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Research Question: 

How can digital art serve as a vehicle of expression for artists of the Philippines? 

 
Abstract: 

The emergence of new digital technologies alongside the growing number of global 

diaspora communities is reinventing national identity as well as the artistic modes for 

expressing this identity. This paper proposes connections between digital and diaspora 

art and exposes a need for further research that combines these two lenses.  The 

particular diaspora community this paper will address is the Philippines. A 

historiographical analysis of the emergence of digital art in the context of periphery 

narratives will be used to discuss reasons for the underrepresentation of the 

Philippines in the current digital art canon.  An analysis of the ways in which earlier 

Philippine artists gained acceptance in the art establishment will be presented as a 

precursor to the diffusion of digital art from the Philippines and its diaspora 

communities. The emergence of ASEUM 2009, an international network of new 

media artists initiated in the Philippines and Slovenia, will be examined as a case 

study of current representations of transnational discourse through digital art.  Finally, 

the innovative possibilities of digital art as a medium will be discussed in regard to 

modes of expression for ‘developing’, or ‘third world’ nations. 
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Introduction 

The last two decades have seen a metamorphosis in the relationship between art and 

technology. What has emerged since the development of computers and popularized 

use of the internet in the 1990s, is an art movement that has its roots in several 

intersecting lines of history.  In the process of defining this amorphous development, 

terms such as ‘computer art’, ‘new media’, ‘net art’ and ‘digital art’ have been 

created. This paper will use the concise definition of ‘digital art’ from the Austin 

Museum of Digital Art (AMODA). "AMODA defines digital art as art that uses 

digital technology in any of three ways: as the product, as the process, or as the 

subject.” (2008) 

Digital art encompasses a growing array of emerging technologies and art 

practices that exploit the particular strengths of computers and the internet. The 

attributes of the technology include digital imaging, self-authorship, interactivity, the 

creation of databases and real time global networking.  Examples such as Nancy 

Burson’s Beauty Composites (1982) were some of the first appearances of a uniquely 

digital aesthetic and art practice deemed relevant to contemporary art [Fig. 1].  Burson 

used pioneer, digital morphing techniques, to create images that blended the portraits 

of popular beauty icons like Marilyn Monroe, Sophia Loren and Audrey Hepburn. 

These portraits addressed issues around socio-cultural beauty standards through a 

process that could only be achieved digitally (Paul, 2008).  More importantly 

Burson’s work, steeped in gender politics, is an early example of an artist who used 

digital media to analyze and critique existing social structures in the analogue world. 



Figure 1: Beauty Composites (Paul 2008, p.29) 

Running parallel to the emergence of digital art in the nineties was a growing 

discourse around identity politics, which would lead to a postmodern approach to 

analyzing nationalism. Concepts such as post-colonialism and transnationalism would 

further evolve into terms such as complexity, hybridity and glocalism. Pioneer 

transnational artists include Coco Fusco and Guillermo Gomez-Pena who addressed 

issues of ‘differential identities’ in their individual art practices and in their 

collaborations (Bhaba, 1994). In a collaborative performance piece, ‘The Year of 

White Bear (1992), Fusco and Gomez-Pena commented on the ‘otherization’ of 

people [Fig. 2].  The work displayed fictional caged natives, the artists in costume, in 

a museum setting performing ludicrous but stereotypical acts of the ‘untouched’ and 

‘pure’. Like many identity artists of their time, the intimacy of their work was 

expressed through performance installations. However these pieces seem to only 

obliquely reference the concurrent rise of digital art and consequent global 

communications. 

This paper analyzes two popular historiographies of digital art while 

maintaining a ‘transnational’ lens for critique and analysis of possible reasons for the 

absence of a Philippine narrative. Museum curators in established art institutions such 



as the TATE Modern and the Victoria & Albert museums have maintained that the 

roots of digital art can be found well before the digital boom of the eighties and 

nineties (Tate Collection, 2010; V&A, 2010b).  Instead they state that it began when 

computer engineers first experimented with programming self-generative art in the 

hopes of creating artificial intelligence. Many of these engineers cum artists (from the 

United States and Europe) are recognized as ‘pioneers’ in their field by these 

established galleries, but does this speak to a larger hegemonic picture that ignores the 

emergence of technological experimentations outside of the Western world? How do 

these scientific roots account for the multifaceted directions digital art took in the 

nineties when it first gained significant relevance in art?  

Figure 2: The Year of White Bear (Johnson 1993) 

 



In contrast, new media theorist and artist, Lev Manovich, links the 

development of digital art to European and American, ‘classic’, cinema in his 

structuring of a language for new media (Manovich, 2001). The strength of 

Manovich’s argument lies in the analysis of the visual aesthetics shared by these two 

media. As histories of media have shown, a newer medium will often borrow from 

older media as it develops a social niche or function. However, does emphasizing a 

connection between digital art and cinema properly account for significant trends in 

digital art that address broader social issues of identity and voice relevant to global 

transnational trends? Could digital art then prove to be a vehicle for expressing these 

periphery communities and networks that are growing thanks to the medium?  

In discussion of these peripheries, the specific occurrences and general 

absence of the ‘Third World’ in art is analyzed with a specific focus on the 

Philippines and its diaspora. The development of Philippine-initiated transnational 

exchanges via digital art and culture will be discussed and contrasted with the 

production of past Philippine artists. Specifically, an analysis of the careers of 

prominent artists David Medalla and Manual Ocampo will be analyzed.  

The Philippines poses an interesting case study as it is a non-Western country, 

one of the nations of the Global South, that was under colonial rule and occupation 

for over four hundred years and has since found itself on the economic margins in the 

global market. This periphery status has resulted in two notable trends. The first being 

that the Philippines has one of the largest diaspora communities in the world due to an 

overseas labour initiative started by President Ferdinand Marcos in 1973 to rejuvenate 

the national economy. Secondly, partly as a consequence of this mass export of global 

labourers, a Philippine national presence in the global art scene has been marginal. 

Despite several decades of interest and exchange between Asia and the West, the art 



establishment has tended to focus on wealthier nations such as Japan, Korea, Taiwan 

and China.  

In contrast to established media, such as painting and performance art, 

Philippine representation in the digital art movement operates under different 

mechanisms of representation that are inherent to the technology. An example of the 

emerging Philippine digital/transnational discourse is ASEUM 2009 (Asia-Europe 

Media Art Symposium). ASEUM 2009 was a digital art symposium in the Philippines 

that hosted an array of digital artists from around the world. This paper will analyze 

elements of this symposium to better understand the status of digital art in developing 

nations and suggest connections with current digital trends.  

Section 1: Transnational Expression and the History of Digital Art 

The explosive rise of digital art can be traced to two technological advancements in 

the early nineties. The first was the ubiquity of personal computers in the home and 

office. The staggering economic bubble of the 1980s allowed for the creation of an 

affordable, soon-to-be established computer market. By the end of the eighties, after 

the bubble burst, the mass public use of computers was confirmed and facilitated the 

success of a second crucial technological milestone - the public debut of the World 

Wide Web (1990). These two advancements instigated a dramatic growth and social 

acceptance of digital culture and consequent digital art.  In 1993, ‘Wired Magazine’ 

would make its debut addressing a growing tech-savvy culture and by 1995, The 

Whitney Museum of American Art (NYC, USA) would be the first museum to 

purchase a work of art created from the internet: Douglas Davis’ The World’s First 

Collaborative Sentence (1994). Buzz words such as  ‘global village’, ‘cyberspace’ 

and ‘virtual reality’ gained popularity and encapsulated a burgeoning cultural 



excitement brewing around the possibilities of computers and the internet not only in 

art but also for the future of a globally connected society. 

 In retrospect, twenty years later, the digital hype has somewhat subsided and 

digital art has made clear, albeit tentative, inroads towards acceptance in the art 

world. This could be attributed to the ambiguity one finds when trying to locate the 

origins and consequently the pedigree of digital art before its boom in the 1990s.   

 The popularly accepted beginning of digital art, among international art 

museums such as London’s Tate Modern, is from the development of computer 

technology (TATE Collection, 2010). Although the link is an obvious one, suggesting 

digital art started solely from scientific development is far from absolute. The term 

‘digital art’ was first coined when painter Harold Cohen, in collaboration with 

computer engineers created AARON in 1973.  AARON was both a drawing program 

and physical machine and was intended to locate the essence of painting and replace 

the artist’s creative process (TATE Collection, 2010). Cohen’s work was the product 

of scientific exploration into creating artificial intelligence and thereby quantifying 

creativity through computers. The results were numerous drawings and eventually 

paintings that were more akin to experimental printouts than finished pieces of art. 

Some of these works are now in the Victoria & Albert Museum’s national collection 

Digital Pioneers which emphasizes a scientifically-based historiography of digital art. 

This lineage includes theoretical physicist Herbert W. Frank (b.1927), engineering 

physicist Ken Knowlton (b.1931) and mathematicians Ben Laposky (1914-2000) and 

Frieder Nake (b.1938). 

 Undoubtedly there has been a continuum of artistic exploration since.  The 

AARON project’s investigations into artificial intelligence, robotics and generative 



art have been revisited by numerous digital artists such as Ken Feingold (Sinking 

Feeling, 2001) and Ken Goldberg (Telegarden, 1995-2004).  However tracing back 

the history of digital art primarily through the development of cutting edge computer 

technology intrinsically links the development of the medium with economic 

prosperity. Following this line of reasoning, digital art cannot be created without 

innovative and expensive equipment. It is no coincidence that the pioneers of digital 

art, then, were first established scientists working with cutting edge equipment in elite 

institutions such as the Massachusetts Institute of Technology (MIT) and the NASA 

Jet Propulsion Laboratory (V&A, 2010a). To further reinforce the connection 

between digital art and the development of technology, the V&A’s collection of 

‘Digital Pioneers’ ends abruptly by the 1980s when the personal computer became 

more affordable and commonplace.  

The widespread use of computers in the nineties allowed for the possibility of 

individuals on the periphery of a previously inaccessible art world to have a voice. 

Alternately, other digital pioneers, clearly positioned outside the MIT and NASA 

circles, such as Jennifer Ringley and Annu Palakunnathu Matthew explored themes of 

gender, race, authorship and identity through the use of readily available computers. 

Ringley gained international recognition from her revolutionary lifecasting website, 

jennicam.com (1996-2003), and pushed the boundaries of privacy/voyeurism and 

authorship (Paul, 2008). Similarly, Matthew uses digital imaging to mimic 

commercial Bollywood posters and adds interventions infused with gender and 

identity politics (Paul, 2008). These alternate narratives in the history of digital art are 

overlooked when juxtaposing it solely with a history of computer technology. This 

myopic lineage of the digital cannot fully explain the plethora of explorative 



directions the field of digital art underwent when personal computer use became 

widespread. 

Lev Manovich, a pivotal voice in the field of digital art was one of these 

individuals that benefitted from this increased technological accessibility. After a 

foundation in Russia in both computer programming and drawing, Manovich moved 

to the United States and worked for Digital Effects, a computer animation company 

that worked on TV and movies like Tron (1982). During this time, Manovich was 

exposed to mainframes that did the computing for early digital animations as well as 

technology that was responsible for digital outputs onto 35mm film. A decade later 

Manovich would begin exhibiting his digital art in festivals like Ars Electronica 

(1995) and by 2001 he would compile several of his publications and develop his 

seminal text, The Language of New Media (2001). In this text, Manovich pulls from 

his previous experiences working as both a computer programmer in commercial film 

and exhibiting gallery artist from the mid eighties to nineties to carefully map the 

conventions of digital media and structure a means of communication within this 

context (Manovich, 2001).  

In contrast to a historiography around computer technology, Manovich 

presents a historical connection between the developments of digital art with cinema. 

In particular, Manovich juxtaposes the development of the human computer interface 

with cinema to create a dialogue around the screen. Similarities between cinema and 

digital media are located in regards to the visual metaphors used to illustrate space 

and time (Manovich, 2001). Furthermore, Manovich uses avant-garde film and its 

historical connections with Surrealism and Dadaism to illustrate a digital art 

connection to a common montage aesthetic (Manovich, 2001). Although Manovich 

makes a convincing connection between digital arts and cinema, like the singular 



history of technological advancements, his argument does not encompass the well-

developed discourse around globality and transnationalism that has clear roots in the 

advent of digital culture. 

Given that these two popular examples of a conclusive origin of digital art are 

part of a list of histories that is still defining itself, there is room for one more 

narrative. Social theorist, Homi K. Bhaba uses a post-colonial lens to interpret 

diaspora identities and the fusion of cultures they propose. In response to theories of 

Fredric Jameson’s Third Space, a post-modern, physical and conceptual location 

where national identities are no longer distinguishable due to migration, exile, etc. 

Bhaba (1994) argues that the nature of diaspora identity is rooted in performance.  

What is at issue is the performative nature of differential identities: the regulation and 

negotiation of those spaces that are continually, contingently, ‘opening out’, remaking 

the boundaries, exposing the limits of any claim to a singular or autonomous sign of 

difference – be it class, gender or race. Such assignations of social differences – 

where difference is neither One nor the Other but something else besides, in-between 

– find their agency in a form of the ‘future’ where the past is not originary, where the 

present is not simply transitory… (it) is a future that emerges in-between the claims 

of the past and the needs of the future. (Bhaba, 1994 p.219) 

Bhaba’s theories frame a current transnational reality, but could gain further 

depth when correlated to trends in digital art that are pushing social enclosures of 

political geography and addressing Bhaba’s ideological space between multiple past 

narratives and future directions.  Digital art in its essence has no singular originary 

past and is centrally concerned with the needs of the future. These features cannot be 

ignored by accepting any one definition of the genesis of the medium.   

Digital artists have long challenged the boundaries presented by a societally-

imposed community identity. Artist Shi-Yong uses digital collage techniques in Made 

in China (1997) to addresses the complex issue of cultural appropriation and 

hybridization of Asia by the West. (Blaise & Ippolito, 2006) Similarly, in a satirical 



look at the statistical categorization of intra-national communities, digital artist Meg 

Cranston uses data from the 1990 US Census to create a visual portrait of the female 

population of the US. The Average American Woman (1996) is a realistic image that 

was digitally composited from empirical data that determined the averages in body 

dimensions, height, colour of hair and eyes of the female community (Lipkin, 2005). 

The result was a photo-realistic representation of the limiting demographic category: 

the average woman of a nation.  

Furthermore digital art provides an alternate, fluid, way of representing 

community identity. An example of its adaptability can be found in Chris Dorley-

Brown’s combined images of communities—what he terms a ‘digital photographic 

morph’ (Lipkin, 2005). In his Haverhill2000 Series (2000), Dorley-Brown pieces 

together individual portraits of 2000 members of the Haverhill community, a British 

town, to create one fused portrait. 

Much like photography or cinema, as digital art matures as a medium, its 

origins, pioneers, influences and histories will be defined and delineated. It is thus 

important to acknowledge current trends in digital art that aim to represent periphery 

communities so that more holistic historic connections to society can be achieved. 

The phenomena of global communications and culture, facilitated by digital media, 

should be present in defining the history of digital art. It is the unique ability of digital 

media to give an alternate voice to the accepted hegemony that speaks to readdress 

the currently accepted histories of digital art before they fossilize. 

 

 



Section 2: Defining and Developing Digital Art of a ‘Third World’ in the Context of 

the Philippines  

The ability for digital art to facilitate information/cultural exchange without the 

explicit need of traditional institutions of validation such as art journals, galleries and 

museums circumvents a well established hegemonic lattice that for the most part 

supports a canon of Western art.  The ironic use of the term ‘Third World’ serves to 

emphasize the possibilities for hegemonic intervention this new art form presents. 

‘Third’, implies an escape from binary models, both in computer terminology as well 

as in understandings of nationhood. A system that acknowledges only the developed 

and underdeveloped (rich and poor) leaves little room for ambiguity when dealing 

with the complex realities of transnational artists whose identity is shaped by 

countries like the Philippines as well as the structures and ideas of Western art.  

The term Third World has come to denote a global disparity of wealth and has 

since evolved to the more politically correct, ‘developing nation’.  Implication being 

that Third World countries are beneath the First World and are not yet developed.  

Following is a logic that equates economic development with cultural development 

and ultimately globally accepted art. This becomes relevant in traditional art, which 

has historically validated clear examples of appropriation from the ‘under-developed’, 

or ‘Primitive’, Third World to the wealthier First World.  

This power imbalance and misrepresentation has been thoroughly analyzed 

from a line of transnational discourse that can be rooted to Edward Said’s seminal 

text, Orientalism (1978). Through his analysis of art practitioners from nineteenth 

century Europe, Said concludes that there is a binary division between the East and 

West (1978).  Said’s deconstruction of western ideas and representations of the Orient 



in history would initiate a post-modern discourse that challenged art history and 

contemporary culture bringing focus to alternate narratives and diaspora identities. 

The Philippines and its growing global diaspora, presents itself as an 

interesting example of the under/misrepresented ‘Orient’ of Said. The country’s four 

hundred years of Western colonialism that began with Spanish Imperialism in the 

sixteenth century and finished with the end of the American Occupation in 1898 has 

left the nation with a history and culture that is intrinsically entwined with and 

identified by the very hegemony that silences it. Before receiving its name by King 

Philip II of Spain in 1952, the Philippines was not a unified nation. Consequently the 

development of a national identity, to present to the world of art, has been fraught 

with complex social and military struggle.   

2.1 ‘A Savage in a Gentleman’s Suit’: Philippines Artists and the European Canon 

Despite socio-political challenges there have been several Philippine nationals that 

have left an impact on contemporary art. These artists share theatrical attributes akin 

to tragic court jesters that highlight their outsider status within the popular art 

community that they have obliquely influenced by their presence.  

Most notable of these artists is David Medalla (b.1942). Medalla co-founded 

London’s Signal Gallery, the centre for art/science experimentation and kinetics in the 

mid 1960s and is responsible for creating international lines of exchange that have 

opened up a previously rigid British art scene (Brett, 1995). London-based curator, 

Guy Brett (1995, pp.13-16), reiterates that despite operating outside of the art system, 

‘(Medalla) has fostered an internationalism in England which has gone far beyond the 

narrow, nationalist priorities of the official British art establishment.’ 



Although Medalla’s influence on art is noteworthy, it is also important to 

acknowledge the mystique built around his persona as an artist. His grandiose, albeit 

dated, public image of artist as jester and genius [Fig. 3] has come to be a vehicle for 

both acceptance and exclusion that has been used by other Philippine artists. 

Indications of Medalla as a virtuoso creative were quantified when he was admitted to 

Columbia Univeristy at the age of twelve upon the recommendation of Pulitzer Prize 

winning poet, Mark Van Doren. His life after that proved to be film-worthy as he met, 

socialized and worked with eminent people in drama, literature, poetry and art. By the 

1960s he was living between France and England actively initiating and participating 

in art projects that would be a catalyst for transnational exchange. Living at the 

periphery of society, impromptu installations like Psychic Self-Defence (1983), 

revealed other extreme segments in Medalla’s life when he was living as a squatter in 

London trying to survive the eminent threat of wrecker-squads (Brett, 1995). 

Although the state of a boy genius at twelve contrasted with homeless vagabond at 42 

seems to be in stark contrast, these roles that Medalla has played in his life reiterate 

his choice to be an active member in an art establishment that accepts him only under 

the condition that he maintain his outsider, even freak-show, status.  

Similarly, painter Manual Ocampo who gained international recognition in the 

1980s skirts the ambiguous borders between the spectacle and the accepted. In art 

criticism that addresses Ocampo’s ethnic origins, Ocampo’s unconventional education 

is also often highlighted (Flores, 2004; Nickisher, 1992). He obtained his painting 

expertise from Franciscan priests when he attended high school in the Philippines. At 

the age of thirteen, Ocampo was allegedly taught to create counterfeit replicas of 

Catholic images, which he crafted so well that the fraudulent paintings were sold as 

original antiques (Flores, 2004). Like Medalla, Ocampo’s origins fit the pattern of the 



gifted native that was taken in young, civilized and refined by his colonial masters. 

He is the ‘savage in a gentleman’s suit’ that anthropologist Benito M. Vergara Jr. 

(1995) describes in his documentation of early photographs of Filipino natives used in 

the 1904 Louisiana Purchase Expostion [Fig. 4]. Living up to his jester status, 

Ocampo has been known to turn up to the opening of his art shows dressed as a 

security guard and feigning anonymity (Flores, 2004).  Of course Ocampo could not 

go unnoticed, as all who attend would see him as Filipino and immediately connect 

him to his paintings. 

Figure 3: First Legalize Pot Rally, Hyde Park, London 1967 (Brett 1995, p.69) 

Ocampos’s art functions on transgression as he often uses publicly offensive 

images of sixteenth century Philippine natives committing visceral acts of violence 

towards their Spanish colonizers and the Catholicism they evangelized. Duro es el 

Paso (1992) demonstrates a post-colonial psychic unrest of the unresolved Third 

World, the Philippines.  



Both Medalla and Ocampo share a common reality in that they are functioning 

between both the Third and First World. Their dramatic injections into the established 

Western canon of art that necessitates for them to exhibit their lives in exacting 

totalities, reiterates their displacement from the art world. Of course it can be argued 

that numerous past artists from Salvador Dali to Andy Warhol have reveled in and 

benefitted from this romantic image of the artist as a spectacle. However when artists 

are already coming from a position of marginalization, drama and genius seem to be 

necessary elements to justify their success in lieu of differences of race, ethnicity and 

wealth. In this regard, digital culture has blurred boundaries of identity, nation and 

wealth and is creating art and communities that do not solely operate under the same 

rigid systems of exclusion and acceptance as with the traditional art establishment.  

     
Figure 4: Igorot entering service 1901, After a year’s service 1902, After two years service 1903 

(Banta, 2003)   

 

Section 3: ‘Developing Nations’: Contemporary and Collaborative Digital Art 

Symposium, ASEUM 2009 

Digital art symposiums such as ASEUM 2009 represent a new gathering of art 

communities that are centered around themes of global interconnectedness and digital 



media. ASEUM was initiated by the SABAW Media Art Kitchen (Philippines) and 

Multimedia Center KIBLA (Slovenia) and defines itself as ‘a catalyst for a cultural, 

educational, and technological exchange on emerging new media art practices in 

South East Asia with Europe’ (2009). This recent gathering of artists from the 

Philippines, Slovenia, Japan, the Netherlands, Australia, the United States, Canada 

and Germany represent just one active community committed to transnational 

exchange of creative ideas. Conferences in this forum included topics such as: Open 

Source Advocacy (Rick Bahague- Philippines), Open Structures (Emma Ota- Japan), 

European Capital of Culture 2012 (Peter Tomaz Dobrilla- Slovenia/Switzerland), 

Technology & Cultural Practices (Jerneja Rejnarak-Slovenia/Singapore) and Creative 

Cultural Exchange (Vanini Belarmino- Philippines/Germany). In addition, 

workshops, panel discussions, art exhibits and performances around the themes of 

digital art and transnational exchanges comprised the week-long Manila event. 

ASEUM 2009 represents one of many communities that are burgeoning from 

digital culture which are not tied by national or geo-political boundaries. The rise of 

collaborative and open inter-sharing of information explained through Darcy 

DiNucci’s now popular term Web 2.0, finds further functionality in the building of 

transnational communities that are just below the radar of popular acceptance. Online 

communities around open source software like Pure Data as well as more academic 

and institutionally affiliated digital communities as found on rhizome.com represent a 

new wave of organized collaboration that circumvents typical methods of recognition 

by curators and galleries of the analogue art world. Moreover, events like ASEUM 

2009 are analogue representations of this digital collaboration and evidence a growing 

sense of transnational unity among groups of artists on the periphery. 

 



Conclusion 

Digital art can prove to be a vehicle for transnational representation for the 

Philippines and other economically marginalized nations/diasporas. Once the 

conspicuous absence of hi-art from ‘developing nations’, those on the periphery of a 

stratified global market-economy, is addressed, then emerging digital alternatives to 

artistic expression can emerge. Currently there is no effective infrastructure to allow 

for the development and global validation of marginalized communities such as the 

Philippines and its diaspora. If digital art is to fulfill its popular hype as a new and 

revolutionary medium, it must find a novel social function (different from its 

predecessors such as film/video, photography, painting, etc.). Using examples of 

digital artists who are exploring identity, national borders and communication 

networks in their practice, a strategy for representing marginalized communities can 

be implemented. Further guidance can be found from existing digital communities 

that carry a Web 2.0 ethos of open information sharing. By revisiting traditional 

modes of art discourse and creating alternatives that were previously not possible, 

digital art practitioners are pushing the boundaries of both the media they work in and 

the community in which they practice. These digital communities are arguably 

circumventing existing hegemonic structures of the art establishment that make it 

otherwise difficult for individuals on the periphery to have a voice.  Considering the 

complex development of global inter-connectedness due to the technology of the last 

twenty years, it seems only fitting that digital art be positioned at the vanguard to 

represent the world’s current realities. If digital art is truly a ‘new’ media then it will 

give rise to new voices and a new configuration of globally validated art.  
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