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MANIFESTOS OF THE 20TH AND EARLY 21ST CENTURIES AS MARKERS
OF SOCIOCULTURAL AND ARTISTIC TRANSFORMATIONS

The article examines key manifestos of the 20th and early 2 1st centuries as important ideological documents reflecting
sociocultural and technological transformations. It examines how manifestos serve as catalysts for change, shaping new
ideas about man, his identity, and his interaction with the environment. The analysis covers a wide range of concepts,
from futuristic and humanistic ideas about progress and human dignity to transhumanist and posthumanist concepts that
emphasize the hybridization of man with the technosphere and ecological interaction.

The suggested method that combines philosophical, historical-cultural, comparative, and phenomenological studies
allowed us to analyze the relationship between manifestos as texts and their realization in artistic activities. We con-
centrate on the manifestation of manifesto-driven concepts via visual art, music, performances, and installations. The
research investigates the impact of futurist conceptions on the creations of Umberto Boccioni, Giacomo Balla, and Luigi
Russolo, alongside the expression of humanist ideals in Bauhaus principles and the compositions of Aaron Copland.
Additionally, artistic experiments reflecting transhumanist and cyborgian ideas are analyzed, including Stelarc's perfor-
mances ("Third Hand," "Exoskeleton"), ORLAN's surgical transformations ("Carnal Art"), Natasha Vita-More's "Primo
Posthuman" project, and Neil Harbisson's cyborg art. Contemporary ecologically oriented artistic initiatives incorporate
metahumanist and posthumanist approaches to art. Works such as Olafur Eliasson’s Ice Watch, TeamLab's Forest of
Resonating Lamps, Philip Beesley s Hylozoic Ground, and Sam Van Aken's Tree of 40 Fruit demonstrate a gradual shift
in_focus from individual autonomy to an awareness of the interdependence between humans, technology, and ecosystems.

The analyzed manifestos and their interpretations in artistic practices demonstrate a transition from an anthropo-
centric perspective to the concept of relational interaction. From this perspective, art serves as a medium for exploring
innovative modes of existence and interaction within a worldwide, digitally interconnected environment.
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MAHI®ECTH XX - ITIOYATKY XXI CTOJITTA AK MAPKEPU
COIIOKYJIbTYPHUX TA MUCTEIIBKUX TPAHC®OPMAIIN

Y emammi 0ocnioaxcyromuscs knrouwosi manipecmu XX — nouamky XXI cmonimms sk 8axiciusi i0eono2iuni 00KymMenmu,
wo 8i00bpadicaroms COYIOKYIbMYPHI ma mexHono2iuni mpancgopmayii. Pozenamymo, sk mawnipecmu  cuyeyromo
Kamanizamopamu 3miH, opmyrouu HO8i YAGIeHHs Npo AH0OUHY, iT I0eHmUuYHiCmb ma 83aemooiio 3 cepedoguuyem. Ananiz
OXONIIOE WUPOKUL CHEKMP KOHYeNnyitl — 8i0 (hymypucmuyHux ma 2yMaHiCMuiHuX ys6ieHb npo npozpec i Nio0CbKy 2I0HICMb
00 MPAHCSYMAHICMUYHUX | HOCNEYMAHICMUYHUX KOHYENYill, Wo HA20N0ouYIoms Ha 2iopuousayii 1100uHu 3 mexHocgepoio
ma exkono2iuHill 83a€MO0ii.

3anpononosana  MINCOUCYUNIIHAPHA — MemOO0N02is, wo 00'cOnye  Qinocopcokuil, ICMOPUKO-KYIbIYPHULL
KOMNAapamueHuil ma ¢heHoMeHoN02IYHUT AHANI3, 00360AE GUABUMU B3AEMO38 130K Midic MaKipecmamu aK mekcmamu ma
IXHIM 6MiNEeHHAM Y MUCTNEYbKUX NPAKMUKAX. SHAYHY yeacy npuodiieno aHanizy 8i0obpasicents maHighecmoganux ioet y
8I3YANIHOMY MUCMeEYM8I, My3uyi, neppopmancax ma iHcmanayiax. 30Kkpema, po3iaHymo 8nius QymypucmuyHux ioei
Ha meopuicmv Ymbepmo Bouuoni, [{ocaxomo Bannu ma Jlyiosici Pyccono, a maxoc nposigu eyManicmuyHux npuHyunie y
xonyenyiax bayxayzy ma mysuyi Aapona Konnenoa. Ilpoananizosano excnepumenmu 8 Mucmeymai, ki 6i003epKaniooms
mparceymanicmuuni ma xioopeiuni idei — 6i0 nepgopmancie Cmenapxa ("Tpems pyka", "Exszockenem”) i xipypeiunux
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mparcgopmayiii ORLAN ("Carnal Art") 0o npoexmie Hamawi Bima-Mop ("Primo Posthuman') ma xibope-apmy
Hina TIapbiccona. CyuacHi exonoziuno opicHmo8ani XyOOdiCHi IHIYIamuseu 6nposaoddlcyloms MemazyMauicmuyni ma
nocmeymarnicmuyti nioxoou 0o mucmeymsa. Tax, "Ice Watch" Onaghypa Eniaccona, "Forest of Resonating Lamps"
TeamLab, "Hylozoic Ground" ®@inina bizni ma "Tree of 40 Fruit" Cema Ban Axena Oemoncmpyroms nOCmynogy
3MIHY aKyenmis 8i0 iHOUBIOYaIbHOI a8MOHOMII 00 YCEIOOMAEHHS B3AEMO3ATIEHCHOCHE MIdIC JTOOUHOTO, MEXHONLO2IEIO

ma exocucmemamu.

Taxum uwunom, OocniodxceHi mawnipecmu ma ixXHi XyO0ooicHi iHmepnpemayii 3aceiouyoms nepexio 6i0 aHmpono-
YEHMPUYHO20 C8IMOOaUeHH s 00 KOHYenyii perayitinoi 63aemMo0ii, e MUCmeymeo 8UCMYNAe K RPOCMIp OJis eKCHePUMEHMI8
i3 HogUMU hopmamu ICHY8AHHA MA 83AEMOOIT Y 2100ANI308AHOMY, MEXHOLOLTUHO IHMESPOBAHOM) CEIMi.

Knrouoei cnosa: marnigpecmu XX—XXI cmonims, pymypusm, 2ymanizm, mpanceymanizm, Memazymaniam, noCImaymMaHism,
MUCEYbKE npakmuKu, 2iopuou3ayis, mexnonozii, ekono2iuna 63aemoois, i0eHmuyHiCmb.

Problem Statement. The value of studying man-
ifestos from the 20th and early 21st centuries stems
from their influence on shaping the philosophical,
cultural, social, and artistic trajectories that define
the modern world. Manifestos encapsulate key ideas
and serve as catalysts for change, reflecting the ethos
of the periods in which they arise. During periods of
crisis and rapid transformation, manifestos become
intellectual beacons that capture shifts in worldviews,
outline the trajectories of art, science, and technology,
and testify to the emergence of new forms of identity.

In light of globalization, the digital revolution, and
current environmental and social problems, studying
manifestos helps us understand the most important
changes in the past and imagine what might happen
in the future. As a genre, manifestos are unique in the
history of culture, philosophy, and art. They became
significant signs of social and cultural change in the
20th century, showing a fast-paced progression from
the decline of humanistic ideas and the rise of tech-
nology to the reevaluation of the anthropocentric
model of the world.

The study aims to understand how technological,
social, cultural, and artistic changes occurred in the
20th and early 21st centuries by examining manifes-
tos as important sources that helped shape new ideas
about people and their interactions with the world.

The methodology takes a cross-disciplinary
approach to analyzing 20th- and 21st-century mani-
festos as markers of social and cultural change. Key
methods include philosophical analysis to explore
concepts of humanity and identity, comparative
analysis to trace the shift from humanism to posthu-
manism, and phenomenological analysis to examine
human interaction with technology, art, and the envi-
ronment. Sociocultural analysis assesses the impact of
these ideas on societal values and cultural evolution.
Together, these approaches reveal manifestos as both
reflections and catalysts of transformation in society,
science, and art.

Analysis of Research: The primary focus of ana-
lysis in this article is on the manifestos of the 20th
and 21st centuries, which provide a broad pano-
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rama of transformations in worldview concepts and
aesthetic practices emerging in response to epochal
challenges—from industrialization to the digital rev-
olution and globalization. Key sources for the study
include The Futurist Manifesto by F. T. Marinetti
(1909), Humanist Manifesto 1 (1933) authored under
the guidance of Roy Wood Sellars and John Dewey,
A Cyborg Manifesto by Donna Haraway (1985),
The Transhumanist Manifesto by Natasha Vita-More
(1983), Metahumanist Manifesto by Jaime del Val
and Stefan Sorgner (2010), and Posthumanist Mani-
festo by Roberto Marchesini (2024). We tie additional
sources to the analysis of artistic practices that reflect
the ideas articulated in these manifestos.

Manifestos of the 20th and Early 21st Centuries
as Reflections of Societal Transformations:
A Historical-Philosophical Overview

The 20th century became an era of radical changes
in the social and intellectual life of humanity, driven
by two world wars, rapid scientific and technologi-
cal advancements, and ideological conflicts. These
transformations were embodied in manifestos, which
functioned not only as foundational texts for particu-
lar artistic and philosophical movements but also as
vehicles for critiquing established values and intro-
ducing new perspectives.

Thus, Filippo Tommaso Marinetti’s The Futurist
Manifesto (1909) serves as a striking illustration of
the reaction to industrialization and urbanization in
the early 20th century. It glorifies technology, speed,
and energy as the core values of the new era: “We
affirm that the world’s magnificence has been enriched
by a new beauty: the beauty of speed.” (Marinetti).
The Futurists, with their modernist drive for a radical
break from the past, sought to dismantle traditional
art forms, calling them “moral rigidity,” and instead
proposed a culture founded on dynamism and aggres-
sive energy.

Opposite in direction, The Humanist Manifesto [
(1933) presented a progressive ideology of its time,
striving to move beyond the traditional religious
worldview. It underscored rational thought, progress,



...............................................................................

and human solidarity as means for resolving crises.
Authored by 34 American intellectuals—including Roy
Wood Sellars and John Dewey—the document advo-
cated establishing a new ethical framework, free from
supernatural explanations and founded on science and
reason. Building on these ideas, the Second (1973)
and Third (2003) Humanist Manifestos expanded the
humanist worldview to address new contexts, such as
globalization, technological innovation, and ecologi-
cal concerns.

However, even with these adaptations, the limita-
tions of humanism remained evident: faith in human
autonomy and the ability to control one’s develop-
ment insufficiently accounted for the complexity of
interactions with the external world and technological
systems. It is likely for this reason that the second half
of the 20th century was marked by a noticeable disil-
lusionment with traditional humanistic ideals, which
intensified against the backdrop of globalization, the
digital revolution, and the emergence of new forms of
social interaction. This is highlighted in Donna Hara-
way’s A Cyborg Manifesto, where the author radical-
izes the critique of anthropocentrism and asserts, “A
cyborg is a cybernetic organism, a hybrid of machine
and organism, a creature of social reality as well as a
creature of fiction.” (Haraway, 1991: 149). Her argu-
ment questions the foundational premises of human-
ism, which treats the individual as an autonomous
entity. Haraway adopts an ironic view of modernity,
suggesting that technology is now inseparable from
human life. Consequently, while The Humanist Man-
ifesto I stressed science and reason as paths to a bet-
ter world, 4 Cyborg Manifesto highlights the intrinsic
fusion of humanity and technology, signalling a major
transformation in how human nature is conceived.

The Transhumanist Manifesto (1983, 2023)
announces a vision for dramatically expanding human
capacities—prolonging lifespans, enhancing intellec-
tual and physical abilities, and evolving humanity into
posthumans. The transhumanist movement is focused
on the profound transformations biotechnology, nano-
technology, and artificial intelligence can bring—ena-
bling people to live longer, become smarter, and,
in their view, benefit society as a whole. They also
foresee the possibility of uploading human conscious-
ness into computers, thereby achieving a complete
union of humans and machines. The progression of
Natasha Vita-More’s Transhumanist Manifesto illus-
trates how transhumanist concepts adapt to emerging
sociocultural and technological contexts. The initial
edition (1983) emphasized individuality, creativ-
ity, and aesthetics, while the second version (1998)
shifted its focus toward the societal implications

MMCTCIJTBO3H3,BCTBO

...............................................................................

of technology. In the third edition (2008), Natasha
Vita-More expanded the manifesto’s ideas by intro-
ducing a focus on the ethics of using emerging tech-
nologies and addressing health and longevity issues.
The fourth edition (2020) integrates topics of global
ethics, human rights (including morphological free-
dom), ecological adaptation, and adjustment to digital
and extraterrestrial environments, emphasizing the
role of transhumanism in achieving a lasting balance
between biology, culture, and technology.

In The Metahumanist Manifesto by Jaime del Val
and Stefan Sorgner, much like in Donna Haraway’s
work, the authors critique the humanist concept of
individual autonomy but extend their view beyond the
technological dimension. They propose that reality is a
network of interconnected processes, and humans are
merely “metabodies” in a perpetual state of transfor-
mation: “Reality is an embodied process of becoming
that is not confined to defined forms or identities” (Val
& Sorgner, 2011). This perspective exemplifies a post-
humanist attempt to dismantle anthropocentrism by
advocating a more inclusive framework of existence.

Moving further, Roberto Marchesini, in The Post-
humanist Manifesto, proposed a fundamentally dif-
ferent model of existence that posits the hybridity
and relationality of humans within broader ecosys-
tems and technological networks. Unlike traditional
manifestos with a clear “action program,” this text is
positioned by the author more as a “platform for dis-
cussion”—a collection of theses suggesting that new
qualities and forms emerge through continuous inter-
actions (Marchesini, 2024). Marchesini views the
human not as the “central measure of the world” but
as a “chiasmatic point of contamination,” constantly
interacting with otherness (animal, plant, technolog-
ical). Accordingly, human identity is interpreted as
relational and hybrid, formed through symbiosis and
mutations at the intersection of various agents. From
this emerges the idea of ecological openness, which
calls for a transition from exploitative approaches to
“horizontal” thinking focused on coexistence with
the environment. In discussing transhumanist ideas,
Marchesini warns against unrestrained techno-enthu-
siasm, stressing that posthumanism’s core lies not in
“upgrading” humans through Al, but in recognizing
our interconnectedness with the complex systems
of the biosphere and technosphere. This notion of a
“non-manifesto”—or, in the author’s words, a “con-
ceptual platform”-reflects the posthumanist aim to
move away from rigid directives, instead cultivating
a diversity of perspectives within posthumanist dis-
course and inviting a collective exploration of new
modes of existence.
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The examined manifestos reassess humanity’s
role, shifting from humanist optimism about pro-
gress and autonomy to recognizing the deep inter-
connection of culture, identity, and technology.
While early posthumanists emphasized the blurred
boundaries between human and machine (Haraway,
1991), Marchesini questions whether a “pure” human
essence ever existed, arguing that hybridity has always
defined humanity. Transhumanism upholds humanist
ideals of progress and self-improvement, whereas
posthumanism challenges autonomy, emphasizing
the relational nature of human existence. Technology
not only serves but reshapes interactions, including
ecological ones. The Metahumanist and Posthumanist
Manifestos extend this idea, presenting a networked
integration of biological, cultural, and technological
dimensions. These manifestos reflect how philosoph-
ical and artistic ideas evolve in response to socio-cul-
tural challenges, marking the transition from modern-
ist optimism to posthumanist recognition of hybridity
and technological interdependence. They serve as
both theoretical frameworks and evidence of shifting
perspectives in the 20th and 21st centuries.

Interpretations of the Ideas of 20th and Early
21st Century Manifestos in Artistic Practices
The manifestos of the 20th and early 21st centuries
were not just theoretical but actively shaped artistic,
technological, and social developments. Their princi-
ples influenced aesthetic, social, and cultural stand-
ards. The Futurist Manifesto (1909) by Marinetti
profoundly impacted early 20th-century culture, par-
ticularly in the dynamic, movement-focused works of
Boccioni, Balla, and Severini. With its emphasis on
speed, energy, and technical advancement, futurism—
described in Filippo Tommaso Marinetti’s the Futur-
ist Manifesto (1909)-had a profound effect on early
20th-century culture. The paintings of Umberto Boc-
cioni, Giacomo Balla, and Gino Severini, who experi-
mented with dynamicrepresentations of movementand
urban aesthetics, are especially notable for this effect.
Futurist ideas also influenced music: Francesco
Balilla Pratella championed moving away from aca-
demic constraints toward expressive rhythmic exper-
imentation, while Luigi Russolo, in The Art of Noises
(1913), called for incorporating the sounds of the mod-
ern industrial city. He developed “noise instruments,”
thus expanding the expressive potential of music.
One of the key trends of the era was the active
convergence of different artistic domains—painting,
music, literature, and technical arts (such as photogra-
phy and cinema). This integration stimulated the emer-
gence of synthetic forms, broadening the possibilities
of artistic expression. As a result, Futurist manifes-

ISSN 2308-4855 (Print), ISSN 2308-4863 (Online)

...............................................................................

tos initiated radical changes in aesthetic approaches,
advanced the concept of a “renewed” artistic form,
and led to avant-garde experiments that significantly
influenced the evolution of 20th-century art.

While the Futurists sought primarily to “aesthe-
ticize” the speed and dynamism of the industrial
world, humanistic tendencies leaned toward organ-
izing environments that would foster societal deve-
lopment—from architectural forms to visual art, which
was meant to be comprehensible and beneficial to
humanity.

In painting and sculpture, the ideas of The Huma-
nist Manifesto I did not lead to the formation of a
distinct “humanist school,” as was the case with
the Futurists, but they influenced broader modern-
ist trends. For example, Le Corbusier, although best
known as an architect and theorist, incorporated a
rational, socially-oriented aesthetic into his artistic
works and urban projects, prioritizing human conven-
ience and comfort. A notable example is his Modu-
lor, «a proportional system developed by the architect
Le Corbusier, in which there is a desire to harmonize
the proportions of a person with the golden ratio»
(Tymofiienko, 2002: 280). In painting, the influence of
rationalist ideas is evident in the works of artists asso-
ciated with the Bauhaus movement (although it was
closed in 1933, with its key representatives relocating
to the United States). These artists sought to establish
universal principles of composition and to articulate
the “scientific” foundations of design and art. Here,
one can speak of a “humanist” element — a belief that
artists could improve community life through the
rational organization of aesthetic means (color, line,
form).

In the realm of music, the principles of The Human-
ist Manifesto I did not emerge as a direct “manifes-
to-slogan” akin to Futurist Music (F. B. Pratella) or
The Art of Noises (L. Russolo). Still, a shared con-
fidence in progress and technological advancement—
similar to Futurism—fostered the creation of pieces
with a distinctly democratic or educational aim.
A prime example is Aaron Copland’s Fanfare for the
Common Man (1942), scored for brass and percus-
sion, in which the composer realized the vision of cre-
ating new music accessible to everyone.

This composition reflects the core tenets of The
Humanist Manifesto I, especially its optimistic belief
in humanity’s responsibility and ability to engage in
collective action for the greater good. Its title is con-
nected to Vice President Henry A. Wallace’s speech,
The Century of the Common Man (1942), which reso-
nates with the humanist idea of the inherent dignity of
every individual. Similar to The Humanist Manifesto
I, which emphasized “accessible” guidelines in social
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and ethical life, the musical language of Copland’s
Fanfare for the Common Man is characterized by
conciseness and clarity, underscoring its purpose for a
wide audience and accentuating its democratic spirit.

Thus, unlike the Futurists, who emphasized a
break with tradition and the incorporation of noise,
the trajectory associated with humanism aimed to
reveal human potential through art without necessar-
ily rejecting or negating historical forms. As a result,
neoclassical tendencies, which sought to “renew” the
past legacy, aligned more closely with humanist ideas
of conscious and rational reinterpretation of traditions.

It is noteworthy that the Futurists’ enthusiasm for
technology and belief in social progress partly mir-
rored the humanist faith in human potential, yet their
methods and priorities diverged markedly. While the
Futurists sought to eradicate the “past” and foster a
cult of speed, artistic movements grounded in human-
ist ideals centered on the rational reorganization of
society while upholding human dignity. Their empha-
sis was on a holistic and rational reconstruction of
society and art, rather than on a total renunciation of
historical heritage.

This distinction allows us to view these move-
ments as parallel, partially independent waves that
nonetheless collectively shaped the diversity of the
artistic landscape in the first half of the 20th century.

In the art of the second half of the 20th cen-
tury, ideas of deconstructing the classical notion of
the human as the sole central subject were vividly
reflected. Artistic experiments inspired by the ideas of
Donna Haraway’s A Cyborg Manifesto significantly
shifted the boundaries of classical “human” corpo-
reality, offering new performative forms of merging
the body with technology. Stelarc’s performances are
among the most well-known examples. He affixed a
second cybernetic hand to his body in his Third Hand
project (1980), which responded to muscle signals to
operate independently in conjunction with his natural
hands. In addition to enhancing the artist’s physical
talents, this additional hand conceptually reinterpreted
the line separating the “human” from the “technolog-
ical.” Stelarc said that “A prosthesis is not a sign of
lack but rather a symptom of excess” (STELARC |
THIRD HAND, 2024), emphasizing that technolog-
ical augmentation creates new opportunities for per-
forming art in addition to compensating for physical
constraints. Exoskeleton (1997), another noteworthy
piece, demonstrates how his ideas about the fusion of
technology and body have continued to develop.

Both projects demonstrate how technology transi-
tions from an “external device” to an integral element
of the performance, substantially influencing the very
notion of “corporeality.” Stelarc said that his perfor-
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mances look at “the intimate relationship between
technology and prosthetic extension” (STELARC |
THIRD HAND, 2024) and question common ideas
about what it means to be human and how autono-
mous the body is. It is interesting that Third Hand was
developed five years prior to the publication of Donna
Haraway’s A Cyborg Manifesto in 1985, underscor-
ing that art can precede philosophical discourse, facil-
itating novel interactions between humans and tech-
nology even before their theoretical formulation.

ORLAN’s Carnal Art performance series was a
milestone in exploring identity, the body, and tech-
nology in 1990s contemporary art. She describes it
as a self-portrait using modern technologies, existing
between “defiguration and refiguration.” “The body
becomes a ‘modified readymade,’ no longer regarded
as the ideal it once was and no longer ‘ready’ enough
to be accepted and signed off.” (Carnal Art / Art Char-
nel @ ORLAN OFFICIAL WEBSITE, 2012). Her
work treats the body as a creative medium, challeng-
ing traditional views of anatomy, beauty, and identity.
Rather than renouncing the body, ORLAN sees surgi-
cal interventions as “surgical performances,” turning
bodily transformation into public dialogue. By stag-
ing her own operations, she deconstructs traditional
notions of the body while incorporating transhuman-
ist ideas. Carnal Art highlights radical interventions
in human form, expanding its potential through tech-
nology. It resonates with cyborgism and transhuman-
ism, serving as an intellectual catalyst for rethinking
corporeality and identity.

Transhumanist approaches in art have thus
become a means of investigating and experimentally
modeling how “enhancing” human nature might be
achieved through contemporary and futuristic tech-
nologies. Natasha Vita-More, an artist and designer
and one of the most important transhumanist theo-
rists, created the project Primo Posthuman in 1997. It
was a picture of a possible future body with nanotech-
nology implants that could regenerate organs over
time, skin that changes color and blocks UV rays, and
the ability to back up consciousness. This work pro-
poses not only an engineering solution for life exten-
sion but also a radical rethinking of the human body
as a flexible platform for technological enhancement.
Notably, the project evolved alongside technologi-
cal advancements, as demonstrated in iterations such
as Primo 3M+ (2002) and Body by Design (2013).
These interactive media designs highlight the poten-
tial of technology to create a new type of human iden-
tity. This idea is brought to life in the most recent ver-
sion of the project by using parts of the human body
like “frequency range and parabolic hearing for the
ear, replaceable organs, and solar-protected skin with
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an optional silicon carbide sheath, which enables the
human to become translucent and change their skin
color at will” (Primo Posthuman: A transhumanist
showcase, 2021).

Transhumanist ideas have found a particularly
vivid expression in the works of Neil Harbisson, one
of the pioneers of cyborg art. In 2010, together with
Moon Ribas, he founded the Cyborg Foundation—a
platform dedicated to exploring, developing, and pro-
moting the creation of new organs and senses through
body-integrated technologies. The foundation has an
ambitious mission: to help people become cyborgs,
defend their rights, and support the growth of cyborg
art. According to its founders, cyborg art is an artis-
tic movement in which artists expand their senses
beyond physical limitations by integrating technol-
ogy into their bodies. In this context, the artwork is
the new sense that exists within the artist, making the
artist the sole observer of their art. Cyborg art com-
bines the artwork, the audience, and the museum
into a single entity. (Cyborg Foundation | Promot-
ing cyborg rights, 2020). Neil Harbisson’s initiative,
which involves an antenna surgically integrated into
his skull, has become both an emblem of cyborg art
and a compelling illustration of the potential to radi-
cally alter human sensory perception. His work and
ideas further the transhumanist objective of overcom-
ing human boundaries through technological means.
Meanwhile, the Cyborg Foundation and Transpecies
Society explore the ethical, aesthetic, and philosoph-
ical frontiers of self-identity, self-design, and the role
of technology in shaping human nature.

Following the ideas of The Metahumanist Mani-
festo, there is increasing emphasis on ecological con-
siderations and broader integration with natural pro-
cesses. Projects such as Olafur Eliasson’s Ice Watch
(2014) and TeamLab’s Forest of Resonating Lamps go
beyond merely showcasing “technological” achieve-
ments, instead highlighting the interdependence of
humanity, technology, and the environment.

In Ice Watch, “twelve large blocks of ice, gathered
from fjords near Greenland, were arranged in the shape
of a clock in public spaces in Copenhagen, Paris, and
London. Olafur Eliasson, in collaboration with geol-
ogist Minik Rosing, created this installation that pro-
vides a direct and tangible experience of the reality
of Arctic ice melting.” (Ice Watch * Artwork * Studio
Olafur Eliasson, 2014), Drawing attention to the issue
of climate change, the artist emphasizes that the work
is aimed at “creating a space for empathy” and foster-
ing a deeper understanding of ecological challenges.
Its interactivity is significant, as visitors can touch
the ice, and feel its coldness and texture, creating a
physical connection to global environmental changes.
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The interactive installation Forest of Resonating
Lamps (2016) by TeamLab offers viewers a space
where the interaction between humans and lamps
creates a visual and auditory symphony. The lamps,
arranged in a mathematically determined pattern,
respond to a person’s presence by emitting light
and sound, which are then transmitted to the nearest
lamps. This creates a “single stream of light” perme-
ating the entire space, symbolizing the “intersect-
ing light paths” activated by the presence of various
individuals. According to TeamLab, the lamps may
seem to be arranged randomly, yet their positioning
is intentionally crafted to emphasize the “beauty of
continuity” that arises from the interaction between
people and their surroundings. (Forest of Resonating
Lamps—One Stroke | teamLab, 2016). So, the projects
we talked about show what metahumanist approaches
can do, with their focus on living and working together
peacefully in a single ecosystem.

Posthumanist art projects, on the other hand,
emphasize relationships and see many things, from
robots to natural materials, as equal “co-creators” of
the artwork. While cyborg aesthetics (e.g., Stelarc,
ORLAN) often explored the individual boundaries of
the body, larger-scale installations by TeamLab and
Olafur Eliasson position humans as elements within a
complex network of interactions.

Visitors to such works can experience themselves
as participants in a unified process, where technol-
ogy and nature harmonize and transform the socio-
cultural space. Instead of an anthropocentric stance,
networked thinking is emphasized, wherein art takes
on the qualities of a “living system,” co-created by all
involved agents.

Philip Beesley’s Hylozoic Ground project, which
debuted in the Canadian Pavilion at the Venice Archi-
tecture Biennale in 2010, stands as a unique exam-
ple of posthumanist artistic practices. This installa-
tion, which transformed the pavilion into an artificial
forest, demonstrates a new vision of the interaction
between the natural and the artificial, creating a space
where the boundaries between the living and the
non-living become almost imperceptible. Hylozoic
Ground consists of tens of thousands of lightweight,
digitally fabricated components forming a transparent
network of acrylic elements. Interactive mechanical
“leaves,” “filters,” and “tendrils” envelop this net-
work, responding to the presence of visitors.

The setting functions like a massive “lung,” breath-
ing in unison with those who enter, drawing them into
a “mythical landscape.” The system employs touch
sensors and shape-memory actuators, producing
undulating movements in reaction to human inter-
action with the space. As described in the project:
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“Arrays of sensors and mechanisms evoke empathic
movements, drawing visitors into the flickering depths
of a delicate forest of light.” The project provides an
aesthetic experience that blends technical complexity
with poetic sensibility, highlighting the interconnect-
edness of both animate and inanimate agents.

Beyond its emotional resonance, Hylozoic Ground
holds potential real-world applications in architec-
ture, ecological design, materials science, biotechnol-
ogy, and robotics. Beesley envisions utilizing similar
technologies in filtration systems, shading mecha-
nisms, and even in the creation of sustainable geotex-
tile structures. This project not only highlights the
latest technological achievements but also proposes
fresh perspectives on harmonizing humanity with the
environment, resulting in a singular space that ech-
oes the complex, interconnected nature of existence.
(Hylozoic Ground, 2010).

Overall, modern art shows a deep rethinking
of the idea of “the human.” This can be seen from
A Cyborg Manifesto, which focuses on the mixing
of body and machine, to transhumanists’ efforts to
improve human nature, to metahumanism’s focus
on the environment, and posthumanism’s focus on
how everything is connected. Performances and
bio-installations increasingly incorporate new tech-
nologies alongside human participants, and pay-
ing attention to the ecosystemic context enhances
our understanding of the interconnections between
humans, machines, and the environment.

Sam Van Aken’s Tree of 40 Fruit merges art, biol-
ogy, and ecology, embodying posthumanist notions
of interconnectedness. As the artist describes, “It is
a single tree that simultaneously produces forty dif-
ferent types of stone fruits, including peaches, plums,
apricots, nectarines, cherries, and almonds” (Tree
of 40 Fruit — Sam Van Aken, 2008). This is achieved
through grafting, fusing various fruit varieties into
one organism. “In spring, the tree blossoms in a vari-
ety of shades of pink, carmine, and white, and in sum-
mer, it yields a harvest with a great diversity of fruits”
(Tree of 40 Fruit—Sam Van Aken, 2008).

Most fruits are heirloom varieties, now rare in
industrial agriculture, making the project vital for bio-
diversity preservation. Beyond aesthetics, it empha-
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sizes ecological responsibility and the need to protect
cultural and environmental traditions in a globalized
world. Through a posthumanist lens, Tree of 40 Fruit
symbolizes cooperation among species, merging sci-
ence and art to form a dynamic ecological sphere.
These initiatives go beyond human-centered art, inte-
grating technology, nature, and social elements into
an evolving ecosystem.

This progression within the art world demon-
strates that each new “manifesto” spurs artists to
explore unconventional methods and forms, where
physical boundaries, biological processes, and cre-
ative innovations come together to shape a unified
space of artistic inquiry. Posthumanism, as a con-
cept, thus operates not only as a philosophical chal-
lenge but also as a means of reimagining the scope
of possibility — integrating art, science, and technol-
ogy to forge new ways of being.

Conclusions. The examined manifestos act as
catalysts for sociocultural transformation, mark-
ing key shifts in art, philosophy, and technoscience.
From Futurism’s embrace of technology to Human-
ism’s focus on reason and dignity, they illustrate a
move toward a networked, ecologically aware under-
standing of humanity.

Art projects demonstrate the tangible impact of
manifestos, serving as “field laboratories” for new
interactions between people, technology, and nature.
The Futurists visualized speed and noise, while
Stelarc and ORLAN explored the fusion of technol-
ogy and the body. Transhumanist and posthuman-
ist ideas appear in projects integrating technology,
nature, and society, such as TeamLab’s interactive
installations and bio-art by Philip Beesley and Sam
Van Aken. These practices emphasize interconnected-
ness, dissolving boundaries between the organic and
artificial, individual and collective.

Ultimately, these manifestos reflect the gradual
decline of anthropocentrism and the rise of an inte-
grated approach to ecology, technology, and coexist-
ence. From Futurism’s “speed revolution” to post-
humanist interdependence, contemporary art is both
a reflection of and a force for transformation,
shaping new forms of existence through collaboration
and interaction.
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