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Abstract:

The digital age has profoundly transformed the nature of the image, shifting it from a
means of representing reality to a dynamic space for reconstructing human experience
and exploring new dimensions of perception and consciousness. Digital art is no longer
confined to the production of visual aesthetics; it has become a medium through which
human presence is activated and the relationship between individuals and images is
redefined. Generated through computational processes, digital images are characterized
by fluidity, mutability, and responsiveness to interaction.

In this context, the viewer is no longer a passive observer but an active participant in the
creation of meaning. Meaning emerges through engagement with the artwork rather than
residing within it as a fixed entity. As a result, perception evolves from a contemplative
act into a lived experience, where interaction becomes a fundamental condition of the
artwork’s existence.

Digitalization has also transformed the temporal dimension of the image. Rather than
functioning as a static record, the digital image unfolds as a process of continuous
change. Likewise, memory is no longer understood as a fixed archive of the past but as a
dynamic process through which experience is constantly reconstructed. Human traces
and data are reorganized within digital systems, generating new forms of visual
experience.

This study argues that the aesthetics of the digital image are grounded in a renewed
understanding of human presence, perception, temporality, and memory within
contemporary visual culture.

Keywords:

Digital Image, Human Presence, Digital Art, Interactivity, Digital Aesthetics
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