder there is a proverb: “We
perceive people from the side that they are facing us”. The illusory representations,
mythological and religious beliefs are products of the subjective virtual reality of hu-
mankind.

Simulacra images as virtual objects. In the context of the study of the process of
artworks creating, it could be considered that virtual is an image that is born in the
artist imagination and is realised in a definite form in the process of creative activity.

Plato notes that a person creates (produces) objects in the likeness of images
created in his imagination, which, in turn, can be invented based on objects already
existing in real spatial life or designed, nonexistent before. Plato calls the latter “sim-
ulacra” images, a copy of what does not actually exist. The simulation was presented
by Plato as a continuous process, where each simulation created a group of the new
ones (Plato, 1993, pp. 339-345; Deleuze, 1969, p. 336).

Any fiction can be called a simulacrum. In the context of our study, the simulacrum
plays a unique role, because it, as a copy of the nonexistent, provides for its origin in
the imagination of the artist, and only then its objective realisation in space. A similar
opinion is expressed by Gilles Deleuze: in his understanding, a simulacrum is not
just a copy of copies, but a phantasmagoric image, unlike any previously existing
one. Deleuze (1969) points out: “There is some kind of madness in the simulacrum,
which is unlimited becoming. Always different becoming, which is not characterised
by deep becoming, that bypasses the equal, the border, the same or similar: larger or
smaller, but never the same” (pp. 336—337). We find similar remarks in Jean Baudril-
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lard (2004): “a simulacrum bears no relation to any reality whatever: it is its own pure
simulacrum” (p. 13). “Later, Baudrillard claimed that reality has disappeared, been
killed, and we prepare ourselves for a hyperreal or virtual existence. He suggested
that the world was expediting toward the fourth stage of simulacra, the fractal stage,
in which the virtuality would colonise the reality completely” (Kline, 2014, p. 643).

The modern production of art products (works) has a complicated public infra-
structure from the processes of manufacturing artefacts, their preservation and res-
toration to the creation of educational institutions for the training of new art historians,
material and technical and production facilities.

It is well known that art is a conscious process of creating art objects, which be-
gins with the emergence of an idea in the artist’s head, the “cultivation” of an image in
his mind, and the further objectification of this image in the objective world. However,
this theory applies not only to art-making but also to the life of humanity in gener-
al — the conscious process of mastering people in the world. Our first ancestors for
successful hunting of the beast had explicit knowledge of their place and awareness
of the role in the hunting process and at the same time have a general idea of the
general process course. To do this, they first needed to virtually present the planned
situation and “lose” it in their minds to avoid undesirable consequences.

The production of artwork, from the moment when its image is born in the imag-
ination of the artist until it is embodied (materialised) in a certain material, and then
the search for its completion in the minds of consumers, is a complex psychological
ultrastructure of art.

To trace the ultrastructures of the artwork and to examine the correspondence of
the image — objectification — of the work perception by the consumer, we will consider
the work of the outstanding masters of painting Leonardo da Vinci and Rembrandt
van Rijn.

Artists had a common disease — squint (exotropy), as a result of which the world
was perceived differently for them — they saw a slightly altered picture of reality, in
a two-dimensional plane. The ability to see three-dimensional objects — the so-called
binocular vision — depends on the accuracy of the direction of view. With the correct
focusing of both eyes, the brain combines two flat images into one three-dimensional
(stereoscopic). If this ability is violated (as in the case with Leonardo and Rembrandt),
the images do not merge, but are shifted relative to each other — the image becomes
blurred. This is how Leonardo’s paintings The Savior of the World (1499), Gioconda
(1503) and all 36 Rembrandt’s self-portraits look like where there is strabismus of the
depicted persons and a peculiar technique of smearing, resulting in a blurred image.
We can state with accuracy the fact that created mental images which artists planned
to capture on canvases are fundamentally different from those images perceived by
viewers. It is also possible to assume that this discrepancy between the images of
the artist-consumer provides the artists with mystery and uniqueness.

Another well-known fact is that the musical work of the last life period of the
composer Ludwig van Beethoven, who was sick with deafness. Symphony No. 9
was written by him in 1824, that year, when the artist was completely deaf. Here
it's challenging to talk about the virtuality of images, creating melodic drawings and
scoring with musical instruments. However, it can be said with accuracy that the
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imaginatively melodic series (image), perfect knowledge of the musical staff and the
ability to find the right sound following these principles — these primary dominants
(image-knowledge-skill) helped Beethoven create a masterpiece of classical music
that he could hear only in his virtual world.

The viewer (listener) of the final material art product perceives the work sub-
jectively, through the prism of its own ideas and beliefs; therefore, there is no exact
probability that the latter will accurately understand the content and nature of the
artist’s work of art. The expression “Art is subjective” is well-known.

The expression is known to everyone: “We will draw — we will live”. Indeed, be-
fore building, creating something in a real three-dimensional space, the artist must
imagine the image, model, details of the future. No one could think that this expres-
sion will become a reality when it becomes possible to get real artefacts from draw-
ings, create houses, furniture, cars and the like.

Thanks to modern digital technology, it is possible to translate into reality any
ideas of the artist and virtualise art vice versa. Most contemporary artworks, accord-
ing to Frank Popper, are virtualised. F. Popper shows that contemporary virtual art is
the further improvement of technological art at the end of the 20" century, as well as
a departure from it.

Recall that the technology of computer calculation from the beginning of its incep-
tion had nothing to do with the world of art. These were purely commercial mathemat-
ical developments in the field of cybernetics. The computer, having entered the every-
day human life, began to be used in all areas of its life. The artistic activity was no
exception. Machinery and computerisation technologies have interested artists from
the musical, theatre, visual arts, composers, stage directors, producers and the like.

In everyday life, it began to be used not familiar to the perception and under-
standing of the concept of “automation of the creative process”. There is a tendency
to attract computer technology anywhere, even where such use would seem impos-
sible.

At the beginning of the 20™ century, with the development of machinery and cy-
bernetics, experiments began with the introduction of computer and computing tech-
nologies in the visual arts and sculpture — the phenomenon of “kinetic art” appears.

So, now the term “virtual art” describes the phenomenon of art virtualisation in
the field of technical media that arose in the late 1980s (in some cases a little earlier).

The latest technology allows for detailed and accurate reproduction of the art
form following the artist’s ideas. Moreover, it is possible to create a virtual analogy
of any artefact, replicate and restore artwork using three-dimensional modelling and
3D printing.

With the appearance of modern computer technologies, along with new methods
of spatial object virtualisation, it became possible to create any models in real-time
and space: orbits, satellites, rare animals and plants, the underwater bottom and
other places inaccessible to humans.

New digital art is born at the intersection of artistic creation and technological
means. In this context, opportunities and relationships are still being formed. So,
significant prospects are opening up for the creation of virtual reality using computing
and cybernetic machines.
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Conclusions

As a result of this study, we have proved that the process of creating a work of
art begins with the creation of a virtual image (concept statement) in the imagination
of the creator and ends with the materialised form of the original plan. This process
is called as psychological art ultrastructure. The virtuality of the objective world of
things is determined by the subjective worldview, the presence of human conscious-
ness “idols”, through which knowledge, instead of displaying reality, is the result of
only its simulation.

On the example of artworks (in particular, on works by Ludwig van Beethoven,
Leonardo da Vinci, Rembrandt van Rijn) the relationship between virtual and ob-
jective reality are investigated. Fabled image precedes the immediate process of
creating a material product and often does not coincide with the material image of its
invariant. The production of works of art occurs through the use of technology and
technology (the logic of using technology).

Thus, the concept of the psychological ultrastructure of art becomes essential in
the study of art history and requires further scientific consideration.
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= BIPTYAIIbHU OBPA3 TA UOIrO BIAMNOBIAHICTb CTBOPEHUM
MATEPIANIbHAM APTE®PAKTAM

= Cosrupa TetsiHa IropiBHa

=" KaHdudam mucmeuymeo3Hascmea,
ORCID: 0000-0002-7023-5361, e-mail: STIsovgyra@gmail.com,
Kuiscbkull HayioHanbHUU yHisepcumem Kynbmypu i Mmucmeyms,
Kuis, YkpaiHa

= AHoTauifa

Merta cTaTTi — foCnioXeHHA NOHATTA BipTyansHOro o6pasy, CTBOPEHOrO B ySABI XyAOXKHMKA
i Moro BIAMOBIAHOCTI MaTepianbHOMY iHBapiaHTy. Metogonoris focnigXeHHs 6a3yeTbca Ha
CUCTEMHOMY MiAXo4di aHanidy BipTyanbHOro BUMipy MucTeuTsa. Y CTaTTi aHaniTU4HUA METO,
3aCTOCOBYETLCA ANs aHaniy inocodcbkoi, XyAoXKHbLOI, iICTOPUKO-KYNBTYPHOI niTepaTtypu
3a Temow [OChiMKEHHS. TeopeTUYHO-KOHUEeNnTyarnbHUN METOA BMKOPUCTOBYETBCA ANs
XapaKTepUCTUKN KOHLENTYanbHO-TEPMIHOMOrYHOT AOCMIAHMLBKOI CUCTEMU, MOPIBHANBHO-
TUMNONOrYHNI MeToA — ANS 3'iCyBaHHA BIANOBIAHOCTI BipTyansHoro obpaay, akui gopmyeTbes
B YSIBi NIOAVHWY, 3i 3HaWAEHUMN MaTepiansHMK aptedaktamu. Y poboTi BUCBITNIEHO KOHLEMNLiH0
MnatoHa «npo crneundiky CTBOPEHHs 06pasiB Ta CUMYMSAKPIB», NOMOXEHHA «MPO KaTeropito
BipTyanbHOCTi» Pomu AKBIHCbKOTO Ta KOHLIEMNLLIO «MCUXOMOTiYHOI YNETPaCcTPYKTypy MUCTELTBa
C. besknybeHka (2015). HaykoBa HOBM3Ha nonsirae B TOMY, LLO BNepLue A0CMiAXEHO BiAMIHHOCTI
MiX BipTyarnbHUM 306paxeHHAM i Moro MmatepianbHUM iHBapiaHTOM, BUKOPUCTOBYIOYM NPUKNaan
pob6it Jltogira BaH BetxoBeHa, JleoHapao aa Binui i PembpaHaTta BaH PenHa. BucHoBku.
[loBeneHo, Lo NpoLec CTBOPEHHSI TBOPY MUCTELTBA NOYNHAETLCS 3 POPMYBaHHS BipTyarnbHOro
o6pa3dy (NPoeKTy) B ysABi TBOPLS i 3aBEPLUYETLCA ypeUYeBNeHo (POpMOI0 MEPBICHOrO MnaHy.
Bypo6BHMLTBO XyAOXHBOTO TBOPY, 3 MOMEHTY, KON NOro 306paXeHHs HapOKYETLCA B YsiBi
XyAOXHUKa, [0 WOro BTIMEHHA (Martepianisauii) B NEBHWM MPOAYKT, a MOTIM MOLYK WOro
3aBEpPLUEHHSA Y CBIJOMOCTi CMOXMBAYiB € CKMNafAHOK MCUXOMOrMYHOK YNbTPaCcTPYyKTYPOIo
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MucTeuTBa. Ha npuknagax Bigommx TBOpIB MUCTELTBA 3'ICOBAHO, LU0 KiHUEBWUM pesynbrat
TBOPYOCTi YacTO He BiAMNOBIAAE 3annaHoBaHOMY BipTyanbHOMY MPOEKTY.

' Knroyoei crioea: BipTyanbHiCTb; BipTyanbHuin obpas; obpasoTBopye MUCTELITBO; YABa;
apTedakTu; BipTyarnbHa peanbHiCTb

BUPTYAJIbHbIN OBPA3 U EFO COOTBETCTBUE CO3[0AHHbLIM
MATEPUAJIbHbIM APTED®AKTAM

* CoBrupa TatbsiHa UropeBHa

" KaHOudam uckyccmeosedeHus,
ORCID: 0000-0002-7023-5361, e-mail: STIsovgyra@gmail.com,
Kuesckull HayuoHarnbHbIlU yHU8epcumem Kysabmypbl U UCKyccms,
Kues, YkpauHa

* AHHOTauus

Llens ctaTbn —unccnenoBaHve NOHATUA BUPTyanbHOro obpasa, Co3aaHHOro B BOOGpaxeHunm
XyOOXHVKA U ero COOTBETCTBMSA MaTepuanbHOMY MHBapuaHTy. Metogonormsa nccnegoBaHus
6a3npyeTcst Ha CUCTEMHOM NOAXOAE aHanu3a BUPTYyarbHOro N3MepeHnst nckycctea. B ctatbe
aHanMTUYeCcKUn MeToqd NpUMEHSIeTCS ANA  aHanusa (unocodCKon, XyaoXKeCTBEHHOW,
NCTOPUKO-KYNBTYPHOTO NUTepaTypbl N0 TEME WUCCNEefoBaHWS. TeopeTUKO-KOHLEeNnTyanbHbIN
METO4  WUCMONb3yeTcs AN XapaKTepUCTUKM  KOHLENTyarbHO-TEPMUHOMNOrMYECKON
nccrneaoBaTenbCkol CUCTEMbI, CPaBHUTENbHO-TUMONOTMYECKUA MeToh — AN BblACHEHUS
COOTBETCTBUSA BUPTYyanbHOro obpasa, KOTOpbi hopMupyeTcsi B BOODOpaKeHWM 4YernoBeka,
HaAeHHbIM MaTtepuanbHblM aptedaktam. B pabote ocselleHa koHUenuus «o crneundunke
co3gaHusi ob6pasoB 1 CMMYNAKPOB» [naToHa, NONOXeHNe «O KaTeropnv BUpTyansHOCTU» Pombl
AKBMHCKOIO M KOHLENUUS «NCUXOINOTMYECKON YNsTPacTpyKTypbl nckycctea» C. besknybeHko
(2015). Hay4Has HOBM3Ha 3akno4aeTcs B TOM, YTO BMEPBbIE NCCMEAO0BaHbl Pasnuinsa Mexay
BMPTYarnbHbIM M300paxeHnem u ero maTtepuanbHbiM WHBapUaHTOM, MCMOMb3ys npuMmepsl
pabor JltoaBura BaH berxoseHa, JleoHapgo aa BuHun n PembpaHaTta BaH PenHa. BeiBogpl.
[lokazaHo, 4YTO MpoLuecc Co3haHns NPoM3BEAEHNS UCKYCCTBa Ha4YMHaeTcs ¢ (popMMpoBaHUS
BUPTYyanbHOro obpasa (Mpoekta) B BOOOGpakeHUn TBopLa 1 3aBepLUaeTcs OBELLEeCTBNEHHOM
dopmor nepBoHadanbHOro mnnaHa. [1poM3BOACTBO XYAOXECTBEHHOrO Mpou3BeAeHus,
C MOMEHTa, Korga ero usobpaxeHue poxaaeTcs B BOOOpaKeHWM XyAoXHUKa, OO0 ero
BOMSOLWEHUS (MaTepranunsaumm) B onpeaeneHHbId NPOAYKT, a 3aTeM MOUCK ero 3aBepLUeHns
B CO3HaHWM noTpebuTenen sBRASETCA CHOXHOM MCUXOMOMMYECKON YNbTPacTPyKTypOn
nckyccTBa. Ha nprvmepax M3BECTHbIX NMPOM3BEOEHWI UCKYCCTBA BbLISCHEHO, YTO KOHEYHbIN
pesynsTaTt TBOPYECTBa YacTO HE COOTBETCTBYET 3arfiaHMpPOBaHHOMY BUPTYaribHOMY NPOEKTY.

Knrodyesnie cnioega: BUpTYanbHOCTb; BUPTyanbHbIi 06pa3s; n3obpasutenbHoe UCKYCCTBO;
BoOOpaxeHue; apTedakTbl; BUpTyanbHas peanbHOCTb
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