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Abstract. The paper studies the functioning of modern theater in regard to the use of digital technologies. New digital technologies
affect the development of theater as an art form, with unique forms of performances, new theatrical specialties, specific technologies
of stage creativity, and theatrical work appearing. Currently, the technification of theatre stage design, a process of mutual influence
of science and art, goes along with the aestheticization of theatre equipment. The concept of the virtual and interactive theatre was also
clarified due to the influence of digital culture. In this context, introduction of new technologies in theatre is associated with the chang-
es in the stage design imagery linked to the change in worldview, with the development of socio-aesthetic features of the clash of differ-
ent eras, the enhancement of the theatre technical equipment, which contributes to the emergence of new genre precedents in theatre.
At the same time, digital technologies in modern stage design made it possible to form a new culture of scenography, adding a diverse,
spatial composition, special effects, hyperrealism or expressionistic blur to the space of the stage. Digital culture and its new technol-
ogies contribute to the globalization of the perception of theatrical art, including online broadcasts of performances, where new tech-
nologies radically influence the dynamics of the artistic process and serve as a source of diversity in the existing forms of theatrical
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discourse and its artistic practice.

Keywords: multimedia expressiveness, digital technologies, virtual theatre, interactivity, stage space.

Introduction. Digital technologies used for the theatre
stage enrich the range of possibilities for a unique perfor-
mance. The study of the relations and interaction of the artistic
task and its practical implementation in the space of the the-
atre stage, the definition of the role of digital technologies,
and their use in the modern production process comprise
the relevance of the article.

Literature review. The possibilities of multime-
dia technologies and their use in modern theatre are ex-
plored in the works of K. Winslow, R. Brinkmann, S. Dixon,
M. Fleischman, U. Reinhard, and N. Rewa. The adoption
of creative technologies in the production of the play gen-
erally affects the development of the theatre as an art form.

The aim of this research paper is to determine the role
and place of the new technologies in the development of mod-
ern theatre stage design.

Results and Discussion. In contemporary theatre,
which is synthetic in nature, the process of producing the per-
formance actively involves technologies related to the use
of digital means that have gradually entered the sphere of the-
atre from cinema, television, and other multimedia prod-
ucts. At the same time, scenography actively uses the types
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of technologies suitable for solving artistic tasks. Digital
technologies on stage begin to dictate their own terms
to the playwright, director, and stage designer, thereby mod-
ifying the theatre itself as a type of creative activity.

Thus, digital technologies are understood as a set
of technological innovations of interactive software, which
significantly expands the space of the theatre stage in its im-
manent genre-specific context. As a result of the influence
of the digital multimedia content, of graphic, audiovisual
(sound) and visual information on the recipient, the emo-
tional and cognitive aspects of perception are activated.
In this context, digital technologies create a special form
of theatrical art, which combines classical theatrical prin-
ciples and innovative exyTssl in combination with modern
multimedia elements and produces a new way of artistic ex-
pression and unique aesthetics (Astafieva, 2011, p. 129).

The use of computer graphics in the stage design
of a musical performance is by far the most common tech-
nique in theatre scenography. Today technologies are fully
focused on the creation of visual images, therefore their use
in the staging process is justified from the standpoint of uni-
versalization of a performance production: from an idea
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to a sketch or layout to stage design solutions. Lev Manovich,
a professor at the University of California, believes that pro-
duction directors who actively use space-modeling software
could be identified in two ways—as the creators of “media
art” and as the artists-programmers or adepts of software art
(Manovich, 2001).

As a media creator, the director-producer of a musical
performance adapts digital multimedia technologies for art,
using the media products as a starting point for the creation
of the deeply symbolic content of the stage, which is a space
for the interaction of actors. For this, he creates a polyse-
mantic space of sorts from the digital fragments of the life
of the characters—photos, video collages, newspaper publi-
cations, etc. With this kind of digital footprint of the charac-
ter’s existence, the director turns this mix into an interactive
space where actors exist. The digital multifacetedness of this
space breaks and reinterprets seemingly established visions
of the drama concept. At the same time, creating a complete
aesthetic system of the performance is an important require-
ment in the application of digital multimedia technologies
in the production of the performance.

Digital technologies are just a resource to ensure the in-
teraction between actors and the audience. Their aim is to cre-
ate a unique atmosphere of conversation with the audience.
This content of digital expressiveness should not dominate
or present itself meaninglessly and without relation to the real
idea of the performance. Multimedia technologies, which
to some extent modify the visuals, music, sounds, light, cos-
tumes, pace and rhythm, and the principles of mise-en-scéne
of the performance, must coexist in the space of the director’s
concept organically and be a subject of an in-depth reinter-
pretation of the performance’s primary source (Shekhter,
2008, p. 37-38). In general, digital solutions “...resemble
the abstractness of a theatrical composition
tic context is based on lines and geometric shapes, including

... their artis-

the drama of light and space. It is as if the director is painting
with a computer, using ready-made samples, and the space
of possibilities of computer technologies” (Shekhter, 2005,
p- 38). At the same time, the implementation of artistic
ideas in theatrical production is limited by the architecture
and stage equipment. Each time, the director and the stage
designer start their work on a new project inside the “same
old” stage space, and this fact makes it significantly difficult
to achieve the exceptional novelty in the spatial and compo-
sitional solutions of the performance.

In the field of digital technologies, a large number
of three-dimensional software programs, which allow build-
ing a three-dimensional structure in an imaginary space,
are produced and improved every day. With this software,
two-dimensional parameters of paper sketches may be con-
verted into a three-dimensional structure in a matter of sec-
onds. Such 3D models may well replace most of the main
functions of the traditional 2D models, as they can be rotat-
ed in all directions of the virtual space. Every single element
of the design can be moved, colored, texturized, or scaled.
The lighting can be simulated using compatible software,
such as Electric Image or Wysiwyg, a software that allows
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more deliberate work with light, creating the illusion of per-
spective in color and texture. Ultimately, such an approach
sets new horizons of the stage space, which can be described
as a “virtual theater” These experiments actively seek to fit
in as an independent genre of digital stage design.

As a result of their versatility, computer technologies
used in the design and construction of scenography, can as-
sist in creating the integrity of the stage space. They contain
a number of features necessary for the production of an im-
age, construction and creative interpretation of stage de-
sign: mobility, integrity, ability to create a three-dimensional
structure, and variability. Using new technologies, a direc-
tor creates a new virtual environment to improve the pro-
cess of theatrical action. Digital space modelling is especial-
ly important for concepts dominated by a dynamic visual
sequence of events. At the same time, digital stage design
makes it possible to significantly reduce the costs of produc-
ing the artistic space of the stage in real-time.

Designing the material world of the performance
in the virtual space, a director creates a metaphor, both
in the scenery and in costumes, assisting the actors in their
quest for the expressiveness of the character and action,
designing costumes in the style of a certain era, according
to the genre of the original idea. The interrelations between
creative tasks and technical possibilities in stage design are
currently very relevant to the musical theatre. It is known that
Wolfgang Amadeus Mozart believed that the most important
thing in opera is music. However, many modern directors are
forced to abandon full-fledged stage design in musical pro-
ductions because of their high cost and stop short at the con-
cert design of opera or ballet. In this case, the director faces
the task of creating a laconic scenography, which combines
the firm restrictions of the stage design and the requirement
for this design to comply with the style of the musical piece.
In this case, the director’s thinking is focused on creating
a light and color image of the work, inspired by the musi-
cal drama.

With the advent of technologies and their use in the mod-
ern production process, it is possible to create a stylistically
coherent image of the performance which is largely based
on hyper-technologies of illustrative video installations. Thus,
stage design with the use of computer and media technolo-
gies is a relevant art form of performance. Computer design
for scenography allows adjusting the original artistic concept
and its implementation. With the virtual model, it is possible
to develop a detailed preliminary composition of the mise-
en-scene, the light score, and the sequence of installation
and dismantling of the scenery structures, which contributes
to the integrity of the implementation of the artistic concept
of the production. Synthesis of technologies in stage design
improve diversity of the staging process in terms of the meth-
ods of creating the art form of the performance; also, its tech-
nological spectacularity gains popularity among the audience.

Stage designers increasingly use “augmented reality”
to implement their creative ideas. Theatre is a source for its
various manifestations because it is on the stage where virtu-
al technologies arise as a whole: images, three-dimensional
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scenes, music, texts, and the performance of actors create
the effect of full immersion for the audience.

Virtual space as a factor of reality had a significant im-
pact on the development of modern art and the art market.
Today, this space is clearly structured, which brings to life
a completely new audience experience, and changes our ideas
about reality, the mind and the way the authors exist on stage.
The meaning of virtual reality is as follows: the recipients, sit-
ting in a chair, equipped with a sophisticated system of sen-
sors that connect them to a computer, can enter cyberspace
as “another self”, as their own electronic twin. The recipients
partially shape their space, image, and participate in art-game
situations, the initial settings of which are set by a computer
program. The recipients have the ability to reincarnate into
anyone—another person, a historical or mythological char-
acter, an animal, a fantastic creature, an alien, etc.—for an un-
limited number of times. However, such reincarnation has
one crucial condition: the constant preservation of the recip-
ient’s true self, and a distance between the real self and their
virtual avatar.

The use of “virtuality” by directors and stage designers
is reasoned by two factors: the quest for new theatrical forms
and the need to attract a “new” audience to the theatre, the au-
dience that should no longer be preoccupied with “How does
it happen?”, but with “That is the idea?” Conveying creative
thought to the audience through the synthesis of traditional
theatrical forms and new technologies is an important objec-
tive for modern theatre.

The trend for using interactivity as theatrical ac-
tion is one of the manifestations of digital culture in theat-
rical space. Unlike traditional theatre, where the audience
is passive almost all the time, in interactive theatre, the audi-
ence is active and involved in the same activity as the actor.
The reason why this theatrical form exists lies in the disap-
pearance of the boundary between the stage and the audi-
ence. The latter becomes a participant in the action and is not
separated from its dramatic action. In other words ... getting
rid of the barriers set once and by someone, both sides of this
dialogue—the viewer and the actor—empathize, contrib-
ute and create a new playing space” (Shcherbakova, 2015).
It should be noted that, in general, in modern theatre, there
is a trend for the interaction between artistic languages
and the intersection of their respective semantic fields.

In experimental art actions, the roles of the creator
and the audience are intertwined and the network meth-
ods of information transmission displace traditional spatial
and temporal ones. With new virtual technologies, the au-
dience is able to be a co-creator, who can influence the de-
velopment and modification of theatrical pieces, rather than
the observer. The inclusion of computer-generated special
effects and graphics into the fabric of traditional art forms
enables the development of the principle of interactivity
and promotes creative experiments and diversity of forms
of theatrical performance. The influence of new technol-
ogies results in the change of the performance’s structure
and in the great importance of visual images that transform
the stage into an independent fantasy world.
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The organization of the stage space is inextricably
linked with new technological advances in theatrical equip-
ment. The lighting and the use of various video projections
and screens in the performance are dominant tools and in-
struments of expression. In this context, it is worth mention-
ing an associative screen, which is built into the scenery
and is perceived as its main artistic element. This method
was used by Mary Kerr, a Canadian stage designer, in the pro-
duction of If We Are Women (Canada, 1994) (Rewa, 2004,
p. 163). According to Kerr, “the design basis of this produc-
tion was a combination of video images and stories of four
women about life, love, and gradual ageing.” She transformed
the living apartment into a kind of raft, on which the sexual
awakening of a young woman is combined with the life ex-
periences of three older women. The transition from real-
ity to memories was achieved with the help of video. After
along creative search, wall screens were designed for screen-
ing the video. The wooden structures, which create a distort-
ed perspective of the house, were covered with silk fabrics.
The active use of fabrics helped immersion into the trans-
parent world of women'’s experiences. Projections of chang-
ing images had a unique visual rhythm. In addition, at the cli-
max, a proscenium curtain appeared, which gently parodied
Sandro Botticelli’s Birth of Venus (Rewa, 2004, p. 164).

LED scoreboards, portable projection displays adapted
for small halls and concert venues, projection tension screens,
plasma panels, multifunctional light devices, LED matrices,
fog screens, interactive floors, interactive glass, and various
staging techniques are used in video projection. Technology
contributes to a deep rereading of the original author’s idea
into the present-day reality. Media practices and visual tools
that previously existed independently and did not claim any
artistic or unique aesthetic value, now strive to move from
the category of means that serve the art forms to the indepen-
dent subspecies or genre of contemporary theatre. In recent
years, as a result of their inclusion in traditional forms of art,
they have become the object of art historical analysis.

In the era of postmodern eclecticism and visual transfor-
mations, the director must know how to navigate in a diverse
modern aesthetic context. Academic experience, on the one
hand, helps to enrich the creative staging process with a con-
ceptual stage design according to the classical principle: “min-
imum means the—maximum expression,” but, on the other
hand, new technologies and methods of organizing the pro-
duction become an experimental practice of creating musi-
cal performances.

Musical theatre performance production requires a syn-
thetic form of scriptwriting and directors’ explication. A mod-
ern director should know the laws of editing and holistic
perception, as well as to be skilled in the most of modern
technical means of artistic expression, be aware of the prin-
ciples of computer modeling, have skills in using new means
oflighting and sound equipment, film and video projections.
Itis also necessary to be educated in arts, to find one’s unique
language, style and form of expression of personal ideas,
and to remember that creating a visual solution to the perfor-
mance is the main task of the stage design concept they create.
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Conclusions. As a result of the study, an attempt was
made to define the role of digital technologies in the space
of the theatre. In summary, a modern stage director needs
to learn new computer software so that his knowledge
and skills will be sufficient for digital creative solutions of pro-
duction. Currently, the technification of theatre stage design
and a process of mutual influence of science and art go along
with the aestheticization of theatre equipment. The given
analysis of the use of new technologies demonstrates innova-
tive processes in the field of application of new technologies
in the staging process.

The concept of virtual and interactive theatre has also
been clarified in respect to the influence of digital culture.
In this context, introduction of new technologies in theatre
is associated with the changes in the stage design imagery,
with the development of socio-aesthetic features of the clash
of different eras, and the enrichment of the technical equip-
ment of the theatre, which contributes to the creation
of new genre theatrical precedents. At the same time, digital
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technologies in modern stage design made it possible to form
anew culture of it adding a diverse, spatial composition, spe-
cial effects, hyperrealism or expressionistic blur to the space
of the stage.

In addition, digital editing of the performance score with
multimedia software, research for and sharing of the informa-
tion in Internet network are combined into one multi-com-
ponent activity of the director. The trends for the interaction
between artistic languages and the intersection of their se-
mantic fields were traced in modern theatrical art. New vir-
tual technologies (interactive theatre) allow the viewer to be-
come a co-creator, who is able to influence the development
and modification of a work of theatrical art.

Digital culture and its new technologies contribute
to the globalization of the perception of theatrical art, in-
cluding online broadcasts of performances, where new tech-
nologies radically influence the dynamics of the artistic pro-
cess and serve as a source of diversity in the existing forms
of theatrical discourse and artistic practice.
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Anoranis. AocaiAKeHO 0COOAUBOCTI YHKIFIOHYBAHHS CyJaCHOTO TeATPy, [IOB A3aHi 3 BUKOPHCTAHHAM [ poBuX TexHoAoriin. Hosi

KOMIT FOTePHi TEXHOAOTII BIIAUBAIOTH HA PO3BUTOK TEATPY SIK BUAY MICTELITBA: 3 IBASIFOTHCSL YHIKAABHI pOPMI CIIEKTAKAIB, HOBI TeaTpaAb-

Hi CITenjiaAbHOCTI, CITeliiuHi TEXHOAOTII II0CTAHOBOYHOI TBOPYOCTI i TeaTpaabHOi cripaBu. HuHi BiAGYBa€eThCS He AMIIe eCTeTH3ALiS

TeaTpPaAbHOI TEXHIKH, a I TEXHOAOTI3ALis XYAOXKHbOTO 03A00AEHHS IIPOCTOPY T€ATPAABHOI CIIEHH, IO € 3aTAABHUM IIPOLIECOM PO3BHTKY

B3aEMOBIIAMBY HAayKH i MUCTeITBA. TaKoX yTOYHEHO MOHATTS «BipPTYaAbHHII> Ta «iHTepaKTHBHHI TeaTp> Yepe3 BIAUB IPPOBOT KyAD-

TypH. Y 1IbOMy KOHTEKCTi BIIPOBAAYKEHHSI HOBUX TEXHOAOTIH y Tearpi B KOHTEKCTi iCTOPUIHOTO PO3BUTKY OB SI3aHO 3i 3MiHAMH CIjeHO-

rpaditHOI 06Pa3HOCTI KaPTUHH CBITY, PO3BUTKOM COLiAABHO-eCTEeTHYHHX OCOOANBOCTEN 3ITKHEHHSI Pi3HUX eI10X, 30aradyeHHsIM TeXHIIHOI

OCHAIIleHOCT] TeaTpy, 10 CIPHsIE CTBOPEHHIO HOBUX )KAHPOBUX TeaTPAAbHUX IperteaeHTiB. [Tpu nboMy 1iudpoBi TeXHOAOTII y cydacHii
creHOrpadii AO3BOAMAY CPOPMYBATH HOBY KYABTYPY CIIeHOTpadii, AOIOBHUBIIU ITPOCTIp CI}eHU BapiaTHBHOIO, TPOCTOPOBOI0 KOMITO3H-
Li€I0, CreljiaAbHUMHU eeKTaMH, FellpepeaAbHICTIO a60, HABIIAKH, eKCIIPECIOHICTCHKOI0 po3MuTicTIo. LIndpoBe MOACAIOBAHHS IAPTUTY U

CIIEKTAKAIO 3 BUKOPUCTAHHSIM MyABTHMeA A Iporpam, 36ip i nepepada nmpodeciiitoi idpopmarii B rao6asbHiil Mepexi [HTepHeT — yBech
et 1 POBHIT KOMIIAEKC Aif 06 €AHYIOTBCS B PI3HOXapaKTepHY, 6araTOKOMIIOHEHTHY ALSABHICTD peXKHCepa-IOCTAaHOBHIKA. Y CydacHiit

TeaTPaAbHiN TBOPYOCTi MPOCTEXEHO TEHAEHILIT B3aEMOAIT XyAOXKHIX-BUAOBHX MOB, IIepPeTHHY iXHIX CMUCAOBHX ITOAiB. HOBi BipTyasbHi

TexHOAOTii (iHTepaKTUBHUIL TeaTp) AO3BOASIIOTD TASIAAYEBi TePEeBTIAMTHCS 3i CTIOCTepiraya B CIIBTBOPIIS, 3AATHOTO BIIAUBATH HA PO3BH-

TOK i MOAMIKaLIi0 BATBOPY TeaTpaAbHOTro Mucrenrsa. Lludgposa kyabTypa, il HOBI TEXHOAOTIT CIIPUSIIOTH rA06aAisalyii CIpHiHSTTS Tea-

TPAaAbHOTO MHCTEIITBA, 30KpeMa 4epe3 OHAAMH-TPAHCASINI CIIEKTAKAIB B Mepexi IHTepHeT, Ae HOBI TEXHOAOTII, pAAMKAABHO BIIAMBAIOYH

Ha AMHAMIKy XyAOXXHbBOTO IPOIIECY, € AXXePEAOM Pi3HOMAHITTS iCHyBaHHS GOPM TEaTPAABHOTO AFICKYPCY, HOTO XyAOKHDOI IIPAKTHKH.

Katouosi cr08a: MyAbTHMEAiTHA BUPKAABHICTD, IIIPPOBi TEXHOAOTII, BipTyaAbHHI TeaTp, iHTePAKTUBHICTD, CLeHIYHHUI IPOCTIp.

Cmammas nadiiiuwaa do pedaxyii 9.08.2022





