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ol 608bogl goddnomynto Mgommds (VR)?
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»dbd3gmzg ssdnsbo bagddosbmdal 83s
oy 08 bogggérmBo? 83 3ombggol d936ds 33mgzetds
0 393b0g®ds 3936y @obps dobgbo. mgl obog
3bmoomO0s, my Gedgbsm §Rgdh G 3odmayg-
bgos g3oGphpsmndo Ggemmdol dgbadmgdmmdgsn
3Ms dbmmme ymzgmomon® bogddosbmdsdo, séro-
390 bedbg®mm s mo3EsE30L bobhgdgddag - bod-
bg®m dmbedbsbybggdol godogndo s gbogm-
mmaondo dmdBogdol 3rmegbgddo.
omgl dg9360 offghgds 0dol momdsdyg, Lok-
300mobs o 3Gmatgbol gotws, z06Mdhnomyco
(3og30) Ggommos G bogdmbgl 7ddbol ss-
30sbols 8és dbmmmo godogn®, 963y Rbmdm-
-9dm@Eoyt 3amdotgmdol. 8936 d33mgzetl gokm-
hPo@adh  Ggmomool g3gmedy Eoe boghobye
300hb0d 83d0sbgdl BmEol ok osdotn 3mInbo-

1 TURKLE, Alone, 2011.

35300b dmdmo, Moy dsmo gobodndo s bymogho
oG hmmdnl 30BgBo Bgodmgds gobogl. dggbogéms
3B&om, bobmdo, olghom boghpgdo dgme ssdo-
36l goggdpmo dghe bomgomol bedgsmgdom docm-
(hogs 3gndmos 0dmadendmb 3otMdnemyé bodye-
o, Gog b b na3dm o Pi3cm osdm®gdl
6gogmdsl. 3G HnomN®o Mgogmmdol 3hahoidmby-
30, 3o Mol Jgho hgtzang (Sherry Turkle) mogols
{0gbdo 8mbodbagl: ,hgdbmmmans 86 dbmmme
038 33mob, Mobog 39390gom, ob ggmol hggbl go-
Bomool“ (,Technology doesn’t just change what we
do; it changes who we are®).
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399wga, ©sbggbgool s gotrmmdobmgzol dmodat-
23mb6 306dmomy&o bomgemyg ©d doommb bosdmg-
Bgds gogmm gmédosgdo 8bbgdymo yzgms od
a3obotmmdo, Jnmpnegmo, d93gebgdomo oy Lbgs
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3mb3Gghne dm3nb@pdo, gebFymool o dmmbmg-
Bols Bgbodedobs. esbmmgdom olg, mamég bob-
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Bomyé 3hmopdhl 935 o 03 dmFymoommaool
(oomdndmgdo, dhgmgz0Bmeo, 3md3onhgbo
bbgo) badgomgdom. oo Fglbodmgdmmds gdbgdom
Lobaoob gombgmamo, 0dmadonémb dbmamo-
mb bgoobdogh Jzgysbedo, Bmgobs oy dmedo, osom-
39mogcmmb 838 o7 03 IPBypddo oMo 3mangd-
309, 5¢3mhbEbgb dsmmgals Lobytggmo mgspdols
3ogn6gdgmms atdsB3o ©d 0gdgeb NEdodmb 8dd
oy 08 Fodmagbol oy 3mbegddb o sby Bdwga.
0530000l 30Bogndo  oghogmdol  FgBmuwas,
Bmgoo, bgbhomBnm Bosbl oygbgol dols 20636~
2gmmddl, goblbognmMgdom dob Fmbol, gl nio-
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3rmdmgdgol, aobloggmégdom ddmol Bogéonsbo
©0009(H0b gobgomamgdol baggtrmbgol. 83l gdsggds
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03(h3039996, ™3 dsdosbo, GmIgmbog odal bm-
3073msb 0d300m0 3M3PbogoEos s dbmmme 3093-
rgan bLodystrmBo ,,dmdGmomdl®, Fgbodmme, Foofy-
©9b gbogdmmmaon® o gbogdogn® 3rmdmgdgobsg.
dogbgoogse 0dobs, ™3 gotMdhpomndo (30xcnmo)
badyatmb 3333960 393boghgdo 3nodogsm dbom
33m9390L  3300358mM0gb, azomtmbomgdgb dmlbs-
mmEbymo olggdolbs ©s bygsgogto gogmgbydols
0m088y, 960l 3o Jgbedmgdgmo mgl sedosbds
1060 mggol 03 ,3m3xnmbhEBg%, Gobsg gl Lodysthrm
3300308m0L? Poto mgaol dobmgols Fgmogedgdym
03 6gommddby, Hmdgmdog dgbedemms dmgmo bo-
gmEbmol 3obdogmmosda ggtobp®mmlb dmbgogl?
GMoymo 3ombged o 83 Jombzeldy ot sGlgdmdL
960 360d3bgmmazobo 3sbmbo. 2g6zg6Hmdom g30d3l
dbmmme go6miomumo Mgommos (VR) oo ob by

2 GIANNACHI, Virtual, 2004.
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Gmdmol dmadbdobrgdgmog ghm-ghomo  yzgmedy
3mFyzmeo sdmhbs goggérgmo Ggommool Jogh
gdmmoge8gdnmo  Jgbodmgdmmdgdols godmygbg-
b0l Fobody. gedtogme 20boho (Gabriella Giannachi)
Faob: ,306¢m0mm 60 Mgommdol mgedhto doyytg-
dgml badnomgosl odamggl sée dbmmme Nyndhml,
360dg dgobfozmmb, pémaoghmddgogds dmoboo-
Bmb o gogmgbs admboml gotdgemyé Fotdmogg-
Boly gothgdmBg® ("Virtual reality theatre enables the
audience not only to watch but to explore, interact
with and even influence the virtual performance
environment“).? @emgl 1339 VR $hgdbmenmaogdo 3g-
bodmgdmmdol sdamgal doyncrgdgmb hogbhommb, do-
30moma, Lobegbm Fomdmpagbodo bognmoto vgo-
Ho60b bodnomgdoom.
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®830030639moE, dd308bo Pdgemmo gbgdm-
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hogmb, gebmows 3Fgthaal ofatom hadbeb, gb-
F6g0ms Fgbogomy, ob bomgodtrml Fotdmwoag-
Bob. 867, ol gmgbmow gbgdms ogHmel, 86 Jgdl-
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RMHMO35M8(H0L, gmbmagmegol s 3gdwga 3o-
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Foogdgmo gogbotgdnmo bgmmgbgos, Gmdgmog
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5300089, o7 39gbodnd 530chby hofgbomo. 8by, 3o-
bmgomdol  dogndgdgmo  gmpbmem,  Ggomud
6OH™3o 396 bgoogos déhobhol Jogh goblbobogérg-
e 3dokl, 396 03 gotgdmb, boeg 0ode3wgdm-
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bdols hadFgéro o gowsdigdo (hggdbogol godmam-
Bgd0d, dgbedmgogmo gobsws dbdgbgmls dregomo
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dogéro Lobols dgbogomydro bofotrdmado, dmImger-
ol bsdmgn, oy obiobiol Fogombyma mgdbo.
03330635 (hgdbmmmgon®ds Loobmggods mgobgo-
6030© 39335 bgmmabgdols d0dv6o dm3bdotrgo-
ol EodmgzoEgdnmads, Gooash goshobs bgmmg-
Bgdols sbomo, 3obsdwy s6r06bgdnmo thRgdo.

Boody oxdg3manl (Hgdbnged wo Hdbmemzsd
Ggogmyé bmdo 36bgdnmo obgmo bobgmmgbgom
B0d7dgd0l @ F93mddgmgdomo 3rmEgbgool ogze-
botgdog 3o gobows dgbodmgdgmao, Gmgmdgdoges
LogmbEghH™ OE0sBdd0 dodEnbotry 3mbigérg-
b0 oy bamgogdm Foédmeagbgoo. ghmo bohyzom,
bgammsbgds ,oz30dbot s, ¢edsg dgbadmadgmo
3obos dobo dmdommosg - bgodoldogh éml, bg-
d0bdogh saomBdg dobo ,Fomgoe” o dmdbdotrgd-
mobmgol dobmgol bobptggm oommb ,a303mygbgds.

03 goggodommgdgmo Fgbdemgdmmogool dogbg-
©0350, Lobgmmgbgdm Bgdmddgmgdomn dhrm@yd-
ol dodstrm, bgooldogé Fgdmbgggedo, dmadbdotg-
dgemo ogm dbmem ©d333063509wm0. ol Pdnomme
36 0pgod 3hmEndhol dgddbol 3rmigldo dmbo-
Foamgmdsl s 36y 1339 d9ddbom 3hmoyddhdo dg-
99 gdnomme hormgs. dMos, 8dol bdzomo,
©839m0bb3dgdom, 6936 doygntgogml, 3b3gbgml o
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6™, IM3b3otrgogmmseb obgghedgool dGegsmo
bobol gm&dsl odotrmgl bgmmgebgods. dg360 -
Moo 930mbgdmes 330mbggmb, hmamé gogtdg-
mgonmoym dobo 838 oy 0d Hmdsbol bogzggho, Goom
obGnmadgmoym dobo modgbopndgmo gdodol
gbmzhgdy o dby dgdpga. Bmagogbhomo dbshzoto
ShdMmgds gdbdg®dgbiym bgeblgol, Lowog wo-

3 OLSON, MACDOWELL, Performing, 2023.

Momm, dbodztrmdom ©sobhymbgdgm dosdosbgdl
3mbdmdEs ghommdmogoe 8999dbom bedndggzeto,
bogmmotro Jpcobgdo dgghebsm 3monddol dgdd-
BoBo. mgo@™Bog ogm obgmo emadgdo, boog doy-
6gogmo Foerdmoagbols bomzghnto gobgomedgdols
»bsdmbofomyg bgdmes ©d gedizgnmo ombom
96m390mEs 3ogs Tom3moagbol dbgmgmmdsdo.
LogmbEgbhhm ©ocdB5d30g, 3bLLIYMGdom ga-
6go Fmogdgmo dmdgmedgmo Ibogol 3mbggt-
09089, Fgbogmbgdols moyzobolidggdmadl bdotsw
28wdlb  odagawbgb sbymoyabgb bEgbsdy o
dom 3g6r390mob ghmop Bggbtrnmagdosm baygotg-
o bodmgMgdo o IgmmEogdo. mamd g 3bgoozm,
bgammsbgds Gomog 9iHoddy o 3ot izgnmo ombom
gommd©s 3mdbdotgdmols Loggmeto dmboydg-
(ol Jgddbol 36rmegldo hotrmgsl. sdslb bbgswobbgs,
dom Bmbrol o zgghobgmmo 308obog 3dmbws, dog-
683, 530gdH0d, 9o308bgd0l, strebgmmzgebgdols got-
3399 30hgam®osl, goshbos bytgomo - godbos-
Moym 393mddgogdomo 3miglbols mebsdmboffomy.

XXI bog3pbad @o g3ty Fmwgdgmo gotdge-
mamo Ggommool (VR) 8943bsed gb gbodamgdammds
3oEomgdom dohhogo s LEpmasbmgobo gobswo.
306dhPomnG0 Mgommds sbogm Fgbtogl 8dystgdl
bobgammzbgdm Loghgdo. d936 LaggémBo 0go 1339
0d@d o dogmy momddol brpmoe goondagse bg-
mmgbgoolby o dob Imdb3otrgdgml meol sbogm
dgogdee. goghymo (FghHo) bomgomy, GmIgmag
by goém dobhogo ©d bymdobofzomdo bog-
0 bgdolidogho bmgosegmytdo bnsgmbolbs o dgdm-
bogamgdol dgmby s@sednsbobmgals, Hdmamgbo gdos
030bmgol, ™3 sdd08bgdds ,dgemfFomb* Jgdmd-
399000 3GmEgdhdo ©s 0yzbgb o6 ©sdzzot-
390900, 568dgE 3MmEgbol LErnmasbmgebo dm-
bofomggdo. Gmamby 06gbd mmbmbo o demmo
dogooggema (Brent Olson o Paula MacDowell)
0¢b0dboggb: ,0bGghodhont 8360330 gothobobgols
FTgommoom, odbftg snoohméool Fgatgdls dnd-
080 0350 gobebgb Fgdbergmadmgdo ©s 8dom
3o3mgbs dmobEobmb gotdmemyto mbéOhmdnl gob-
30006090089“ ("Through embodied participation
and interactive storytelling, audience members can
become performers in their own right, influencing
the unfolding of the virtual narrative).? 83 gdoom 03-
™m0 Bmgado Jgdddbgmbs s Imadbdotrgdgml dm-
Mob.

dmgmge dgzgbmm  gobdnomydo  Mgommdol
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bbgo. b7, s@odosbo gbmgthmol, dstrmsmos, 30o3-
6rgam, dogcod dobmgols Ggomyé bodystrmdo Ggo-
b0 39acdbgbgdom, gebgogdom ©s s¢mddgdoom.
bLFmége gl 930bsbgbgmos ol pbogempén gbod-
gOMmmdS, Mg 3060 goddobom bgmmabgdols
©o dobo Im3bdotrgdgml gbhmosh gogydrpam bbgy-
o 0d3oab-

gomdgomndo  Ggommdol  (VR)  goxérnmo
dmFymoommdgdol bedgemgdom s@sdosbl dgmd-
@os 86 dbmmmo NyYnGOmb, Gm3gmody mgophéo-
a6 Foordmoagbol, 9603y mogow gobogl b3gd-
Oo3mol dmgdgo gdoton. sobobml  deg383mdol
™3bgds, 3odmbgoml - Mol bodbogl dbsbomdol
bbgodEgaol bgmmgbgde. Lgdhosaal 3g3wga 3o,
®030@ 300mb sxtImmzgebgdnmo doyntrgdmol
3096 O3Mpmo Hddo o EOHIdL Lodgmeto ¢tho-
103300. odb, gl BrgomMddS, HM3gmog dedosbydl

00300 893936 Lobgammzbgdm bogé ol bofomo. VR
0adbmmmaogdo offzg3l o6 dbmmme 30Bmemue,
3603890 Lgbbmérym, gdmpon® ©s bgothmbam ¢g-
3gJ30g0b. sadosbo Gygomytoe gérdbmol bognme®
3L gogérym boghgdo, maméy Foedmoagbols
dmbsfomyg ©s 0dmgds Brgeto 893ddbgaml s dma-
bdorgdgml Gmcol. Gmamég 29t gdo dgomgblmbo
(Jeremy Bailenson) sgbodbogl: 306 ¢memato ég-
dMOs 86 vkl dgondo godmeoomyds. gb Ggo-
6o godmEpomgdss, Gmdgmog mJzgbl 30630
begds ©s mgzgbo (30bo sl dbg swodgedt® ("VR is
not a media experience. It’s an actual experience
that takes place in your brain, and your brain treats
it that way“).* & mdds 7bo, dbshzérgmo befec-
dmgool Jgddbol 296 303, bodl 37b383, 296 Jowas
bdodrgds Jgbodedobo bodol dJmby sodosbo, 3063
©ofgél Fgbogol, oobogogl, goosomgol, ob owo-
30dL 038 o7 03 Jgdmddggdnm ShmEdhHL. Modhma
296 30093? 0do¢m3, M3 860306 0gob VR - ol o
Al -0l (bgarmabato 0bhomaddo) g3mdedo, 33we3
0gbgds oy 86 sdhnomndo sddosbols mebpoym-
oo d93mddgogdomo bodo ©s, Grog Jmsz560s, 0d-
Bgds oy 96e 83 0706506030 3Bom” domgonm drm-
©99Hdg Imdbdotrgdgmols Ib&roEsb dmmbmgbo?! &o
0gbgds bgsm nEbmdos, dogted Lodgwboghme, g0-
30m, ™3 Ergb 296 3owga bogéms ob, 3063 8gd-
3bols, obog 0d0bmzgol, ™3 83 FggdbommBo Lbgo
»393009L“ s mego dob BoFomow gogtdbmb. opd-
39, 6 360l e ol hHmE, dmogbsg bgoobdogh
353000l ggdmgds dggdbsl dobmgol Lobyézgmo,
dm3dbodamgmo, dobo gdmEool, obhamadhol, gsbg-
ol s 3gdmgbgoal Bgboggdobio Lobgmmmgbgom bo-
3730, bosg mog0 046909, ogemomsE, MmiHgmm,
ob 30dmyho, ©g8gdmbs oy Mma3gmoo...

boobhgerglbms, 3o0bg Go dotomawo Lyghomm ©s
3063obbgoggdgma bodbgdo oggl HMewogogmo o
306 hnoe&o Ggoammdol (VR) bgmmgbgdsl:

3ob63slbgoggdgmo

HMoogonmo bymmgbgde:

VR bgmm3gbgdo:

03hmGob (bgmmzgobols) pdotengbmds

3m3b3otrgogmols mobsdmbofomagmds

5308037600 9OLgdNmo 3ot gdm

0bhg&OgHonOHMOS

13oemm dgbgode

0396bonmo godmEogmgds

4 BAILENSQON, EXperience, 2018.
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306dhgomyéo Mgommds (VR) 133y o6 Focrdm-
0039bl dbmmme Hgdbmmmanné gdbdgedgbnb.
ol 00bEsmob odgd ®obedgtmgg bgmmzbadols
obsgn 3gondo, Gooaseb 0dghbommo @Hgdbmmm-
30900l gobgomotgds Jmol Brgedl dgdddbgmbs
© 3m3b3strgdgml Jmtol o vsedosbo smed séols
dbmmme 333063900l Hmedo. dob dgndmos
0350 gobogl 93mddgogdoma 3rmigbol oghonto

dmbsFoamg. gb ggmmommgds dgdmgdgogdomo 3thmEg-
bobsdo HEvEogogm doamdgol 9839398 oygbgol
©0 33030 EYOPMOL OZGoIORID S3HOMMONb,
33mbhognemdoly s gbmghogndo Bgathdbgdgdols
d0domm 8gdody 96sbgdnm dgbgonmgogddy.
»3033ONMO MOMd0bm3aL 3ob i nomyto gotgdm
b3oboe Ggommdedy dghoe 0f393L gdmeon® u3n-
303806 s glmgnogn® bosdmzgbydol. dobmgol, 8-
bodanmy, 3o7agde®o ogmb, dogsmomo, mgmbot-
©m & 30bhols ,dmBy EBol® 3dg9b0gcrgds, Growasb
ol o6 gooBots 0d gdmdedo, bowsg 3ggmdg ho-
dm30gdnmo, moded hothmdo holidynmo Jgmgstg-
00, 5830065830 33396096900l gbomghosn® dgaéd-
B0l 0f39300. ol gooBats ge2ghgomeb géhmo,
Loog g3gmogghns, s3bmaghaher Yzgmsagho,
membo 30gdo. ,goxGgmo omdobmgol, gog-
Gnmo bgmmgbgde, HmIgmog gobinomndo hge-
ammdol (VR) oo bgmmgbgéo obhgamgdnol (Al) Fye-
mmO0m, J00mob ghrmoE s domo dmbsfomgmdom

390436900, 8030l sbogn g3mEngol s gobgwgdb.
hmamb 79b dmotosto (Jean Baudrillard) sgbod-
Bogl mogol bodermddo ,,bodnmoidgdo o Lodyme-
gogdo“ (Simulacra and Simulation), 3mb@dmogt-
Bpam Ggogmmdsdo Lodpmsgons bdobo obsggmmgol
9ommodL. ,LedPmOEod vt dtal Hghopmdoonl,
695960 gbgogmo 3Mbgool, ob bydbhebgool Lody-
mons. gl oéol dmegmgdom Fgddbogma Grgomm-
b0l ggbgtotrngds Foerdmdmdols s hgemmdol go-
6gdg“ ("Simulation is no longer that of a territory, a
referential being or a substance. It is the generation
by models of a real without origin or reality“).®

dm3agom bgmmgabydl, ob Lebgmmgbgdm ob-
bhodmhgol, 3hmaggbombsm bgmmgebms smd¥é-
g mGadbobogogdl, dmgfgzm LErnmew oy o6,
BoFommotog 3o0bg, goomgemolbfobmb ot imomy-
60 Hgommdol bobgmmabgdm bogéhpgdo soedhego-
ols 36033bgmmds o gobwbgb 0dwgbo dmgbomg-
30 8 gamsbhogntgoo, Gm3 dgdmmb LFGsgsE ©o
»8b3odgztrgmoo 93y3bgb VR-ob 353mmaegdgdnm
obogn bobgammgbgdm Fabitrogl. dhmaomyéo bobg-
mm3bgom Pbaggdlbohghadol bagmadol bndadha-
6080 1bEs onbghaml ol Igdoboddgda, LFsgmadals
3gmmEOmEmand, Gog byl JgaFymol bgammzbadols
obgmo gogbrnmo 3hmoydhol Bgddbol, bowog bg-
d0bdogh dmdbdotrgogaml dggdemgos dob LGpdha-
6080 583(HdE0d, oby dob Bofomo Jagao.

g0bhmommydo  dgemmdol  (VR) gedmygbgdols
baghmgoo s dobo gogmgbs bgmmgbgdsedy 8ga30d-
oo 993ga0 bobom hodmgeysmadmo:

baggbrm VR-o0l godmygbgdoom 9%39ddo
®9ohHen 3oyt gdamols 03060l OEBLgmEIdgos -
3mbofFomgmds 0533306390050
-3mbosffomgdg

308m0améo bgammgbgos

360° ggbdmBogngodo,
306 hgdmYe0 3omghggdo

bgemdobofzomdmds, 0bighagaos

bgbbmEnmo 0dghlos

3obsmmgod VR-bod7pmogngdo bgemmabgdol | sbomm gsdmgoomgdsdy
36 gd0l bFegmgdol 3thmegbdo | sggndbydpmo bFsgmgds
Ipboge VR-3mbggéphgdo, spoom- 0o m gdmEon®o oG omymmds

5 BAUDRILLARD, Simulacra, 1981.
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bgammabato 0bhgmaddol s gobimommgdo Gg-  dbmmme Hgdbmmmaogéo bymbofym, ol bgmma-
mmool 3g6Fyds 0388 B0gzeb0dbgdl, ernd dgdddbg-  bgdol sbemo dgwondos, GmIgmog 21-g Laggnbol

o

Jgbodmgdgmos gobegl bgammsbato obhgmad-  bgmmgbgdol bodndgool 8gddbol, scgdobs s dobdo

0o (Al), boxgmem 3gdbergamgdgmo - dmdbdotrgomols  dmbsfFomgmdol 3GrmEgll mogoob goblodmagmegl.
306 H o6 Ggommdsdo (VR) ggbghotgdnmo sgo-
HOM0. dbg ™3, 30MOHPYITNO0 HOTMOS SO 360l
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What is virtual reality (VR)? How extensively is it used by modern humans across various fields of activity? Many
researchers see virtual reality as a threat to direct human communication, potentially leading to both physical and
spiritual loneliness. Nevertheless, is it possible today for someone to give up the “comforts” this digital world offers?
The focus of our research is the impact of virtual reality (VR) on the artistic space. In the traditional structure of the
art world, one (the artist) creates and the other consumes in this relationship, the consumer is merely an observer.
However, art has, at various points, sought to involve the user in the creative process. The twenty-first century, with
the advent of virtual reality, has made this participation more accessible and immersive. Virtual reality is reshaping
the artistic landscape.

Digital (meta) glasses offer the shortest route for users to immerse themselves in a creative product not as passive
observers but as active participants. Through VR devices, a person can not only watch or attend a theater performance
but also become its protagonist. The boundary between creator and consumer is beginning to blur.

Future artists and art institutions will need to become more adaptable and resilient to keep pace with the evolving
artistic order brought about by VR.

For the emerging “digital generation,” the digital world often feels more tangible than the physical one, and the
aesthetic enjoyment they derive from digitally created works can be even greater. Virtual reality is not just a tool it

hat is virtual reality (VR)? How intensively

is it used by modern humans across dif-

ferent areas of life? These questions have
been addressed countless times by researchers and
scientists. Today, it’s also well known how effec-
tively VR is used not only in daily life, but also in
military and defense systems for both physical and
psychological training of personnel.

Much has been written about the dangers posed
by virtual (digital) reality not just to people’s physi-
cal health but also to their psycho-emotional well-
being despite its clear benefits and technological
advancements.

Many researchers believe that the greatest
threat of virtual reality is the disruption of direct
human communication, potentially leading to physi-

is a new medium that’s transforming how art is created, experienced, and understood in the 21st century.

cal and emotional isolation. According to scientists,
someone confined to their home can easily “trav-
el” to a virtual world via digital meta-glasses, fur-
ther detaching themselves from reality. Critics of
virtual reality, including Sherry Turkle, note in her
book: “Technology doesn’t just change what we do;
it changes who we are.”” Deep immersion in the
digital world often leads to reduced interpersonal
communication, increasing the risk of psychological
isolation.

Doctors, particularly psychotherapists and endo-
crinologists are concerned that people, especially
those who work or socialize online, may never leave
their closed environments. They may spend their
days in a stationary, sedentary position, receiving
everything they need via delivery services. After

1 Turkle, S. (2011). Alone Together: Why We Expect More from Technology and Less from Each Other. Basic Books.
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finishing their work, they might simply put on their
virtual glasses for relaxation or entertainment, ac-
cessing any cultural, educational, or leisure content
they want, tailored to their mood and preferences.

This mirrors how people currently watch or listen
to audio-visual content at home via radios, televi-
sions, computers, or smartphones. VR just expands
this capability. Users will be able to virtually trav-
el to any country, to the sea or mountains, explore
museum collections, or sit in the audience of their
favorite theater to watch a performance all without
leaving their homes.

Limiting physical activity has serious conse-
quences for health especially with regard to weight,
which in turn increases the risk of endocrine disor-
ders like diabetes. Psychologists and psychiatrists
add that a person with minimal social interaction
who “moves” only through the digital world may
also face serious mental health challenges.

Despite ongoing research and repeated warnings
from scientists, is it really possible for people today
to reject the comfort and convenience offered by
the digital world? Should we deny ourselves expe-
riences that we might never have in real life? These
are difficult questions with no single answer. What
we do know is that virtual reality is already an inte-
gral part of modern life and it’s only becoming more
deeply embedded.

This time, | would like to focus on one particularly
vulnerable area affected by this “invasion”: the ar-
tistic space. Its users have shown themselves to be
especially receptive to the opportunities offered by
digital reality. As Gabriella Giannachi writes: “Vir-
tual reality theatre enables the audience not only to
watch but to explore, interact with and even influ-
ence the virtual performance environment”?. Today,
VR technologies allow viewers to participate in per-
formances through their own avatars.

Art has always been made by people for people.
That has never changed. One of the main goals of an
artist is to deliver their creative product to an audi-
ence and bring them pleasure or emotional impact.
In this model, one person creates while another con-
sumes. The second person becomes the observer or
evaluator. A work of art affects them in some way
sometimes intensely, sometimes subtly. Think of
the tears we’ve shed over literary characters, or the

emotions stirred by a film’s ending. Or the applause
for a brilliant stage performance, music, or dance. Or
the enthusiasm we feel when sharing those experi-
ences with others.

Originally, people engaged with creative works in
direct, physical ways. They saw paintings in person,
read physical books, and attended live performanc-
gs. That meant real-time, live interaction with the
artist or performer.

But with the invention of the camera, the phono-
graph, and eventually the cinematograph, the con-
sumer became “separated” from the creator. Fixed
art emerged created at one point in time and then
captured, stored, and replayed. Viewers could no
longer experience live performances or original set-
tings in real time.

The development of sound recording and broad-
cast technology meant that people could hear music
or performance from thousands of kilometers away.
These innovations changed the consumer’s relation-
ship to art, giving rise to entirely new forms of cre-
ative expression.

Eventually, even real-time recordings of perfor-
mances concerts or plays became accessible via
tape, film, or digital formats. In other words, art be-
came mobile something people could take anywhere
and experience anytime.

Still, the consumer remained only an observer.
They didn’t directly participate in creating or influ-
encing the product. But many wanted to. Over time,
various artists invited this kind of interaction. Some
writers polled readers about plot directions or char-
acter outcomes. Others ran experimental projects
that allowed amateurs to add their own touches.
Theater groups staged performances where the au-
dience could interact with the story. At pop concerts,
fans were sometimes invited on stage to sing along.

As we can see, art has at different times and in
different ways attempted to involve its audience in
the creative process. This often served marketing
purposes, but it also reflected a real desire among
non-artists to become participants.

The 21 century and the emergence of virtual re-
ality (VR) have made that participation far easier
and more fulfilling. VR is establishing a new order in
the artistic space. In many areas, it has already be-
come and is quickly becoming the dominant medium

2 Giannachi, G. (2004). Virtual Theatres: An Introduction. Routledge.
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between art and its audience. Digital (meta) glasses
allow people to dive into a creative experience, not
as spectators but as collaborators. As Brent Olson
and Paula MacDowell write: “Through embodied
participation and interactive storytelling, audience
members can become performers in their own right,
influencing the unfolding of the virtual narrative.”®

Let’s briefly consider VR’s potential: it allows
people to create their own digital realities real or
imaginary and place themselves inside them. They
can upload digital files of cityscapes, museums, or
landscapes and insert their own avatars to explore
them endlessly.

Modern digital glasses are so advanced that sim-
ulated environments respond not just to sight but
also to other senses. They can even stimulate taste
and smell receptors, creating a deeply immersive
experience.

quires human talent—someone to write, compose,
paint, or direct. But will natural creative ability still
matter in the era of VR and Al? Will there even be a
demand for “organic” artistic products?

We do not know what tomorrow holds, but
thankfully, for now, we still need someone to create,
even if it’s just so someone else can step inside that
creation and feel part of it. But that day is coming
perhaps soon when anyone will be able to generate
their own deeply personal artistic experience. A per-
son will be able to play Othello or Hamlet, Desde-
mona or Ophelia all in their own custom-built digital
stage.

It is interesting to note what the main common
and distinguishing features are between traditional
and virtual reality (VR) art:

Traditional Art

Shared Features

VR Art

Primacy of the artist

Aesthetic experience

User participation

Physical environment

Emotional engagement

Interactivity

Direct contact with the

Artistic narrative

Immersive experience

artwork

The modern human brain functions like a digi-
tal archive, storing VR files into mental folders that
expand imagination. The result: people feel they’re
physically present in those virtual spaces, facing
real obstacles and experiences. In short, they live in
a digital world that feels emotionally and physical-
ly real. This unique experience transforms the rela-
tionship between artist and audience into a shared
digital existence.

Through VR devices, people can not only watch
performances, they can become the main character.
They can receive the applause and bask in the spot-
light. This is how VR makes people true participants
in the artistic space. It triggers not just visual reac-
tions but emotional, sensory, and neural responses.
As Jeremy Bailenson puts it: “VR is not a media ex-
perience. It’s an actual experience that takes place
in your brain, and your brain treats it that way.”*

Of course, for now, creating a work of art still re-

Virtual reality (VR) is no longer just a technolog-
ical experiment. It has evolved into a new artistic
medium. As immersive technologies develop, the
lines between creator and consumer are dissolving.
People are no longer just observers; they can active-
ly participate in the creative process. This evolution
challenges traditional notions of authorship, origi-
nality, and artistic perception.

For the digital generation, virtual environments
often evoke more emotional intensity than physical
reality. The beauty of The Mona Lisa by da Vinci, for
instance, may not resonate with someone raised on
digital screens and interactions. They grew up with
gadgets that contain everything digitally. For this
generation, art made with their own input via VR and
Al may produce new forms of emotion and meaning.

As Jean Baudrillard writes in Simulacra and Sim-
ulation: “Simulation is no longer that of a territory, a
referential being or a substance. It is the generation

3 Olson, B., & MacDowell, P. (2023). Performing with Me: Enhancing Audience—Performer Interaction in An Immersive

Virtual Play.

4 Bailenson, J. (2018). Experience on Demand: What Virtual Reality Is, How It Works, and What It Can Do. Norton.
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by models of a real without origin or reality.”®

Artists, institutions, and academies must now se-
riously confront the sweeping influence of VR in the
art world. They’ll need to become agile and open to
transformation, developing curricula and platforms
that allow users to co-create digital art. That means
building flexible education systems that prepare fu-
ture professionals for this new reality.

The areas of application of virtual reality (VR) and
its impact on art can be summarized as follows:

As artificial intelligence merges with virtual real-
ity, the “artist” may be an Al and the “performer” an
avatar inside a VR-generated world. Virtual reality is
not just a tool; it is a new medium that’s transform-
ing how art is created, experienced, and understood
in the 21st century.

Field With VR Effect

Theater Avatar participation by Transformation from observer
audience members to participant

Visual Art 360° exhibitions, virtual Accessibility, interaction
galleries

Education VR simulations in art Experience-based learning
education

Music VR concerts, audio-sensory Direct emotional involvement
immersion
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