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In the era of global digitalization, the usual processes of dialogue between
works of art and design with the viewer are being transformed. The channels
of this dialogue are expanding beyond exhibitions and galleries, art and design
museums, and auctions. The very methods by which platforms representing
traditional and contemporary art, design and digital art interact with viewers,
connoisseurs, and buyers of art are becoming increasingly interactive.

Today, the viewer through the Internet acquires not only additional
conveniences in obtaining an expanded range of information about art, but also
the opportunity to form individual settings and preferences in their gadgets.
The viewer has a real opportunity to influence the selection of works in the
exhibition space of modern exhibitions and museums, relegating the opinions
of the professional art community to the background.

The current art market puts forward completely different requirements for
determining the place and role of works of art in the modern sociocultural
environment. Galleries, museums and exhibitions, in order to be fashionable
and popular, use various means of attracting viewers to their platforms, tools
for promoting their own museum brands, increasing loyalty from target
audiences of viewers and buyers. Information drives and manipulation
techniques to increase viewer activity can be very diverse. Sometimes they
come from a business background that has nothing to do with art at all. A
sociocultural communicative approach to the art market ensures its financial
macro-perspective, forms the stability of consumer activity, determines a new
orientation of the communicative environment, where the center of attention
shifts from art to the viewer. Manipulating the audience’s attention, artificially
creating activity, enticing the viewer with the illusion of their own importance,
museum platforms «obtain» loyalty and trust in deceptive ways, attract the
viewer into the mirror room of narcissism.

181



The modern viewer is not always ready to develop and perceive art as an
opportunity for spiritual growth and enrichment of the inner world. Not all people
have a subtle understanding of art as a tool for self-development. Only some
people can fully experience and appreciate the spiritually transformative power of
art, the uplifting power of works. But this minority is the core of real audience
attention. For these people, the availability of spiritual growth and development
through visits to museums and galleries is a sign of an era that is slipping away
and replaced by a mess of art forgeries that do nothing for the soul.

On the contrary, the desire to «become famous» against the background of
current art expressions, the desire to be fashionable and to strengthen a
personal brand through the neighborhood with the «big» is characteristic of
many people. Being at the epicenter of events, wanting to be heard, the viewer
succumbs to the temptation and supports the game played with him by modern
exhibition sites, which constitute art and what is reduced to the rank of art for
the purpose of trivial profit. Unexpectedly, the average viewer feels his ability
to influence the evaluation of works of art. It can afford to determine the value
of artistic expression directly or through its ambassadors, representatives, and
leaders. It also publicizes the power of speaking about the significance and
value of art for the present moment and for the future. And most importantly,
belief in the relevance of one’s own judgments.

When evaluating works, when forming public opinion, when influencing
demand, the following come to the fore: popular expertise, evaluations of
public opinion leaders, statements of millionaire bloggers. People without a
minimum art education create a rating of works of art, design, and other visual
expressions with the help of «likes», «dislikes», signatures, blogs, «reposts»
and other active actions and manifestations of attention. The quantitative
factor of the reaction to an informational art drive or artistic publication erases
the significance of the qualitative expert assessment of a professional art critic.

The impact of global digital transformation on the field of art is confirmed
by numerous research results. The online art market has been found to increase
significantly every year (by 75% from 2015 to 2022), with more than 71% of
collectors having purchased artwork online [3, p. 229]. Appraisal, criticism,
and discussion of art are moving from professional publications and other
specialized media to social media platforms.

Instagram has the highest level of audience activity and engagement
among other social networks. It was determined that 48% of buyers of works
of art use it for their purpose [2, p. 35]. Museum communication has also been
largely rethought today: the relationship between museums and the public is
changing towards interactive forms of communication. Social networks are
increasingly being used directly to promote art, individual works, authors, as
well as museum brands and other art platforms.
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In 2015, the Frye Museum of Art in Seattle hosted an exhibition «Social
Medium» [4] indicative of this research. Numerous Internet users acted as
curators. The museum posted all works from its own collection on the Internet for
two weeks. Facebook, Pinterest, Tamblr, Instagram served as visual interactive
platforms. Subscribers voted for works they liked and commented on them. As a
result, more than 17,000 votes were received from 4,500 «exhibition curatorsy
around the world. The works that received more «likes» became part of the
exposition presented in the real museum space. While most art museums display
their collections in traditional ways, inviting professional experts and curators,
Seattle’s Frye Museum rethought the value of classic works by artists of the 19th
and 20th centuries through a popular vote and exhibited them in the exhibition
space according to the preferences of social network users.

Another similar exhibition, «Click» was held at the Brooklyn Museum [1].
Works for the exhibition were also selected by users of social networks using
online voting. In such a situation, the Brooklyn Museum fully delegated the right
to select the works included in the exposition to its Internet audience. At most, an
«Open call» action was held, in which artists were invited to create work on a
theme set by the audience. After the works were completed by the artists, social
media users made their final choice by voting for the works, which were
subsequently exhibited in the actual exhibition space of the museum.

Quantitative indicators of audience activity on social network platforms
have today acquired the status of a new legal form of «influence assessmenty.
This evaluation is capable, through the transformation of public opinion, to
actualize and clarify our knowledge about the studied objects and subjects.
The experience of digital measurements has gained legitimacy [5, c. 270].

In recent decades, social networks have entered the life of society and play
an increasingly prominent role in it. It is clear that the influence of social
networks on art cannot be neglected. New technologies open up new horizons
for artists. Therefore, the desire of artists to use social networks as a tool in
their art practice is obvious, which makes it possible to reach a new level of
interaction with the viewer.
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AKOpICOH/KHONIAKOPICOH (0asH), Hamami aKOpICOH, € OTHUM 3
HAWMOJIOIIINX MY3WYHHUX IHCTPYMEHTIB, [0 BUHUK Y XIX CTOMITTI Ta IPOMIIOB
LUIIX 3HAYHOTO TEXHIKO-TeMOPOBOrO BJOCKOHAJICHHS 1 PO3BUTKY Ie/IaroriyHo-
BUKOHABCHKHMX WIKUI MO BchoMy cBiTi. Ha mouarky XX CTOMNITTS akTHBHO
BUKOPHCTOBYETBCSI HE JIMIIE SIK COJIbHUI IHCTPYMEHT, a i y CKJIaJi /pPKa30BUX
opkectpiB CHIA Ta xpain €Bpornu. HaOyBim nomysspHOCTI y BHKOHABIIB i
cllyXauiB, Ha HbOTO IIOYaIM 3BepTaTH yBary 1 mnpodeciiiHi KOMIIO3HUTOpH,
TIOTIOBHUBIIIY BUKOHABCHKUI peTiepTyap OpUriHaIbHIMH TBOPAMHU.

B opHiif 3 HaficTapimmx My3UYHHX KpaidH €Bpomu — [cranii mopsig 3 Takum
TIOIYJIIPHAM IHCTPYMEHTOM, SIK TiTapa, OTPHUMYE€ CBili PO3BHTOK i aKOp/ICOHHE
MucTenTBo. Binomumu BukoHaBIsIMEH B pi3HiI yacu € Konpan Ceto (Xoce
Konpan Cero Maprinec — Josep Conrad Seto Martinez), Kyko Ilepec (Cuco
Perez), Enpike Ilatican Pero (Enrique Paisal Rego), Kena /IxxyHkepa Yppasa
(Kepa Junkera Urraza), 'opka Epmoca (Gorka Hermosa) [1, c. 214].

I'opka Epmoca (Gorka Hermosa Sanchez, 29.04.1976) — icmaHchkuit
KOMIIO3UTOP OAacKCHKOTO ITOXO/KEHHS, aKOPIACOHICT (KHOIAKOPAEOHICT),
memaror. [louaTkoBy ocBiTy otpumaB y Xa’epu Pamoca. 3romom
BIIOCKOHAJIIOBaB CBOE BHKOHaBCTBO B Theppi Ilaite Ta ®Ppimpixa Jlimca.
3 BiAI3HAKOIO 3aKiHUMB KOHCEpBaTopito BiTopii mo kiacy akopzaeoHa [4].
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