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Since time immemorial, people have been aware of the destructive power of truth, and for them, art has always
been a means for escape from reality and truth, the safest shelter. Consequently, humans cannot and do not exist
without art. However, their majority may not even realize this, precisely because of the veneration and deification of
art objects by humans themselves. However, the relationship between art and humans is much simpler: a human’s
biggest routine and inveterate habit is to come into contact with art. As far back as ancient times, people tried to
give objects an esthetic purpose in addition to its utilitarian function.

By its very nature, art is reflexive; it unconditionally and inevitably responds to reality. It is reality—the peculiarities
of the epoch—that determines the nature of art and its stylistic features. The variety of “responses’ to reality are
a kind of “anamneses” that allow us to vividly outline the trends of a particular epoch. However, all this diversity,
accumulated over millennia, still has one conspicuous feature in common: humans construct a simulated reality in
the form of art as a “shelter” that offers an aesthetic, elevated, refined, and moral alternative to reality. Only modern
and postmodern artists have severed ties with this tendency: “an artist becomes blind to the surrounding world” and
completely ignores the reflection of reality. Importantly, the contemporary artist does not take this decision alone
and independently: previously passive viewers now assume the role of active co-authors, consciously engaging
in the process. Which with the statement: “everything is art, and everyone is an artist” should have simplified the
relationship between humans and art further. However, by disregarding simulated reality, art clearly loses its status
as a shelter, at least for the masses. The rhizomatic structure of contemporary art is intended only for viewers with
professional readiness. Yet, if we are to “trust”, José Ortega y Gasset, art has never been popular, i.e., intended for
the masses. In such a historical context, the discussion of immersive art as the latest form of “shelter” or “response”
becomes even more compelling.

“We have art in order not to die from the truth.”
— Friedrich Nietzsche

refuge, exhausted by loneliness, but equipped with cut-
ting-edge digital technologies, humans have found an
answer suited to their epoch: digital possibilities have
offered a completely different knowledge and experi-
ence and given them a new breath. Through advanced
technologies, the all-encompassing and synthesized en-

rt has been predicted to die or come to an end far
too often. Likewise, the future of art development
has often been vague and perplexing, sometimes

due to the perfection it had already achieved and at other
times due to creative boldness and radicalism. Indeed,
what era could possibly come after postmodernity, i.e.,
contemporaneousness? What could art look like after
For the Love of God by Hirst or Blood Relations by Anish
Kapoor have recently been declared as masterpieces of
art?

At the beginning of the 215 century, driven from their

vironment of immersive art creates a multisensory sim-
ulated reality, demonstratively restoring the status of
the esthetic experience and beauty to visual art. In the
realm of immersive art, humans are teleported into an
alternative reality, a digital dimension. They return to an
incredibly attractive and safe shelter, a simulated reality.

An immersive artwork is typically an installation cre-
ated by digital technologies, a three-dimensional virtual
space. Halls designated for immersive installations are
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often dome-shaped to fully envelop viewers within the
exhibition space. The interior is entirely covered with
screens and laser projectors, ensuring the creation of
a desired three-dimensional, spatial image. However,
alongside the image, additional elements such as sound,
lighting, tactile sensations, and scent are incorporated to
achieve a complete multisensory effect. The real world is
transposed into a computer-generated 30 model.

Notably, there are still no fundamental art researches
on these latest pieces of contemporary art that would
provide clear attitudes, positions, and conclusions. Even
the terminology used to describe such works varies: im-
mersive art, virtual reality (VR), and augmented reality
(AR). My choice settles on the term “immersive art,” as
it best defines and corresponds to its artistic and con-
ceptual essence. The word “immersion” not only denotes
submergence and intense engagement but also carries
the connotation of baptism, which is symbolic because
later | will discuss its connection to Christian art. More-
over, VR and AR themselves are integral components of
immersive art.

Given that immersive art is created using the most
advanced technological achievements and innovations,
and employs an entirely new kind of expressive means,
forms, and plastic solutions, it becomes even more dif-
ficult to “accuse” it of any direct connection with the
traditional artistic paradigm. However, a conceptual and
substantive analysis clearly demonstrates that this rep-
resents a “step back into the past,” a significant return
to the artistic principle that predates modernism. More
specifically, immersive art can be seen as an extension
and revival of traditional cultural paradigm through 21%
century technological innovations. And yet, despite this
“return to the past,” it creates an unprecedentedly open,
free, and democratic future for visual art.

Immersive art reopens the “window” closed by mod-
ernism and postmodernism that was supposed to lead to
another world. Visual art, “shaken” by conscious trans-
formation, the Industrial Revolution, and the discovery of
photography in the 19" century, completely abandoned its
mission to depict reality. Treatises on paintings or plas-
tic achievements, formulated, developed, and refined

throughout centuries, suddenly appeared conditional and
simulated when placed against the fragile photographic
paper. Naturally, this became one of the primary reasons
for modernism and postmodernism’s radical decisions:
to reject any attempt to represent reality, strip artwork
of its function to provide aesthetic pleasure, erase the
concept of beauty, expel the act of creation from art, and
declare the ‘banal’ found object, ready-made, as a work
of art.

One of the most complex questions and widely debat-
ed in contemporary art philosophy: how to distinguish an
artwork from real objects that are not art but can be used
as artwork?? has been actually resolved by immersive
art. Here the artwork unconditionally reclaims its tra-
ditional definition and status in all aspects: it becomes
a window into an alternative reality, provides aesthetic
pleasure, preserves the concept of beauty, restores the
act of creation, allows anyone to “immerse” themselves
in its splendor, and for the first time since modernism,
understanding a work of art no longer requires a particu-
larly prepared viewer. Moreover, due to the specificity of
immersive art, it often requires that specialists from var-
ious fields: artists, scientists, designers, and computer
engineers come together. This reminds us of the associ-
ations of medieval Christian art authors who created im-
mersive installations within Christian cathedrals during
the Middle Ages. The magnificent frescoes under domes
and high vaults, precisely positioned open windows and
stained-glass lighting, the scent of candles and incense,
and the specific tones of chants and sermons—all provid-
ed a complete sense of immersion to people. However,
while medieval artworks were clearly designed to evoke
religious feelings, the conceptual or substantive diversity
and difference of modern immersive installations offer
an entirely democratic experience to the audience. The
author no longer dictates one particular interpretation,
and consequently, every viewer remains free and inde-
pendent. Anyone can walk leisurely and happily even in
a torrential rain and take away a unique emotional and
sensory experience that may be radically different from
others’ experiences, yet remain just as authentic and
true as any other completely different or similar expe-

1 Reference to Leon Battista Alberti’s famous explanation that a good painting should not look different from the reality seen

through the window.
2 Danto, Art, 2013, p. 29.
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rience. Upon entering the installation Rain Foom (2012)
created by the British art collective Random Internation-
al, visitors find themselves in the pouring rain, hear the
sound of rain, and smell it. Yet, as they step forward, the
rain ceases precisely in their path, ensuring they remain
dry. Random International establishes a unique connec-
tion between humans and nature.

Like sacred buildings, immersive art creates an al-
ternative environment aiming to exert a profound and
all-encompassing emotional impact on the viewer. Here,
viewers do not merely observe art but enter into a dif-
ferent world in which they freely embark on a journey
through time and space constructed by modern tech-
nology. This is, indeed, an AR, an augmented reality,
that enriches the outside world with new experiences,
knowledge, and information, teleporting the viewer into
a different emotional and psychological state. It pres-
ents new information, not only creating the illusion of
three-dimensional space but also being it. Yayoi Kusa-
ma’s Infinity Mirror Room—Filled with the Brilliance of
Life (2012) and Chandelier of Grief (2016) truly creates
the experience of infinity and boundlessness. In both in-
stallations, the interplay of mirrors and shimmering mul-
ticolored lights offers the viewer a journey in a cosmic
space. “Our Earth is only one polka dot among a million
stars in the cosmos,” declares Yayoi Kusama, and in her
early works, she “plays” in various forms and genres
with her model of the universe that is constructed from
polka dots. In immersive installations, she brings these
elusive stars to life by synthesizing lighting and mirrors
in a 3D model. In Chandelier of Grief, the viewer steps
into a pitch-dark space of the hall covered with mirrors,
where the pulsation of numerous rays emanating from
the brilliance of the installation’s sole protagonist, the
chandelier (designed by Swarovski, a collaboration that
the company finds a great pride in), and the wandering
through infinite inky-dark corridors offers a new emo-
tional, conscious, and aesthetic or physical experience.

Immersive installations form a new model of rela-
tionship between artwork and viewer. From a passive,
static, and modest observer, the viewer becomes a direct
participant in the artwork. The early postmodern concept
of the “viewer-dependent space” becomes even more
liberal, the definition of immersive art space is the space

3 Weiner, Immersion Art, 2022.

intended for viewers, created for them. The narrative in
immersive installation is decentralized, rejecting any di-
rective from the artist regarding the main point of per-
ception or the dramaturgical development of the mean-
ing. The connection between the audience and the art-
work is established easily and smoothly. This attractive,
aesthetically pleasing, multisensory world is entirely in-
teractive and virtually excludes the existence of an indif-
ferent observer. They exist together and for one another.
In the installation by Olafur Eliasson, Your Blind Passen-
ger (2010), beyond each tunnel (a total of 90 meters long)
unfolds a new colored space, where physical demate-
rialization of real passengers occurs, and new ethereal
companions are created by the author through light and
color. The sound of footsteps in near-complete silence
creates an auditory rhythm that intensifies the sensation
of blindness. The dense, colorful fog engulfs and absorbs
the viewer, transforming them from mere spectators into
integral parts of the artwork itself. The artwork is no lon-
ger an object of admiration that is placed on a pedestal
and under strict protection or surveillance; the distance
between immersive installation and viewer is entirely
dissolved, and they create one shared dimension. For the
first time, art becomes truly human, everyone, regardless
of their age or type, experiences aesthetic pleasure.

Restoring the component of aesthetic pleasure to an
artwork is precisely one of the most important character-
istics of immersive art. This type of art no longer requires
the type of readers or viewers that are well prepared for
postmodernist hypertextuality. Itis intended for broad au-
diences and “grants permission” for even casual visitors
to immerse in it. It provides everyone with the right and
means to experience its beauty. “My hand went through
a tadpole,” a little girl exclaimed with laughter in one
of the halls of Teamlab: Continuity (2021). Spanning 850
square meters, the Japanese art collective TeamlLab’s
interactive landscapes merge nature and Eastern artistic
traditions into a rich, mesmerizing ecosystem. Animated
projections of flowers, fish, and birds completely envelop
the space. Images react to the viewer’s movements and
change adequately: when touched, butterflies fade and
crumple, flowers and pine needles change color and drift
with the wind, while schools of fish scatter and pool be-
neath the visitors’ feet.?
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Clearly, immersive installations also alter the rela-
tionship between art and entertainment. Entertainment
has never been a traditional component of visual art, un-
like other artistic disciplines. Immersive art not only in-
troduces it but also makes it an organic part of visual art.

By offering interactive experiences, immersive art
has fundamentally transformed the perception of time
and space. In visual art, time is perceived as a static, fro-
zen moment. In immersive installations, however, time
flows dynamically. The viewer is an active participant
in the nonlinear progression of time of artworks. They
can literally return to any point of interest at any time
and begin or continue to perceive the artwork from the
desired section. Thus, immersive art introduces a new
definition of time and space—instead of time and space
permanently fixed by a particular image or story, it intro-
duces a fluid, progressive, changing time and space. By
redefining spatial relationships between the viewer and
the artwork, immersive installations literally offer a jour-
ney within the artwork itself. While such a journey pre-
viously depended on the viewer’s intellect, imagination,
and interpretation, in the case of immersive installations,
the viewer is truly immersed, submerged in a simulated
digital reality, which is more real than reality itself (this
is why it is called augmented reality) and proves once
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and post-reality.

In his Topology of Contemporary Art, Boris Groys as-
serts:* “That is why | would argue that the installation is
the leading art form of contemporary art. The installa-
tion demonstrates a certain selection, a certain chain of
choices, and a certain logic of inclusions and exclusions.
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