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GENERATIVE PRACTICES IN CREATIVE INDUSTRIES:
THE PHYGITAL ASPECT OF ARTISTIC DESIGN

Summary: The concept of phygital (from the words
“physical” and "digital”), as the name implies, involves the
synthesis of physical and digital components. This concept
originated in the field of marketing; however, today it is
increasingly used in various fields of science, including
art history, and reflects a new trend in the world of art
and design when the boundaries between offline and
online environments are blurred. Earlier, the Internet was
used mainly as a tool for promotion and communication,
whereas in recent years the virtual and the real are
beginning to interact more closely. The transformation of
the virtual into the real and vice versa is becoming one of
the key areas of contemporary art; more and more works
exist “at the junction” of artistic expression and design
solutions. In this regard, researchers of modern culture and
art are faced with a number of questions about the nature
and aesthetic potential of phygital. The purpose of this
study was to analyse a number of representative projects
of creative industries created at the intersection of analog
and digital representation, to identify their specifics and
expressive possibilities, as well as to clarify the specifics of
image transformation during online-offline transgression.

The results of the study revealed that today a special
place in the field of phygital projects is occupied by works
made by designers and artists using generative models.
This is facilitated by the active development of machine
learning. In particular, we are talking about artificial

intelligence and its capabilities, which have recently
become the focus of attention of artists, designers,
and researchers of contemporary art. In 2019, the work
Neural Street Art appeared on the wall of a multi-storey
building in Yekaterinburg (Popova St., 9). With the help of
machine algorithms, a mosaic, created by an artist in the
4th century AD to decorate the Spanish villa La Olmeda,
was recreated. The image was applied to the building
by a robot printer developed by the STENOGRAFFIFA
creative team. The work of a “distributed author”, a meta-
author [6] according to P.Galanter (an unknown artist
of the Flavian era, the Yandex neural network, a robot-
printer, creative teams that made the corresponding
technologies and software), raises questions about
the connection between digital and physical and the
prospects of a generative human — machine creativity.
Increasingly, representatives of creative industries are
using neural networks to create works: for example, Scott
Eaton demonstrated sculptures created “in collaboration”
with Al at the Artist + Al: Figures and Forms exhibition,
in particular, the bronze Human Allocation of Space
(2019). At the same time, digital copies of their works
are often created for artists using NFT technologies.
For example, Filipino artist Bjorn Calleja, known for his
NFT projects, creates tiny sculptures of his animated
characters and then digitises them again as NFT tokens
(in .glb format for 3D models). More and more works
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of artists and designers created with the help of neural
networks (GAN — generative-adversarial neural network,
CAN — creative-adversarial neural network) acquire not
just a physical but a phygital embodiment. This is not
only about “twinning”, i.e. NFT twins of physical copies
of objects, but about hybrid works and installations that
exist simultaneously in digital and physical spaces.
Thus, we came to the conclusion about the special
role of artificial intelligence in modern phygital projects
in creative industries, as well as the importance of the

Introduction

The term "phygital”, which combines the English
words “physical” and “digital”, that is, physical and
digital parameters, was one of the first to be intro-
duced by marketer Chris Weil, CEO of Momentum
Worldwide. Currently, this concept is widely used in
various fields related to creative industries, as well as
in scientific discourse on contemporary art. Phygital
reflects a new trend in visual art and design when
the boundaries between offline and online environ-
ments are blurred, and real objects receive either
twins in the digital field, or a specific extension in
the virtual space. In this regard, a number of ques-
tions arise about the specifics of artistic strategies
in the phygital format and its expressive possibili-
ties. During the study, we will analyse a number of
tools used by artists and designers to create cur-
rent projects, and also, we will systematise the di-
rections for the development of the image system
at the junction of online and offline communication.

Generative Design: Algorithm Instead of a Muse

In the framework of this study, we will consider
generative art in conjunction with generative de-
sign, since, as in the beginning of the 20th century,
today these two areas are converging (and here it
is legitimate to recall, for example, UNOVIS artists,
the Affirmers of the New Art, who developed new

L. 1. STENOGRAFFIFA. Neural Street Art, 20179.
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development of virtual and augmented reality as a space
for the existence of works of this type. This study outlines
the advantages of the phygital format for the designer’s
work, as well as the expressive possibilities of online-offline
transition in the space of contemporary art, classifies art
spaces at the intersection of physical and digital, features
phygital as a means of communication relevant to today’s
visual culture.

Keywords: contemporary art, media art, phygital,
metaverse, augmented reality, virtual reality

forms of clothing, utensils, etc., seeking to trans-
form the subject-spatial environment of a person)
but already in the context of the digital age and the
situation of the post-Internet (integration of online
and offline practices). Even an Austrian media theo-
rist, Peter Weibel, in the middle of the 20th centu-
ry, argued that "nowadays all of art practice keeps
to the script of the media and the rules of the me-
dia... in art there is nothing more than media...
outside and beyond the media experience” [1]. The
integration of digital and material is changing so-
cial and cultural life, which is now largely mediat-
ed by algorithms.

As noted by M. Titova: “Currently, the use of ma-
chine learning to automate processes, reduce labour
costs and increase production efficiency in all are-
as, including in the field of generative design (GD),
is relevant” [4, 246]. Generative design is the pro-
cess of creating a design using algorithms and com-
puter programs that can generate different designs
based on given parameters and rules. This allows
you to create unique and innovative design solu-
tions that can be used in various fields such as ar-
chitecture, industrial design, fashion, etc. Today, the
capabilities of neural networks are actively used to
generate various design options. At the same time,
physical projects are created on the basis of the re-
ceived variants of digital images.

In 2019, the Al Chair project, presented as part
of the Design Week in Milan (Italy), caused a reso-
nance among artists and designers. Using the pos-
sibilities of artificial intelligence, designer Philippe
Starck, in partnership with Kartell and Autodesk, pro-
posed to the expert community an unusual design
of a chair, made from recycled materials. Comment-
ing on the project, Arthur Harsuvanakit of Autodesk
said, “We had to challenge the Generative Design
tool to find designs with relatively thin walls to meet
the requirements of a particular casting process.
To do this, it was necessary to develop new strat-
egies and adjust the algorithms of our program.

Ill. 2. An image generated by neural network on request: "Jeff Koons style metal chair"
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Generative design opens up endless possibilities
for manufacturing with fewer materials and more
respect for our planet.” [3] This is not the first chair
created by Al: for example, in 2006, Joris Laarman
demonstrated his project Bone Chair, which became
a reflection of the designer’s thoughts about a new
round of development of design tools [5]. The use
of Al tools allows to increase strength, reduce the
amount of consumable materials, optimise struc-
tural elements, etc.

At the same time, images generated by neural
networks can be used as a source of inspiration for
a designer or an artist. For example, in 2018, using
images generated by a neural network, designers
Philip Schmitt and Steffen Weiss created prototypes
of chairs based on them, which are more like art
projects (like the architectons of K. Malevich and his
own dishes) [2]. However, since 2018, technology
has advanced significantly, and owing to the capa-
bilities of such popular neural networks as DALL-E2,
Midjourney, DreamStudio, Stable Diffusion, Google
Parti, etc., an artist or a designer can fine-tune their
request to get the desired result and implement it
using 3D printing technology. Thus, in 2022, artist
Michael Hansmeyer demonstrated to the public the
Digital Grotesque project, associated with the idea
of finding new forms.

The CALA public platform is an Al-powered ser-
vice that helps designers bring their ideas to life.
The service uses DALL-E, a machine learning mod-
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Il 3. Iris van Herpen. Cellchemy Face Decoration, 2019

el from OpenAl. Fashion designers are increasingly
turning to algorithms to create clothing and acces-
sories. For example, Iris van Herpen, in collabora-
tion with the Delft University of Technology, based
on Grasshopper algorithms, created an unusual face
decoration Cellchemy (2019).

From this, two conclusions can be drawn. The
first is related to the trend towards the “democ-
ratisation” of art and design; access to the means
of art and design production is becoming open to
an ever wider audience, an increasing number of
actors are involved in this process (in connection
with which representatives of the creative class may
also see a threat to their profession). The second
conclusion is related to "customization”, i.e. an in-
dividual design solution, shaping and a variety of
author's approaches and ideas that can be imple-
mented "without regard” to the mass market. Sum-
ming up, it can be argued that in the coming years,
the field of generative art and design will go through
important transformational processes related both
to the trends that have been identified in this ar-
ticle, and, among other things, to the streamlining
of legislation regarding Al, in particular, copyright
for works that are used to train neural networks.

Hybrid Experience: Synthesis of Physical and
Digital

Many contemporary art projects emphasise that
we experience the world and act together with ma-
chines. An example is the installation iPot (2022) by

Il 4. RTFKT x Nike AR Genesis

a media artist ::vtol:: (Dmitry Morozov), dedicated to
the idea of an automated tea ceremony. His video
was transformed into an NFT token. Tradition and
innovation, robotic mechanisms and audience par-
ticipating in the techno-performance, physical and
digital, algorithm and spontaneity are "intertwined”
in this artistic statement.

Currently, the development and spread of the
phygital direction is gaining momentum as it pro-
vides the possibility of spatial “extensions” through
various types of screens (from smartphones to smart
glasses) and technologies, including virtual and aug-
mented reality technologies. Artists convey their po-
sition and values through visual images, creating new
"worlds” (“metaverses”) in their own unique style and
communicating with the audience using immersive
technologies, often building spaces simultaneously
in the digital and physical environment, acting as a
“driver” of the transformation of a person’s socio-
cultural life. As an example, we can cite the project
Untitled (2022) by Dmitry Shabalin and Alexander
Larikov, dedicated to masks and their digital cop-
ies, as well as the work of Kirill Reyv, Skull of Civi-
lization (2022), reflecting on possible scenarios for
the origin of life on Earth using 3D printing tech-
nologies, blockchain, glitch aesthetics.

Today, more and more artists, designers and ar-
chitects are using elements of virtual space in their
work, mixing different technologies and materials.
These projects can be classified as follows:

— virtual galleries. In the context of the pan-
demic, many exhibitions and galleries have moved
online, significantly changing the approach to or-
ganising exhibition space and presenting works.
Art can now be seen from anywhere in the world
through a computer or a smartphone. At the same
time, working on an online gallery requires special
attention and innovative solutions from creators
to organise a unique space and atmosphere. Vir-
tual galleries bring art from different parts of the
world together, creating new spaces for viewers to
explore and interact.

- implementation of augmented reality ele-
ments. Augmented reality (AR) technologies have
served as a powerful catalyst for the development
of phyagital galleries and art. Users have the ability
to "overlay” digital images on physical objects and
spaces using their smartphones or specialised glass-
es, thereby blurring the line between the real and
virtual worlds. Exploring 3D models of famous works,
adding interactive elements, and conducting inter-
active tours open up a range of new possibilities for
communication and interaction between the viewer
and the work of art. In this regard, the experience
of Artlife Fest (held since 2018) is indicative — an
international interactive festival in which AR tech-
nologies are actively used to “revive” works of art.

— interactive installations combining analogue
and digital elements. Physical and virtual spaces
can also be combined at the level of real objects.
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Modern installations often use the phyagital princi-
ple as the basis for creating completely new sen-
sory experiences.

Conclusion

Creative industries have been actively “master-
ing” the concept of phygital since 2020 (and here
the COVID-19 pandemic played a key role). At Mi-
lan Fashion Week 2021, Hanifa took tailor-made
clothing to a virtual format: invisible fashion models
showcased new items in a fully digital environment.
In 2022, Samsung held a presentation on sustaina-
bility in a store in New York and in the Decentran-
land metaverse at the same time. Also, the practice
of acquiring NFT digital twins of clothes, shoes and
accessories is becoming more and more widespread.
It is not necessary to be limited to the function of a
twin; an interaction can be carried out between an
NFT token and a physical object using special chips.

For example, in 2021, Nike acquired RTFKT Studi-
os, which specialises in digital clothing. In 2022, the
RTFKT x Nike AR Genesis AR Hoodie appeared (it can
be worn by both the user and their Clone X avatar);
in augmented reality, you can see mechanical wings.

The Phygitalism international studio works with VR,
AR media and creates projects for the metaverse
using machine learning algorithms.

The study revealed the advantages of phygital
projects: the democratisation of image production,
the inclusion of more users and creators in the field
of creative industries, saving time and resources dur-
ing design, overcoming geographical boundaries
and accelerating global creative processes.

In contemporary art and design, trends towards
the integration of various technologies, concepts and
practices, in particular, machine learning and "hy-
brid” figurative experience formats (as the bound-
aries between the digital and physical worlds are
blurred) are becoming more and more pronounced.
Nowadays an increasing number of people, both
representatives of the creative industries and am-
ateurs and non-professionals, are gaining access
to advanced Al tools. Probably, with the develop-
ment of metauniverses, more and more actors —
from big tech and creative industries to “ordinary”
users, will be included in their “"development” ow-
ing to generative technologies.
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[EHEPATVBHbIE NMPAKTUKW B KPEATVBHbIX
NHAYCTPUAX: «OUNAXNTAN»-ACMEKT
XYOOXECTBEHHOTO NMPOEKTUPOBAHWA

AHHomayusa: TloHsaTne «puaxutan» («phygital», ot
aHrn. «physical» n «digital»), kak ato cnegyet n3 camo-
ro HasBaHus, Npegnonaraet cMHTe3s GU3nYeckon n Lud-
POBOI COCTaBAAIOLLMX. DTO NMOHATUE BO3HUKIO B Chepe
MapKeTWHra, O4HaKo CeroAHs BCE yalle OHO MCMOJb3Y-
eTCA B CaMblX Pa3HbIx 061aCTAX HayYHOro 3HaHWA, BKHO-
Yas UCKYCCTBOBEAEHWE, 1 OTPaXkaeT HOBbIN TPEHZ B Mype
MCKYCCTBa W An3aliHa, Korja rpaHuLbl mexay obdnainH-
N OHNaWH-cpeAamu cTuparoTcs. Ecam paHee nHTepHet
MCNONb30BaCA MPEVNMYLLECTBEHHO KakK MHCTPYMEHT Npo-
ABVKEHWNA M KOMMYHUKALWKW, TO B MOCAEHNE rofbl BUP-
Tya/lbHOE 1 peasibHOEe HauyMHarT B3anMOAeNCcTBOBaTb
6osiee TecHO, NpeBpaLleHe BUPTyasbHOrO B peanbHoe
1 0bpaTHO CTaHOBUTCA OAHMM W3 KIOYEBbIX Hanpas/e-
HUA COBPEMEHHOTO MCKYCCTBA, BCE 6OJIbLUE MPOU3BEAEHNI
CyLLLeCTBYeT «Ha CTblKe» XYJ0XXeCTBEHHOro BblCKa3blBa-
HWS 1 An3aliHepcKoro pelueHus. W B cBA3un 3TuM nepeg
nccnefoBaTeNiMM COBPEMEHHON Ky/bTypbl U UCKYCCTBa
BCTaéT psj, BOMNPOCOB O NMPUPOAE N 3CTETUYECKOM MNO-
TeHUunane «puaxuntan». Lleabto HacTosALwero nccnespo-
BaHMA CTaN aHaAu3 paja penpeseHTaTMBHbIX NPOEKTOB
KpeaTUBHbIX MHAYCTPUIA, CO3ZaHHbIX Ha CTbIKe aHaioroBon
1 uMdpPOBOW perpeseHTaLMK, BbISBAEHWE UX cneLnduKku

1 Bblpa3nTesibHbIX BO3MOXHOCTEW, a TakKe NPOsICHEHUS
cneumoukmn TpaHchopMaLmm obpasa Npu oHNakH-odAalH
TpaHcrpeccuu.

Mo nToram nccaes0BaHuUsA BbINO BbISBJIEHO, YTO OCO-
60e MecTo B nosie «GUAXNTaN»-NPOEKTOB CErOAHSA 3aHu-
MatoT paboTbl, cAeNaHHbIe AU3aliHEPaMU U XYAOXKHUKaMU
C NpUBJIEYEHNEM TEHEPATUBHBIX MOAeNeln. TOMyY Cro-
COBCTBYET M akTMBHOE pa3BMTME MaLMHHOTO OByYeHMs.
B uacTHOCTW, peyb MAET 06 NCKYCCTBEHHOM WHTENNEK-
T€ 1 ero BO3MOXHOCTAX, KOTOPble CPaBHUTE/IbHO He-
[JaBHO OKa3anucb B GOKyce BHUMAHUA XYLOXHUKOB,
AV3aiiHepoB, a TakXe ncciegoBaTenell COBPEMEHHOTO
nckycctea. Tak, B 2019 rogy pabota «HelpoHHbIN cTpUT-
apT» NosABMIAaCh Ha CTEHE MHOTFO3TaXHOro 34aHuns (yn.
Monosa, 9) B EkaTtepunHbypre. C NOMOLLbI MaLUMHHbIX
aAropuMTMOoB 6blla BOCCO3/aHa MO3anKa, CO3jjaHHasn Xy-
AOXHUKOM B |V Beke H.3. 1 ykpallasLllasa UCNaHCKyto
Buany fla Onbmesa. Ha 3paHme n3obpaxeHne HaHéc
po6oT-NpuHTEp, pa3paboTaHHbIN TBOPUYECKON KOMaH-
fovi STENOGRAFFIFA. MpounsBegeHne «pacnpesenéHHoro
aBTopa», meTaasTopa [6] no IN.TanaHTepy (Hem3BecTHOro
XyAOXKHUKA 3MOXM AnHacTum PnaBres, HelMpoceTn AHAeK-
ca, poboTa-npuHTepa, TBOPYECKMX KOMaHJ, CO3AaBLLMNX
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COOTBETCTBYHOLLME TEXHONOTMM N NpOorpaMmMHoe obe-
CneYeHwue), NOAHNMAET BOMPOCHI O CBA3N MeXAY Lmnd-
pOBbIM 1 GU3NYECKMM U NEPCMEKTUBAX FeHEPaTUBHOIO
YenoBeKO-MalIMHHOro TBOpYecTBa. Bcé valle npeacra-
BUTENN KPEaTUBHbIX MHAYCTPUIA UCMONB3YIOT HepoceTn
419 co3aHusa npousBegeHuni: Tak, CKOTT VITaH feMOH-
cTpupoBan Ha BbicTaBKe «Artist + Al: figures and forms»
CKYJIbATYPbI, CO3AaHHble «B Koanabopauuun» ¢ N, B vact-
HocTW, 6poH30BYyt0 «<Human Allocation of Space» (2019).
Mpw 3TOM 3a4acTyo XYAOXKHWKM CO34at0T LMPpoBbIe KO-
nuu ceomx pabot, ucnonbsys NFT-texHonoruu. K npu-
Mepy, GUANNNUHCKUIA XyAOXHUK BbopH Kanbexa (Bjorn
Calleja), usBectHbIi cBonmun NFT-npoekTamu, co3gaér
KpoLUeYHble CKY/IbATYPbl CBOUX aHUMUPOBAHHbIX NEPCO-
HaeWn, a 3aTeM CHOBa NEPEBOAMT WX B LMdpoByto Gopmy,
B Buge NFT-TokeHoB (B popmate.glb — ana 3D-moze-
nen). Bcé bosblie NPpon3BeAeHNN XYAOXKHUKOB U AN-
3aliHepoB, CO3AaHHbIX C MoMOLLbto HelpoceTel (GAN
(reHepaTMBHO-cOCTA3aTeNbHas HellpoHHas ceTb), CAN
(KpeaTMBHO-cOCTA3aTeIbHas HeMPOHHas CeTb)), obpeTa-
€T He NPOCTO HU3MYeckoe, a «dUAXNTaN»-BOMNNOLLEHME.

BBepeHue

TepmuH «bugxmtan» («phygital»), o6beanHsto-
WM aHraninckme cnosa «physical» n «digital», To
ecTb pusnyeckme n umdpoBbie NnapameTpbl, O4HUM
13 NepBbIx BBEN B 06Mxo4 Mapketonor Kpuc Bain,
reHepanbHbIN anpekTtop Momentum Worldwide.
B HacTosLLee BpeMs 3TO MOHATVE LUMPOKO MCMOAb3Y-
€TCA B pa3nyHbIX 061acTAX, CBA3aHHbIX C KpeaTuBs-
HBIMW MHAYCTPUAMM, a TakXKe B Hay4YHOM AncKypce
O COBpPeMeHHOM uckyccTBe. DuapkmTan oTpaxaet
HOBbIV TPEHZA B BM3yaJlbHOM WUCKYCCTBE U AM3aliHe,
rae rpaHuubl Mexay oddnaiH- U OHNalH-cpesamMm
CTUpPatoTCH, a peasbHble 06beKTbl NoayYaroT AMbo
«BOMHUKOB» B LiMdpoBOM nose, inmbo cneundun-
yeckoe paclinpeHmne B BUPTyasbHOM NPOCTPaHCTBE.
B cBA3M € 3TVM BO3HWMKaeT psAj BOMPOCOB O Crneum-
buKe Xya0XKeCTBEHHbIX CTpaTernii B popmare «dug-
XWTan» 1 ero BblpasuTebHbIX BO3MOXHOCTAX. B xozae
nccnepoBaHna byaeT NpoaHann3nMpoBaH pag MHCTPY-
MEHTOB, UCMOJIb3YEeMbIX XYyAOXHWNKAMWN U An3aHe-
paMu ANA CO3AaHNA aKTyalbHbIX NMPOEKTOB, a Takxe
Mbl CUCTEMATU3NPYEM HanpaBAeHWA pa3BMTmA 0b-
pa3HOWM CUCTEMbI Ha CTblKe OHMaNH- N opdnaliH-
KOMMYHUKaLMW.

leHepaTMBHbIN AW3aiiH: aATOPUTM BMECTO My3bl

B pamkax HacTosiLLero nccaegoBaHma reHepa-
TUBHOE MUCKYCCTBO Mbl PacCCMOTPUM B CBA3KE C re-
HepaTMBHbIM A13aliHOM, NOCKOJIbKY, KaK U B Hauane
XX Beka, cerogHs ABa 3TUX HanpaBieHus cbamxa-
roTCA (M 34eCb NPaBOMEPHO BCMOMHUTb, K NpUMe-
py, XyaoxHukos YHOBWC, YTBepauteneii Hosoro
WckyccTBa, koTOpble pa3pabatbiBanv HOBble GOPMbI
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Peub NAET He TONIbKO O «TBUHHUHTe», T.e. NFT-aBoOI-
HUKax GU3NYECKUX KONUIN 0BBEKTOB, HO N O TMBPUAHBIX
NPOW3BEAEHMAX U MHCTANNALMSAX, CYLLECTBYOWUX OAHO-
BPEMEHHO B LMbpPOBOM 1 HM3NUYECKOM NPOCTPaAHCTBAX.

Takvm o6pa3om Mbl NPULLAN K BbiBOAY 06 0CO-
601 PONIN UCKYCCTBEHHOTO UHTEN/IEKTa B COBPEMEH-
HbIX «PUAXNTAN»-NPOEKTaX KPeaTUBHbIX MHAYCTPUN,
a TakXke O 3HaYeHWUN pa3BUTUA BUPTYasbHON U AOMNO-
HEHHOW peanbHOCTM Kak MPOCTPaHCTBa ObITOBaHUS NPO-
n3BeZeHWl Takoro Tuna. B HacToswem nccnegosaHmm
o603HaueHbl npenmyllectsa «pugxutan»-popmara
415 paboThbl An3aiiHepa, a TakxXe Bblpa3nTesibHble BO3-
MOXHOCTW OHMaNH-odNaliH Nepexoda B MPOCTPaHCTBe
COBPEMEHHOrO UCKYCCTBA, AaéTCs knaccudukaums xy-
AOXECTBEHHbIX MPOCTPAHCTB Ha CTbike GU3NYECKOro
M UMPPOBOro, 0OCOBEHHOCTU «PUANKMTAN» KaK CPea-
CTBa KOMMYHMKALWW, aKTyaJbHOrO A5 CErOAHsALHEN
BU3YyaNbHOWN KyNbTypbl.

Knrouesele cnosa: cospemeHHoe uckyccmeso, meduauc-
Kyccmeo, pudxumarn, memasceneHHas, donoIHeHHas pe-
a/1HOCMb, BUPMYAbHAA PeasbHOCMb

npeamMeToB OAeXAbl, yTBapy v Np., CTPEMACH TPaHC-
dopmMmpoBaTb NPeAMETHO-NPOCTPAHCTBEHHYIO Cpe-
Ay YenoBeka), OfHaKo y>Xe B KOHTeKCTe LndppoBoi
3MOXM 1 CUTyaLMn NOCTUHTEPHeTa (MHTerpaLum oH-
nanH- n oddnanH-npakTmK). EWwé aBcTpuinckmii me-
AunateopeTuk MeTtep Banbenb B cepeante XX Beka
yTBEPX/aA, UTO «BCe COBPEMEHHbIE XyJ0XeCTBEHHbIe
NPaKTUKW CNeayroT CLieHapyaM 1 3aKoHaM Meauna...
B MCKyCCTBe HoJbLe HET HUYero, MOMMMO Meauma...
3a npegenamun n BHe onbiTa megua»[1]. NHTerpa-
Lua LMPpPOBOro N MaTepnanbHOro MEeHAKT COLM-
aNbHYIO U KYy/JIbTYPHYIO XMW3Hb, KOTOpas Tenepb BO
MHOrOM OnocpeAyeTca aaropuTMamu.

Kak otmeuaeT M. A. TutoBa: «B HacToswee Bpe-
M$S akTya/bHO MCMOJ/b30BaHMEe MAWNHHOIO oby-
YeHMa ANA aBTOMaTM3aLMM NPOLLECCOB, CHUXKEHWS
TpyAo3aTpaT u yBeanyeHms 3ddbekTMBHOCT Npomn3-
BOZCTBa BO BCeX chepax, B TOM uncie B 061actu re-
HepaTuBHOrO am3aiiHa (GD)» [4, 246]. [eHepaTMBHbIN
AV3aliH — 3TO NPOLLeCC CO34aHuns An3aiHa C MOMO-
b0 arOPUTMOB M KOMMbIOTEPHbIX MPOrpaMm, Ko-
TOpble MOTYT reHepupoBaTb pa3/iyHble BapuaHTbI
An3aliHa Ha OCHOBeE 3aJaHHbIX MapamMeTpoB 1 Npa-
BW/. OTO NO3BOJAET CO3jaBaTb YHMNKaAbHbIE U UH-
HOBaLMOHHbIe AM3ailiHepCKMe peLleHuns, KoTopble
MOTYT 6bITb UCMOb30BaHbI B Pa3InyHbIX 061acTaxX,
TakuX KakK apXuTekTypa, MPOMbILLIEHHbIN An3aiiH,
mogda u T.4. CerogHa ANA reHepauun pasanydHbIX
BapWaHTOB JM3aliHa aKTUBHO MCMOJb3YOTCA BO3-
MO>HOCTU HEMPOHHbIX ceTel. [pn 3TOM Ha OCHoBe
NOJlyYeHHbIX BapUaHTOB LIMPPOBbLIX N306paxKeHn
co3gatoTca pusnyeckme NpoeKThl.

B 2019 roay pe3oHaHC B cpeje Xy0XHUKOB
N Au3anHepoB Bbi3Baa npoekT «Al Chair», npea-
CTaB/eHHbIM B paMkax «Design Week» B MunaHe
(Ntanuns). Ncnonb3ya BO3MOXHOCTN NCKYCCTBEHHOTO
WHTennekTa, gnsanHep duamnn Crapk, B NapTHEpP-
cTBe ¢ komnaHuamu Kartell n Autodesk, npeano-
WA Ha paccMOTPeHMe 3KCNEPTHOMY coobLecTBy
HeOoObbIUHYO KOHCTPYKLMIO CTy/1a, K TOMY Xe npo-
N3BEeAEHHYIO U3 BTOPUYHOTO Cbipbs. KOMMeHTUpY#
npoekt, ApTyp XapcysaHakut (Arthur Harsuvanakit),
npeactaBmtenb komnaHum Autodesk, otmeTuna:
«HaMm npuwnocb NocTaBUTb Nepes UHCTPYMEH-
ToM Generative Design 3agayy novcka KOHCTPYK-
LMW C OTHOCUTENBHO TOHKUMUW CTEHKaMW, YTObbI
COOTBETCTBOBaTb TpeboBaHUAM onpeaenéHHOro
cnocoba AanTba. [na atoro noHagobmnock pas-
paboTaTb HOBble CTpaTernn N CKOPPeKTUPOBaThb
aNropuUTMbl Haler nporpaMmsbl. FleHepaTUBHbIN
AV3alH OTKpbIBaeT 6eCckOHeYHble BO3MOXHO-
CTV AN NPOW3BOACTBA C MEHbLUMM KOJNYECTBOM
MaTepunasoB U bonee HepexHbIM OTHOLIEHUEM
K Hawen nnaHete» [3]. OTO He NepBbIA CTyA, CO3-
JaHHbIi nocpeacteom VIN: Tak, B 2006 roay Mopuc
JlaapmaH npogemMoHcTprpoBan cBoW NpoekT «Ko-
CTAHOWM cTyn» («Bone chair»), koTopbIN cTan oT-
paXKeHMEeM pa3MbllUNEHUA gU3aliHepa O HOBOM
BUTKE Pa3BUTUA MHCTPYMEHTOB MpoeKTMpoOBa-
HuA[5]. cnonb3oBaHue nHctpymeHTos NI nosso-
NAET yBeMYUNTb NMPOYHOCTb, YMEHbLUNTL KOMYECTBO
pacxoAyeMblx MaTepunanos, ONTMMU3NPOBAThb 3e-
MEHTbI KOHCTPYKLMK U Np.

Mpw 3TOM M306paxeHUs, reHepupyemMble Hel-
poceTaMU, MOTYT MCNONBb30BaTbCA Kak MCTOYHMK
BAOXHOBEHWUA ANA AM3ailHepa/XyfoXKHuKa. Tak,
B 2018 rogy, ncnonb3ysa n3obpaxkeHus, creHe-
pYpoOBaHHble HENPOCETLIO, An3anHepbl Puannn
WmuTtT n CreddeH Baiic Ha nx ocHoBe co3ga-
IV MPOTOTUNBI CTyNbEB, KOTOPblE CKOpee Hamno-
MWHaIT apT-NpoeKTbl (MOAOBHO apXMTEKTOHaM
K.ManeBuua u ero xe npegmetam nocyasl) [2]. Oa-
Hako ¢ 2018 roga TexXHONOrMK CyLLEeCTBEHHO NPOABU-
HyAncb Bnepes, n baarogaps BO3IMOXHOCTAM Takmx
nonynsapHbIx HerpoceTel, kak DALL-E2, Midjourney,
DreamStudio, Stable Diffusion, Google Parti n np.
XYBLOXKHUK/AM3aHEP MOXET TOHKO KannbposaTb
CBOM 3anpoc, YTOObI NONYUNTL TPEBYEMBIN pe3yb-
TaT— W peann3oBbIBaTb €ro C MOMOLLbH TEXHOIOTU
3D-npuHTMHra. Tak, XyfoxHuk Mankn XaHcmenep
B 2022 rogy npogemMoHCcTpupoBan nybanke npo-
eKkT «LlndpoBoli rpoteck», CBA3aHHbIN C naeen no-
NCcKa HOBbIX GOpPM.

ObuwepoctynHasa naatpopma CALA — cepBuc,
CO3/laHHbIN Ha OCHOBE NCKYCCTBEHHOIO UHTE/NEK-
Ta U NOMOraKLWnii An3aHepam peasn3oBaTh CBOM
naeun. Cepeuc ncnonbsyet DALL-E — mogens ma-
WINHHOTo oby4yeHus ot komnaHmm OpenAl. MogHble
AV3aliHepbl BCE yallle npuberaroT K aaropnutmMam
4NA CO3aHMA ofexXabl U akceccyapoB. Tak, Npuc
BaH XepneH B konnabopaumu ¢ Jendptckmm TexHo-
NOTUYECKUM YHUBEPCUTETOM Ha OCHOBE aaropuT-
moB Grasshopper co3gana HeobblUHOe yKpalleHne
ans nnua Cellchemy (2019).

OTcroga MOXHO caenatb ABa BbiBoja. [epBbli
CBA3aH C TEHAEHLMEN Ha «eMOKpPaTN3aLmMio» NCKYC-
CTBa W AM3aliHa, JOCTYN K CPeACTBaM apT- U AN3aliH-
Npoun3BOACTBa CTAHOBUTCA OTKPBIT 418 BCE bonee
LUIMPOKOW ayAMTOpUK, B 3TOM MpoLiecce yvacTyeTt
BCE BoblUee KONMYECTBO akTOPOB (B CBA3W C UeM
npeacTaBUTeIN KpeaTMBHOrNO Kaacca MoryT Bu-
AeTb M yrpo3y ana csoei npodpeccum). Bropoih —
C TeM, YTO MMeeT OTHOLLEHME K «KacToOMMU3aLmm»,
T.€. C UHAMBWAYaNbHbBIM AM3aNHEPCKUM peLleHneM,
¢ GOpMOTBOPUECTBOM M pa3HOOHPa3neM aBTOPCKMX
MOAXOZAOB U WAEW, KOTOPble MOTYT BbITb peann3osa-
Hbl «6e3 ornaakm» Ha macc-mapket. lNoasoas nTo-
T, MOXHO yTBepXAaTb, YTO chepa reHepaTUBHOrO
NCKyCCTBa/ AM3aliHa B bavxanwune rogbl byaeT ne-
pexuBaTb BaXKHble TpaHCHOPMaLMOHHbIE NpoLec-
Cbl, CBAA3aHHbIE KaK C TEMU TEHAEHLMAMM, KOTOpPbIE
6bl1M 0603HaUEHbI B paMKax HaCcTOsLLLEN CTaTby, Tak
1 B TOM YMCAe C yNopaj0uYnBaHNEM 3aKOHOAaTe b-
cTBa B OTHOWeHUN N, B 4aCTHOCTW, aBTOPCKOro
npaBa Ha NPOW3BeEeHWNs, KOTOPble NCMONb3YHOTCA
Ana obyyeHus HelpoceTen.

MM6puaHbIA ONbIT: CMHTE3 PpMU3NUYeCcKoro
n unédpposoro

Bo MHOrux npoektax COBpeMEHHOro MCKyCcCTBa
NOAYEPKMNBAETCSA, UTO Mbl MO3HAEM MUP U JENCTBY-
eM gMecme C MallMHamu. B kauecTBe npumepa
MO>HO MPUBECTN UHCTaANALMIO MeANaxXyLOoXKHM-
ka :vtol: (AMutpma Mopo3sosa) «iPot» (2022), no-
CBALWEHHYIO Naee aBTOMATU3MPOBaAHHOM YaliHOM
uepemMoHun. E€ Bugeosanucb 6b1a TpaHChopMu-
posaHa B NFT-TokeH. Tpagunuma n HoBauuu, pobo-
TU3NPOBAHHBIV MEXaHW3M W 3pUTENM, yYacTBYOLME
B TexHonepdpopmaHce, dunsnyeckoe n LMPpPoBoe,
aAropuUTM M CMOHTAHHOCTb «Mepenaenncb» B 3TOM
XYAOXXEeCTBEHHOM BbICKa3blBaHUW.

B HacTosLLee BpemMsa pa3BuTME M pacnpocTpaHe-
Hue phygital-HanpaBneHna HabupaeT akTUBHOCTb,
MOCKOJIbKY OHO MpPeAoCTaBAfeT BO3MOXHOCTb NPo-
CTPaHCTBEHHbIX «pacCLUMPEHUNn» Yepes pasinyHble
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BWZAbI 3KPaHOB (0T CMapPTOOHOB A0 «YMHbIX OYKOB»)
W TEXHOJIOTUIA, BKJIOYas TEXHONOTMW BUPTYasibHOM
N JOMNONHEHHOM peanbHOCTU. XYAOXHUKN vepes
BM3yasibHble 06pa3bl TPAHCANPYHOT CBOKO MO3MLMIO
N LEHHOCTW, CO3aBas HOBble «MUPbI» («MeTaBce-
JIeHHble») B CBOEM YHWUKAJIbHOM CTUAE U KOMMYHU-
LUUpYys CO 3pUTENSMU NPU NOMOLLN UMMEPCUBHbBIX
TEXHOOMMIA, 3a4acTyro BbICTPamnBas NPOCTPaHCTBa
OZHOBPEMEHHO B LMHPOBOM 1 PU3nyeckor cpeae,
BbICTYMasn «ApariBepoM» TpaHCchopMaLmMin coumno-
KynbTypHOro 6bITnA Yenoseka. B kauectBe npumepa
MO>XHO npueectn npoekT «Untitled» (2022) Amu-
Tpua WabannHa n AnekcaHgpa JlapvkoBa, nocea-
WEHHBIN MackaM ¥ Ux LMdpPoBbIM KOMUAM, a Takxke
paboty Kupunna PeliBa, pednekcmpytroLiero o Bos-
MOXHbIX CLLeHapUsIX 3apOXAEeHMS XN3HW Ha 3emne, —
«Skull of Civilization» (2022), ncnonb3ys TexHONOMMM
3D-npuHTUHra, 610KYenHa, 3CTETUKY TInUTYA.

CerogHs BCE 60blUe XyAOXHUKOB, AN3aliHe-
POB W apXMTEKTOPOB 3aZeNCTBYIOT B CBOUX pa-
60Tax 3neMeHTbl BUPTYaJbHOrO NPOCTPaAHCTBA,
CMellMBas pasinyHble TEXHONOMMN N MaTepuanbl.
OTN NPoeKTbl MOXHO Knaccuduuymposatb cneay-
roWwmMm obpasom:

— BupmyaneHsie 2anepeu. B ycnoBusx naHge-
MWW MHOTMe BbICTaBKWN U ranepeun nepebpannce
B OHJIaNH-MPOCTPaHCTBO, CYLLECTBEHHO MEHAA NOJA-
XOJ, K OpraHun3aumnm BbICTaBOYHOIO NPOCTPaHCTBa
W NpeacTaBAeHNo Npouv3BeseHnin. Nckyccteo Te-
nepb MOXHO YBUAETb C NtOBON TOUKM MUpa Ye-
pe3 KOMMbTEP MAN cMapTHOH, Npu 3ToM paboTa
Hag, OHNalNH-ranepeeli TpebyeT OT TROPLLOB 0COBOro
BHVMMaHWA 1 HOBAaTOPCKMX peLleHunii AN Co3jaHuna
YHMKa/IbHOrO MPOCTPaHCTBa LU aTMocdhepbl. Bupty-
aNbHble rasepeun NO3BoAKT 06BEANHUTL NPOU3-
BeAEHMNS NCKYCCTBA M3 Pa3/IMYHbIX YacTen CBeTa,
Co3/aBasi HOBble NPOCTPAHCTBA A/ UCCNe0BaHUS
N B3aMMOZAENCTBUS /15 3pUTeNen.

— WmnaemeHmayus 31emeHmMo8 0onoiHeHHoU
peasnbHocmu. TeXHONOrMK AOMONHEHHO/ayrMeH-
TUPOBAHHOW peanbHOCTM (AR) nocay>Kuam mouy-
HbIM KaTannM3aTopoM pa3BuUTUA QUaXUTaN-ranepen
" uckycctsa. MNosb3oBaTes I UMEOT BO3MOXHOCTb
C NOMOLLbHO CBOUX CMapTHOHOB MK CneLnann3npo-
BaHHbIX OUKOB «HaNOXMTb» LMPPOBbIE N306paxe-
HMA Ha dU3MUeckme 0bbEKTbI M NPOCTPAHCTBa, TEM
caMbIM CTUPas rPaHNLLy MeXay peasbHbIM U BUPTY-
anbHbIM MUpoMm. NiccnepoBanmne 3D-mozenein n3sect-
HbIX NPOU3BEAEHN, f0BaBAEHNE NHTEPAKTUBHbIX
3/1eMEeHTOB ¥ MPOBeAEHNE NHTEPAKTUBHbIX IKCKYP-
CUIN — BCE 3TO OTKPbIBAET PsiJ HOBbLIX BO3MOXHOCTEN
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A5 KOMMYHMKaLMW U B3aMMOZENCTBUS MeXAY 3pu-
TeseM 1 Npov3BeAeHNeM NCKyccTBa. B atom oTHO-
WweHumn nokasateneH onbiT Artlife Fest (nposoanTcs
¢ 2018 roga) — MeXAyHapOoAHOro UHTEPaKTUBHOrO
decTmBansa, B paMkax KOTOPOro akTUBHO UCMOAb-
3ytoTca AR-TEXHONI0TUK «OXUBAEHUA» NPON3Bese-
HWI UCKYCCTBA.

— WIHmepakmueHele UHcmManaayuu, 06veduHs-
rowyue aHanozosele U yugposele 3nemeHmel. dPusn-
yeckoe 1 BUPTyanbHOE NPOCTPaHCTBA MOTYT GbiTh
0b6BbeaMHEHbI M Ha ypOBHE peasibHbIXx 06bekToB. Co-
BPEMEHHbIE MHCTaNNALMM YacTO NCMOAb3YHOT NPUH-
umn phygital kak 0oCHOBY A1 CO34aHWNsA COBEPLUEHHO
HOBbIX CEHCOPHbIX OLLYLLEHUIA.

3aksitoueHmne

KpeaTtnBHble UHAYCTPUM aKTUBHO «OCBaMBaOT»
KoHUenuunto «duaxmtan» ¢ 2020 roga (v 3aecb Kto-
YeBYHO posib ceirpana naHgemuna COVID-19). Ha Mu-
NaHckon Hegene moabl— 2021 6peHa Hanifa nepeHéc
OTWINTYHO OAEXAY B BUPTYyaibHbI GopmMaT: HEBU-
AVMble MaHEKeHL ML bl AEMOHCTPUPOBaAN HOBUHKM
B NOJIHOCTbIO LmdpoBoin cpeae. B 2022 rogy Samsung
MPOBE&N Mpe3eHTaLMI0 Ha TEMY YCTORUYMBOTO Pa3BUTUS
O/IHOBpPeMeHHO B MarasuHe B Hbto-Mopke 1 B Me-
TaBceneHHol Decentranland. Takxe Bcé wmpe pac-
NpOCTpaHAeTca NpakTika nprnobdpeteHns LdpoBbIx
NFT-«aABONHUKOB» 0fexabl, 0OYBU 1 akceccyapos.
He o6s3aTenbHO orpaHnuMBaThCs GyHKLMEN ABOW-
Huka, mexxay NFT-TtokeHoM 1 dursnyecknm npesme-
TOM MOXET ObITb OCyLLECTB/IEHO B3aUMOAENCTBUE
C MOMOLLbIO CNeLManbHbIX YMMOB.

Tak, komnaHus Nike B 2021 rogy npunobpena
RTFKT Studios, cneuunanunsmpytowytoca Ha umdpo-
BOM ogexae. B 2022 roay nosisunacb AR-TonctoBka
c kantowoHoM RTFKT x Nike AR Genesis (eé mo-
>eT HOCWUTb Kak cam Nnosb3oBaTesb, Tak U ero aBa-
Tap Clone X); B #ONONHEHHOW peanbHOCTM MOXHO
YyBUAETb MeXaHu4eckme Kpblabs. MexayHapogHas
ctyamsa Phygitalism pabotaet ¢ meana VR, AR n cos-
[aéT NPoeKTbl AN MeTaBCeeHHbIX C MCMNOJb30Ba-
HMeM anropMTMOB MaLUMHHOIo 0byyeHus.

B xone nccnepoBaHma 6biiv BbISIBAEHbI Npen-
MyLLLeCTBa «bUAXKNTaN»-NPOEKTOB: JeMOoKpaTM3a-
Lms NPOn3BOACTBa 06pa3oB, BKIOUEHME BObLUEro
KO/NMYecTBa NnoJsib3oBaTesiei 1 TBOPLLOB B NoJsie Kpe-
aTUBHbIX UHAYCTPUIA, SKOHOMMUS BPEMEHU U pecyp-
COB B XOZ€ AM3alH-NPOeKTUPOBaHNA, NPeosoNeHNe
reorpaduyeckmx rpaHunL, 1 yckopeHwue rnobanbHbIx
TBOPYECKMX MPOLLECCOB.

B coBpeMeHHOM M1CKyCcCTBE U An3aliHe BCE spye
0603HayaoTCA TEHAEHUMN K UHTErpaLMm pasinyHbIx

TEXHONOTUM, KOHLENLMA 1N NPaKTUK, B YaCTHOCTMY,
MaLlWHHOro obyuyeHusa n GopmaToB «rMbpugHOro»
bunaxxmTan-onbitTa (MOCKObKY CTUPAKOTCA rpaHuLLbl
Mexay UndpoBbIM 1 usnyeckum mupamu). Joctyn
K nepesoBbIM MHCTPyMeHTaM N cerogHa nonyua-
eT BCE 6o/bluee KOANYECTBO NIHOAEN, KakK npeacTa-

BUTE/IEV KPeaTUBHbIX HAYCTPUIA, Tak U ntobutenen,
HenpodeccnoHanos. BeposTHO, ¢ pa3Butnem me-
TaBCeNeHHbIX BCE bonblue akTopoB — oOT big tech
1 KpeaTUBHbIX UHAYCTPUIA A0 «PAJOBLIX» NONb30Ba-
Tenei — 6narogaps reHepaTUBHbIM TEXHONOTMAM —
ByAyT BKAOYATLCSA B UX «OBYCTPONCTBO».
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