ARCKIVES De5 SUIENCES

A Multidisciplinary Journal

Publication Date: 30 August 2026
Archs Sci. (2026) Volume 75, Issue 4 Pages 52-59, Paper ID 2025406.

The Phenomenon of Silence in the Digital Age: Sacred,
Music-Cultural and Creative Media Forms of Expressing the
Unsaid

Tetiana Kaplun'*, Oksana Andriianova?, Halyna Shpak?, Liudmyla Zyma? and Merbol Kuspanov*
! Department of Musical Art and Sound Engineering, Faculty of Design, Architecture and Arts, International Humanitarian University, Odesa, Ukraine
2Department of Chamber Ensemble, A.V. Nezhdanova Odesa National Academy of Music, Odesa, Ukraine

*Department of Choral Conducting, A.V. Nezhdanova Odesa National Academy of Music, Odesa, Ukraine

*Professional and Creative Faculty, Aktobe Regional University named after Kudaibergen Zhubanov, Aktobe, Kazakhstan

Corresponding authors: Tetiana Kaplun (e-mail: kapluntatianal7 @ gmail.com).

Abstract It explores contemporary silence as a form of sacred, musical, and creative media through which meanings that
cannot be fully articulated are made sense of. The research was carried out in 2025-2026 as a qualitative empirical study based
on 60 publicly available digital artifacts selected from an initial pool of 94 items. The corpus was organized into four thematic
blocks of equal size: sacred and meditative music; digital sound-art and contemporary music artifacts; online mourning and
remembrance materials; and quiet digital practices, which include meditation videos, autonomous sensory meridian response
content, and low-intensity listening formats. The analysis demonstrates that silence is not simply the absence of sound or
speech. It must be considered as an active cultural mechanism that organizes attention, memory, affect, and modes of reception.
Five main types of silence were identified: contemplative, conceptual, collective-resistant, memorial, and affective-regulatory
silence. Silence has been a prime structural element in sacred and meditative music, directing the mind inward and helping to
sustain spiritual focus. In sound-art and contemporary music, it functioned otherwise: it simply halted habitual expectations of
performance, audibility, and listening. In online remembrance, silence remained present through broken comments, symbolic
gestures, visual stillness, and kinds of memory that defied complete verbalization. The role of silence can be felt in meditation
and low-intensity audio-visual practices as a means contributing to emotional calming, bodily awareness, and intimacy mediated
through sound. This implies that digital platforms do not silence kill but reconfigure the cultural modes of silence through
archives, interfaces, video channels, comment sections, and personalized listening environments. Silence is, therefore, proposed
here as a mode of condensed communication where the unsaid gains cultural visibility within media spaces that are digitally
saturated in the absence of the said.

Index Terms musical art, Jung’s theory of archetypes, spiritual choral music, program
music, style, genre

I. Introduction

he digital has changed the ways of human communica-
T tion as well as the terms of human presence in commu-
nicative space. Never-ending text streams, visual and sound
overloads, interaction within an algorithmically organized cul-
ture have made silence not just as the absence of speech, but
a specific form of participation and a way of listening to one’s
own emotional state, and a means of expressing what cannot
be put into words. Thus, in the digital, silence does not mean
an exit from communication. A person can watch, be present
without being visible, take a deliberate pause, refrain from
reacting, or distance himself from the noise of interaction.

Recent studies of digital communication increasingly focus
on forms of participation that are invisible, delayed, or less
easily measurable. For example, S. Ala-Kortesmaa [1]] looked
at silent listening in digital spaces as an active practice of

understanding, not the absence of response. In a related line of
inquiry, H. Sakariassen and I. Costera Meijer [2]] studied user
inhibition in digital public spaces and found that silence can be
due to social, psychological, and communicative constraints.
Their approach is crucial in that it shifts the discussion from a
simple view of silence as communicative emptiness.

Besides, digital silence should not be understood only as
a dimension of sounds expressed on the Web. In sound and
music studies, it is considered as part of the auditory experi-
ence, aesthetic tension, and cultural meaning-making. D. R.
Ford [3|] stressed the relevance of postdigital soundscapes,
where technologies, listening practices, and bodily perception
collaboratively bring about new regimes of auditory experi-
ence. In a music-philosophical perspective, M. Gallope [4]
connected music with the problem of the ineffable, i.e. mean-
ings that cannot be fully verbalized but can be felt through
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sound, repetition, pause, or intonational tension.

Another line of research deals with the religious dimension
of silence. In one piece on the music of A. Pirt, silence and
pause were treated as a means for spiritual concentration, con-
templation, and the expression of sacred presence [J5]]. It is not
the silence as the absence of sound but a silence that becomes a
meaningful form that structures religious, aesthetic, and inner-
emotional experience. Therefore, the study of silence in the
digital era can only be realized through an interdisciplinary
approach that combines digital communication studies with
musicology, sacred studies, and media culture theory.

There are studies related to digital listening, postdigital
soundscapes, sacred music, the philosophy of the ineffable,
but the degree of relationship between these areas has not
been clarified enough. More often than not, silence has been
looked at as socio-communicative behavior in the digital space
or as an aesthetic element of a musical work, or as sacred
practice. But there is no integrated approach where silence is
considered as a media-cultural form of expressing the unsaid
that operates simultaneously in the sacred, music-cultural, and
digital environments.

The goal of the paper was to determine how silence func-
tions in the digital age as a sacred, music-cultural, and creative
media form of the expression of the unsaid. The research
problem posed was whether, under conditions of digital over-
saturation, silence could function not passively but actively in
the process of making meaning. To accomplish this, the author
set the following tasks: theoretical approaches to the under-
standing of silence in studies of the digital and sound; sacred
and music-cultural forms of its manifestation; and creative
media practices in which silence was a way of representing
the unsaid; and the scholarly gap between studies of digital
communication, sacred sound, and musical phenomenology.

Il. Literature Review

Scholarly discussion of silence in the digital age has, in part,
developed within what were, until recently, separate and dis-
tinct fields: studies of digital communication, sound studies,
musicology, media aesthetics, the psychology of mediated in-
timacy, and digital religion. Productive, but methodologically
uneven due to its fragmentary nature, it has been considered
non-participation, attentive listening, aesthetic pause, sacred
concentration, postdigital sound experience, and digitally me-
diated intimacy. Rarely have all these been brought together
within a single framework of explanation that would show
how silence operates as a cultural form for the expression of
what is not said.

Most often, within digital communication studies, silence
has been framed through invisible participation, restrained
interaction, and delayed response. Adjin-Tettey and Garman
[6] recently defined lurking in social media as a form of lis-
tening and established a typology of motivations among users
who observe, read, and interpret content without making any
visible reaction to it. This is a most welcome addition since it
makes us question the common assumption that silence in the
digital environment means a lack of interest. But their analysis

is more communicative and behavioural than anything else.
The aesthetic, sacred, or affective dimensions of silence do
not become central to their inquiry. This is a limitation that
the present study has to deal with since digital silence cannot
be reduced to either user passivity or platform behavior; it
must also be understood as a media-cultural form laden with
emotional, symbolic, and contemplative meanings.

Further developments of the correlation between sound,
silence, and listening can be placed within sound studies. Cox
[7] sees sound as a dynamic and processual concept, which
reorients attention away from fixed musical objects to sonic
flows, intensities, and modes of perception. This, therefore,
allows for a more productive understanding of silence not
as an empty interval but as part and parcel of a broader
sonic ontology. Such a metaphysical approach, however, has
its limitation in that it risks detaching sound from concrete
digital and cultural practices. As Kane [[3] put it in his critique
of the ontological turn in sound studies, sound cannot be
separated from auditory culture. Critique of studies of silence
is especially pertinent because silence is meaningful only
within certain listening regimes, media conditions, and cul-
tural codes. Together, Cox [7] and Kane [8]] yield a productive
theoretical tension between sound as process and sound as
culturally mediated experience.

Newer studies on postdigital sound have made this even
more complex. According to Lamb [9]], postdigital sound is a
situation in which analog, digital, corporeal, and technological
cannot be separated. Riikonen [10]] underlines listening in a
multisensory perspective and argues that digital anthropology
has made the analysis of sound richer than the purely auditory.
Discussing musical instruments from a socio-technological
perspective, Magnusson [11] illustrates the migration of mu-
sical instruments and how musical practice changes with tech-
nological infrastructures. These studies are helpful in placing
sound within technological environments rather than treating
it as an autonomous aesthetic object, but direct engagement
with silence remains limited to them. Silence is mostly im-
plied as part of listening, mediation, or sonic organization, but
rarely analyzed as an independent form of meaning in its own
right.

Musicology has endowed us with new words for silence:
pause, tension, suspension, and expression through restraint.
In his philosophical and psychological analysis of pause as
a musical expressive device, Kozhuhar [12] has shown that
it can be not only a structural element but also a carrier of
emotional charge. This is also relevant to this study since
musical pause can be seen as a form of the unknown that
interrupts verbal or sonic continuity while simultaneously
heightening perception. But Kozhuhar’s analysis stays mostly
within the domain of musical expression. It does not fully
open up how the logic of pause changes as music and sound
move through digital media environments. The same problem
can be found within contemporary sound art. Freiberger et
al. have charted the reliance of new music and sound art on
platform visibility, hashtags, sharing, and online mediation.
This perspective raises another issue: how do musical and
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sound practices enter the ecology of social media, and how
does silence operate in these mediated forms of creativity?

ASMR research has emphasized cultural, bodily, and inti-
mate aspects of mediated sound. Poerio et al. [[13] demon-
strated that ASMR can enhance measurable affective and
physiological responses, so that low-intensity sound, whis-
pers, and near-inaudible auditory stimuli can be considered
embodied experiences, not superficial online trends. Smith
and Snyder [14] argue for a broader view of ASMR as a
form of affective and digitally mediated speed. Their research
demonstrates that low-intensity sound and near-complete si-
lence can create emotional belonging in the digital environ-
ment. However, their primary interest is not silence as a
cultural form in itself. Silence is primarily considered in terms
of affect and intimacys; its functions as sacred, memorial, and
musical-cultural are poorly understood.

The interest in research on the sacred and religious di-
mensions of digital mediation has increased. For example,
Mannerfelt [[15] has studied religious digital creativity in
preaching. He argued that digital religious communication
does not simply transfer offline religious practice to the online
space but creates forms of participation, power, and mediated
presence. This claim is relevant to our research because the
sacred silence of the digital age cannot be considered only
through traditional ritual or liturgical frameworks; it is also
mediated in forms of attention, restraint, and contemplative
perception. However, research on digital religion ultimately
encompasses preaching, participation, power, and creativity
much more than religious silence as a specific sacred envi-
ronment.

The relationship between music, speechlessness, memory,
and mourning is one of the issues that has been discussed in
the literature on digital remembrance. In a study of comments
on YouTube music videos as digital expressions of grief and
mourning, Mattfeldt [16]] shows how practices of remem-
brance and personal identity come into being at the juncture of
music, language, and speechlessness. This contribution is par-
ticularly important because it shows that digital media provide
spaces for the unsaid to be present, although not absent. It is
expressed through fragmented language, silence, affective at-
tachment, and musical association. The paper does not provide
a broader typology of silence across sacred, music-cultural,
and creative media forms, however, as it remains closely tied
to mourning practices.

Recent sound art studies have added to the political and
cultural interpretation of silence. Noise has been considered
by some as a signifier of intimate silence, showing that silence
may be produced not just by the absence of sound but also by
framing noise, proximity, and affective intensity. In his anal-
ysis of Raven Chacon’s soundscape of nothing, Mindel [17]
interpreted silence as a critical response to settler colonialism.
These works are important because they move silence beyond
private introspection and place it within political, spatial, and
historical contexts. Yet they also reveal a methodological
difficulty: in the cultural frame where it appears, silence may
signify intimacy, resistance, memory, or sacred withdrawal. It

cannot, therefore, be treated as a stable or universal category.
The literature reviewed above has dealt with silence as
digital listening, a sonic process, musical pause, mediated inti-
macy, religious creativity, grief, and political sound art. How-
ever, these approaches remain relatively fragmented. While
studies of digital communication explain reasons for which
users may remain silent, they do not often consider the sacred
and musical depth of silence. Studies conceptualize listening
and sonic mediation but do not specify how silence gives
form to the unsaid. Works of a musicological nature exemplify
the function of the pause but mostly within the confines of
musical form. ASMR and digital mourning research bring
to light the affective and embodied dimensions of a quiet
media experience yet do not provide an integrated model of
silence as a cross-media cultural form. The main gap lies in
the absence of a framework that brings together sacred, music-
cultural, and creative media expressions of silence in the
digital age. The gap is addressed in this situate by interpreting
silence not as the absence of communication but as an active
form of making meanings through which the unsaid becomes
perceptible in cultures that are digital and postdigital.

lll. Materials and Methods

The study was carried out in 2025-2026 as a qualitative em-
pirical investigation on the representation of silence in digital
cultural environments. It focused on digital artefacts available
to the public in which silence, pause, quiet sound, hushed
speech, visual stillness, or non-verbal expression played a
role in meaningful communication. As there was no direct
interaction with human participants, no interviews, no ques-
tionnaires, no psychological tests, and no experimental inter-
ventions were applied. The study was limited to open-access
materials available on public digital platforms at the time of
forming the corpus.

The empirical corpus was 60 digital artefacts sourced from
YouTube, Vimeo, official websites of composers and sound
artists, online archives of contemporary music projects, and
public pages of meditation-oriented digital platforms. All
materials analyzed were recorded in a corpus matrix and split
into four thematic blocks. The first thematic block contained
15 recordings or video performances of sacred and meditative
music—works related to A. Pért and contemporary Ukrainian
meditative music. The second thematic block included 15 dig-
ital sound-art or contemporary music artefacts where silence,
noise, pause, or a minimum sound played a major role as
an expression. The third thematic block contained 15 media
artefacts related to digital mourning, online remembrance, and
grief in comments on music videos. The fourth thematic block
contained 15 examples of silent digital media practices: mate-
rials from meditation apps, ASMR videos, and low-intensity
forms of listening.

The sample was purposive and non-random since the re-
search needed materials in which silence was not an accidental
absence of sound but an identifiable cultural, affective, or
communicative form. Artefacts will be included if they meet
three criteria: (a) public availability without password access,
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(b) explicit or clearly observable use of silence, pause, low-
volume sound, visual stillness, moderated speech, or written
speechlessness and (c) relevance to at least one thematic
field of the article, namely sacred experience, music-cultural
expression, digital communication, or creative media prac-
tice. Excluded are materials that are cultural-void commercial
advertisements, duplicate uploads, low-quality copies, links
that cannot be accessed, entirely statistical webpages, and
materials from Russian and Belarusian platforms and sources.
The 60 artefacts were then selected as meeting the inclusion
criteria after the preliminary screening of 94 items to form the
final corpus.

The empirical analysis was organized at three consecutive
levels. First, each artifact was described according to platform,
format, duration, dominant sound structure, visual organiza-
tion, and communicative context. Second, the materials were
coded according to five parameters: form of silence, medium
of manifestation, relation to the unsaid, emotional function,
and cultural mode of expression. Third, the coded materials
were compared across the four corpus groups in order to iden-
tify how silence functions in sacred, music-cultural, memorial,
affective, and creative-media contexts.

Manual coding was performed on an Excel spreadsheet
matrix. To minimize the subjectivity of interpretation, I used
repeated viewing and listening: each artefact was examined
at least twice, first to get an overall impression and then to
note specific silent, low-sound, or speechless fragments. No
mathematical formulas or inferential statistical tests were ap-
plied because the study is meant to identify qualitative patterns
rather than correlations based on frequency. Reliability of
interpretation was further enhanced through stable criteria for
coding, comparison between groups of texts, repeated viewing
of each artefact, and omitting cases where the materials did not
quite create silence or non-verbal utterance.

IV. Results
Findings from the analysis of 60 digital artefacts prove that
silence in digital cultural environments cannot be conceived
as the mere absence of sound, speech, or visual action. In
the corpus, silence appeared as an organised expressive means
through which sacred presence, musical meaning, grief, in-
timacy, and creative attention were mediated. This finding
simply confirmed what had been assumed a priori for this
study: in the digital age, silence does not work as a passive
gap in communication but rather as an active form in media
culture through which what is not said becomes perceptible.
The four corpus blocks unveiled different, though closely
related, modes of silence. In sacred and meditative music,
silence most often stood for contemplation, spiritual con-
centration, suspended temporality, and restrained affect. In
digital sound-art and contemporary music artefacts, it was an
event that reorganized the listener’s attention and unsettled
the boundary between sound, noise, and non-sound. In digital
mourning and online remembrance practices, this was written
speechlessness through brief comments, memorial images,
pauses, and restrained affective gestures. In quiet digital media

practices, including meditation videos, ASMR materials, and
low-intensity listening formats, silence was a tool of affective
regulation, bodily relaxation, and mediated intimacy.

The first stage of analysis involved a description of each
artefact according to platform, format, duration, dominant
sound structure, visual organisation, and communicative con-
text. In the second stage, five coding parameters were intro-
duced: form of silence, medium of manifestation, relation to
the unsaid, emotional function, and cultural mode of expres-
sion. In the third stage, the four corpus blocks were compared
to be able to identify the recurrent patterns.

In the corpus block I, silence was characterized as a type of
sacred meditative attention. The recordings and video presen-
tations explored indicate that sacred silence never comes as
stillness; most often, it is with slow tempo, reduced dynamics,
long resonance, visual concentration, and no excessive perfor-
mative gesture. These characteristics establish an environment
in which the listener is not pushed into immediate meaning
but is instead slowed down as focus and attention is shifted
from the object of interpretation to the inner experience. That
pattern was made particularly readily visible and audible in
the concert video Arvo Pirt: Adam’s Lament. In a way, in
this artefact silence was not to be taken as the absence of
sound; rather, it was set within the musical texture through
the restrained movement of the choral voice, the resonance of
the strings, and extended periods of suspension in expectation.
The coding suggested that what mattered was not just what
sounded but also how the sound was permitted to fade or
pause, or stay unresolved. This effect was further augmented
by the visual organisation of the performance: the relative
stillness of the performers and the lack of rapid visual changes
placed the listener in a contemplative state. Silence, then,
acted as a sacred threshold between sound and the concen-
tration we associate with prayer.

Silent Songs of V. Silvestrov [18] shares a similar, if not
identical, tendency. Here silence had something to do not
with a grand sacred presence but rather the aesthetics of
proximity, delicacy, and memory. The slurred-over tones in
the voice, the thinness of the piano and slow pace of the
musical turns gave an impression of speech that was on the
verge of disappearing. The quality of the work as ‘silent’
could not be reduced to volume. It derived from a distance
between the poetic text and musical restraint. In this case
the unsaid appears in the under-articulation: the voice bears
the mark of the speech but does not allow further rhetorical
expansion. Three main indicators emerged across sacred and
meditative music block. First, silence was identified as a type
of temporal slow down. Musical moments had their moment,
waiting to happen, and still space for reflection. Second,
silence was tied to constraint, as vocal, instrumental, and
visual expression avoided theatricality. Third, silence was a
meditative relationship with the unsaid. It did not so much ar-
ticulate sacred or emotional meaning as render it experiential,
experientially significant. According this block, silence in this
sense became a form of interiorization. The second corpus
block made it clear that silence served a different function.
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And the prayer-like contemplation was less common in digital
sound-art and contemporary music. In most cases, silence
was linked with conceptual reorientation. It did more than
enrich musical expression, it raised issues of what could be
defined as music, performance, sound or collective presence.
The most overt example of silence as a made musical event
was J. Cage’s 4°33". The score didn’t accidentally frame
silence as sound absence but arranged it temporally as well as
through performance framing [[19]. The coding of this artifact
revealed that silence was mediated simultaneously by multiple
factors: duration as indicated, expectancy of performance, the
institutional context of musical presentation, and the listener’s
sense of the surrounding sound. The unsaid wasn’t buried
under the surface of the work; it was brought about through the
work’s refusal to offer conventional musical material. Silence,
in this sense, revealed ambient sound, audience behavior, and
the cultural expectations that music must include intentional
sonic production.

R. Chacon’s Silent Choir (Standing Rock) changed silent
protest from an aesthetic reorientation to articulation of re-
sistance. The artefact brought together visual and sonic doc-
umentation of a silent confrontation related to Indigenous
protest and environmental justice [20]. In this case, it was
not private, meditative, or simply conceptual silence; it was
silence embodied. The coding identifies it as collective silent
presence: silence would be made meaningful as it was carried
by many bodies in a politically charged situation. In Cage’s
work, silence displaced expectation. In Chacon’s artefact, it
would be a form of witnessing and refusal. The unsaid was
not an absence of message but a concentrated non-verbal
resistance.

Comparisons within the second block indicated that digital
sound-art would often use silence in its attempts to disrupt
the habits of listening. Some artefacts framed silence through
noise, making quietness only apparent against mechanical,
environmental, or digital sound. Others used very little sonic
material to direct attention to spatial resonance, repetition, or
the physical presence of the listener. Most importantly, silence
in this block did not have one stable meaning. It could function
as critique, refusal, conceptual experiment, or political con-
centration. Its meaning depended on the relation between the
structure of sound, visual framing, and institutional context.

The third corpus block disclosed silence as a form of
memory and grief. In digital mourning artifacts, silence was
not always acoustic; it most often occurred as written speech-
lessness, as little language, as the same memorial utterances,
still pictures, candles, tribute pages, pauses in video, and brief
comments which did not tell much about loss. This block
was especially significant for the research problem because it
indicated how what is left unspoken becomes socially visible
in digital environments.

The Sound of Love revealed that online comments under
songs may turn into an archive of intimate memory, loss, and
longing, as well as emotional residue. The artefact reorganised
platform comments into a web project where fragments of
personal feeling were detached from their original context and

presented as a collective emotional soundscape. The coding
showed that silence here was not the absence of language;
it came from incomplete language. Many comments in such
digital environments do not fully explain the remembered
event, the lost person, or the emotional wound; they leave
gaps, and these gaps become the main space of the unsaid.

Online tribute features offered a more structured representa-
tion of digital remembrance. The functions provided through
photos, candles, thoughts, stories, music, video, tribute gar-
dens, and private diaries. In the corpus, this type of artefact
showed how symbolic actions formalised by digital systems.
Lighting a virtual candle, leaving a short message, adding a
song, or preserving a photograph turns grief into a sequence of
minimal acts. The result is not a complete narrative of loss but
a controlled environment for what cannot be fully articulated.

Analysis of this block will identify four features of memo-
rial silence. First, silence as fragmentary speech. Messages
were often short, formulaic, hesitant, or emotionally com-
pressed. Second, silence as visual stillness. Portraits, can-
dles, backgrounds, and static tribute layouts helped create a
quiet digital space. Third, silence as deferred address. Many
memorial texts were written to a person who could no longer
answer. Fourth, silence as collective accumulation. Individual
fragments formed an affective archive, but this archive did not
eliminate the unsaid. It preserved it.

Digital mourning thus demonstrated that the sound of si-
lence is not chatter and can let the grief be shared while draw-
ing lines around what is kept closed personally. This finding
matters, because it expands the understanding of silence from
that of sound and music. In memorial media, silence operates
through interface, text, image, and ritualised digital action.

The fourth corpus block was made up of materials from
meditation apps, ASMR videos, and low-intensity listening
formats. In these artefacts, silence was primarily a tool of
affective regulation. It did not work in the same way as
in sacred music where silence sets out a contemplative or
spiritual horizon or in sound art where silence poses questions
about the nature of sound. In quiet digital media practices,
silence worked directly upon attention [21]]. It helped manage
perception, calm the body, and create a sense of safe mediated
proximity.

The guided digital stillness was represented by videos of
meditations on Headspace [22]]. These include basic practices
designed very simply, calmly instructed, and with pauses. In
this context, silence was not left to chance - it was pedagog-
ically organized. It was not mystical in the strict sense. It
was practical and regulatory: silence marked the moment in
which the user was expected to experience rather than receive
information. The coding showed that silence was pedagogi-
cally organized - not left open, but inserted between verbal
instructions and visual cues to help the user shift attention
toward breathing, bodily awareness, or mental observation.

Gentle Whispering ASMR [23] stood for another form of
quiet digital practice. In this case, silence was closely related
to whispering, slow speech, soft sounds, proximity effects,
and low-intensity audiovisual presence. ASMR videos did not
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create silence by being completely quiet. They rather built a
near-silent environment in which tiny sounds became affec-
tively significant. Micro-sounds, pauses, breath-like rhythms,
and controlled vocal softness activated the listener’s attentive-
ness. Here, the unspoken stood for intimacy without direct
interpersonal contact.

Three findings were of particular interest in this block. First,
silence was commodified and formatted by digital platforms
into repeatable content structures such as guided sessions,
whisper videos, sleep aids, relaxation sequences, and low-
intensity listening formats. Second, silence became person-
alised: users could access it individually and at the very
moment they chose, through their headphones, screens, and
mobile devices. Third, silence became affectively functional,
directed toward calming, focusing, comforting, or reducing
overstimulation. That did not make it less meaningful; rather,
it showed that in the digital age, silence has become a me-
diated practice of self-regulation. The comparison of all four
corpus blocks enabled the construction of a qualitative typol-
ogy of silence in digital cultural environments. Silence was
not classified only by volume level in this typology but rather
based on the five coding parameters proposed in this study:
form of silence, medium of manifestation, relation to the
unsaid, emotional function, and cultural mode of expression.
Typology of silence identified in the empirical corpus is given
in Table[Tl

The typology showed that silence in digital culture is not
uniform or homogeneous: it can be contemplative, concep-
tual, resistant, memorial, or affective-regulatory. Modes of
silence overlap in some artefacts. Sacred music and med-
itation videos, for example, both depend on quietness and
slow temporality; their cultural functions are different. Si-
lence in sacred music creates an open space for transcen-
dence and inward listening; in the case of meditation videos,
though, it’s more likely structured as a sensible device for
attention-management and emotion-control. Sound-art and
digital mourning do this work on some level too to ac-
commodate absence, in different ways. Absence in sound-art
interrogates perception and the boundaries of musical form;
in mourning, it preserves the presence of loss. The strongest
and most consistent results across studies relate to the active
role played by silence. It turned out that with none of the
four blocks, silence arose as a neutral void but organized
perception, focused attention, boosted affect and established
limits of verbal expression; the form of this, too, shifted with
the media environment: in music, it was linked to duration,
resonance and performance; in digital memorial platforms, it
emerged through interface, text, symbolic gestures; in ASMR
and meditation formats, it relied on headphones, voice, breath
and personalized listening; and in sound-art, it was connected
to institutional framing, conceptual expectation and spatial or
political context. Another pivotal finding concerns the relation
of silence to the unsaid.

The corpus on the other hand reveals that the unsaid was not
consistent in every context. In sacred and meditative music,
it was associated with transcendence, prayer or interiority.

In contemporary sound-art, it was something that was not
limitable within conventional musical utterance. In digital
mourning, it was an articulation of grief, loss and memory that
could not be expressed directly. In quiet digital media prac-
tices, it had to do with affective states that were felt in body,
rather than explainable by words. Silence thus constituted a
malleable medium between experience and verbal expression.
This analysis also indicated the point that digital mediation
is not the death of silence; it multiplies its forms. These
platforms, interfaces, streaming archives, comment sections,
online tribute pages, the video channels do not just produce
silent content or quiet-sounding content; they reorganise the
conditions under which silence is experienced. A silent mu-
sical score becomes a physical object in an online museum.
One concert performance serves as a mediatheque video. A
collective act of silent resistance gets recorded in a museum-
linked digital archive. Comments by song are turned into
a web project. Tribute gestures serve as platform functions.
Meditation and autonomous sensory meridian response are
formatted as repeatable practices of low-intensity attention
through sensory rehearsal. In this way, silence in the digital
age is not outside media. It is made, framed, and spread via
media. This helps us build an affirmative response towards
the research question through empirical results. Under the
circumstances of digital saturation, silence becomes an ac-
tive semantization. It helps with: The organization of sacred
attention, musical perception, memorial expression, political
witnessing, and affective regulation.

The corpus confirms that silence isn’t the absence of com-
munication. It rather stands out as one of the most compressed
forms of this concept. In other words, it renders what is
not said visible, audible, or experientially available without
necessarily making it explicit speech.

V. Discussion

According to the results, in the digital cultural environment,
silence is no longer the absence of communication; it is a
dynamic approach to meaning. Silence coordinated attention,
enhanced the emotional experience by making that which
was not spoken visible, audible or experientially present in
the corpus. This finding is highly relevant because it moves
the understanding of silence from being a silent void to an
active media-cultural artefact. Such a mechanism does its
work in sacred music, sound-art, online mourning, meditation
and low-intensity digital listening. At least partly, the sacred
and meditative music block buttresses Shenton’s [24] reading
of silence within A. Part’s music as a key aspect of sacred
music experience. The current study shows that this kind
of silence is made manifest as a slow tempo, resonance,
restrained performance, and visual stillness. At the same time,
digital mediation alters a reception’s circumstances. Sacred
silence is no longer confined to a church or concert or the
space of a ceremony — it travels also through video archives,
streaming platforms and personal listening devices. On this
note, the results are compatible with those of Schlag et al.
[25]], who found that digital religious practices alter presence,
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Table 1: Typology of Silence Identified in the Empirical Corpus

Type of silence Main empirical indicators

Medium of manifestation

Relation to the unsaid Examples from the corpus

Slow tempo, resonance,

The unsaid appears as

musical expectation

Contemplative . . . o . spiritual concentration .
. P visual stillness, restrained Sacred and meditative music SP R ’ Adam’s Lament; Silent Songs
silence inward attention, and
performance .
contemplative presence
The unsaid appears as a
Framed absence, structured . . PP X
Conceptual L . Experimental music and challenge to conventional [
. duration, interruption of X e 4’33
silence sound-art meaning, audibility, and

listening

Collective-resistant
silence

Group stillness, non-verbal
confrontation, silent witnessing

Political sound installation
and visual documentation

The unsaid appears as
embodied refusal,
collective presence, and
political intensity

Silent Choir (Standing Rock)

Fragmented comments, tribute
pages, virtual candles, static
images, minimal messages

Memorial silence
remembrance

Digital mourning and online

The unsaid appears as
grief, loss, and memory
that cannot be fully narrated

The Sound of Love;
MuchLoved tribute features

Guided pauses, whispering,
low-volume sound, slow
rhythm, bodily orientation

Affective-regulatory
silence

Meditation videos and
autonomous sensory
meridian response formats

The unsaid appears as
bodily calming, mediated
intimacy, and self-regulation

Headspace meditation videos;
Gentle Whispering ASMR

Note. The typology is based on qualitative comparison of

0 digital artefacts and should not be read as a statistical hierarchy. Source: compiled by the author

on the basis of manual coding of the empirical corpus.

participation and authority.

The results on contemporary Ukrainian meditative music
also agreed with Serhaniuk et al. [26] in associating med-
itativeness with restrained musical expression and inward
concentration. Yet, this paper also goes further to show that
meditative silence is not confined only to a musical compo-
sition. It appears as videos, platform interfaces, soft vocal
delivery, visual stillness, low-intensity listening, and the list
goes on. Meditativeness thus comes to represent a transmedia
quality that traverses composition, interface, voice, image, and
listening practice. Affective-regulatory silence was particu-
larly prominent in ASMR content as well meditation-oriented
digital material. This finding is additional evidence of Smith
and Snider’s [[14]] analysis of ASMR as a category of affec-
tive and digitally mediated intimacy. The corpus showed that
whispering, pauses and a gentle sound slow rhythm produce a
feeling of intimacy, particularly when someone does not come
in direct proximity to another human being. But this closeness
is not unplanned or entirely personal. It is technologically
organized through platform formats, repeatable video genres,
headphone listening and tailored modes of access.

Such a comparison also helps steer clear of an overly
optimistic reading of digital silence. For example, in their
study, Thomas and Manalil [27] found digital silence to be
associated with invisibility, exclusion, and psychological pres-
sure. This study does not disprove that view; rather, it clarifies
that silence has different meanings in the contexts where it
appears. It could be then enforced and thus injurious but also
voluntary, contemplative, memorial, intimate, or resistant.

The findings are also close to what Voegelin [28]] would
like to call sound and listening as politically and culturally
charged practices. The analysed artefacts show that silence
may express not only interiority but also collective refusal,
grief, memory, and resistance. Therefore, silence in the digital
age should not be treated as a stable acoustic state. Better
to understand it as a flexible cultural form that may emerge
through sound, pause, interface, comment, image, ritual ges-

ture, or bodily attention.

The study therefore shows that the unsaid has not vanished
in a culture saturated with technology. Rather, it has changed
the media through which it becomes perceptible. Silence now
operates across sacred, music-cultural, memorial, affective,
and creative digital practices. This makes it an important ob-
ject for further research in musicology, media studies, sound
studies, and digital religion.

VI. Conclusions

The study found that silence in the digital age should not be
understood as the passive absence of speech or sound, but
rather as an active media-cultural form, through which the un-
said becomes perceptible. The qualitative empirical analysis
of 60 publicly accessible digital artefacts, selected from an ini-
tial pool of 94 items, made it possible to identify how silence
operates in sacred, music-cultural, memorial, affective, and
creative-media contexts. Meaning was gained when silence
was organized through pause, low-volume sound, restrained
speech, visual stillness, written speechlessness, slow rhythm,
or non-verbal presence.

The cultural functions of silence were differently articulated
across media contexts. In sacred and meditative music, silence
was the space for attention, concentration, and listening in-
ward toward the spirit. In digital sound-art and contemporary
music, it was a conceptual, and sometimes resistant, device
against the habits of expectation relating to sound and perfor-
mance. However, in mourning on and remembrance through
the Internet, silence turned into one more mode of speechless
memory, through which the articulation of grief received its
expression by short comments, symbolic gestures, pictures,
music, and practices of digital tributes. In ‘quiet’ digital media
practices such as meditation materials and ASMR videos, si-
lence was instrumental to affective regulation, bodily calming,
and mediated intimacy.

The study presents the main qualitative result of the five-
part typology of silence: contemplative silence, conceptual
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silence, collective-resistant silence, memorial silence, and
affective-regulatory silence. This typology demonstrates that
what is not said in digital culture does not disappear when
approached through technological mediation—rather, in its
wake, it gains new modalities of visibility, audibility, and
experiential presence. Digital platforms, archives, video chan-
nels, comment sections, and tribute interfaces are not only
the platforms that transmit silent artefacts, but they also
actively frame how silence may be perceived, framed, and
interpreted. The study is contextually relevant by its potential
of facilitating the analysis of digital music archives, online
memorial platforms, sound-art projects, meditation media,
and low-intensity audio-visual practices. Potential users range
from cultural researchers, musicologists, media theorists, and
scholars of digital religion interested in the study of non-
verbal, affective, and contemplative communicative forms.
There are some limitations the study has. The corpus is
purposive and non-random, so these results cannot be statis-
tically generalized. The analysis was all focused on publicly
accessible digital artifacts and did not involve interviews with
creators, performers, platform designers, or audiences. This
has opened up possibilities for future research such as ex-
panding the corpus, comparing different cultural and religious
traditions, and combining artefact analysis with audience re-
ception studies. That would help us understand how users are
emotionally, spiritually, and aesthetically experiencing silence
in digitally saturated environments.
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