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VIRTUAL SYMBOLS OF THE INTERNET SPACE AND ITS IMPACT
ON THE DEVELOPMENT OF THE MODERN THEATER

The article is devoted to theoretical and applied interconnections of theatrical art and
the virtual reality of the Internet space. The sociological analysis of the interaction of the
theater and Internet technologies in the conditions of virtual reality, the study of interaction
in the subsystem «theater-virtual reality» allows us to conclude that further convergence of
the theater and virtual reality, the emergence of such a new artistic phenomenon in
contemporary art as «virtual theater».
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The theater, as a social phenomenon and a prevailing social institution, is
a synthetic art form. It combines directing, the creative idea of the scriptwriter,
acting performance, music, plastic, painting, scenery, artistic style, etc.

Today’s theater includes a wide range of technologies — from traditional theat-
rical to electronic, allowing theater to be perceived as a digital performance [2].

The modern theater reliably included electronic media that enriched the
scene with light effects, complicated the ability of the machine, which changes
the plastic scenes. There were video projections, computers were used. The
Internet, as a global network, could not but influence the development of the
theater, creating not only new opportunities for advertising, but also expanding
the feedback parameters of the viewer with the theater.

A modern theatrical performance includes elements of cinema and televi-
sion. It expands the influence of theatrical effect on human feelings and attracts
the viewer to the play space. It is the theatrical space that is also changing, going
beyond the traditional model and going outside: in the premises of abandoned
factories, in natural landscapes, at stations and city squares.

As the ideas of the future grow, theaters go to the viewer through the
Internet in any available way. There is a situation of active «patriotization», a
kind of culture of interaction based on the principle of participation or participa-
tion of the viewer in theatrical performance.

Thus, the development of a modern theater in terms of new technologies,
its presence in the Internet space characterizes this social institution as a unique
means of communication, which naturally aspires to the use of modern tech-
nologies that can expand its audience.

The process of transforming the theater, as a means of communicating
with the viewer, is ongoing. If the traditional theater included drama, theatrical
game, visual arts, music and plastic genres, today the entire stream of electronic
capabilities projects a theater platform to the global Internet world.
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The symbolism of the modern theater suggests that the relationship be-
tween the theater and the viewer is increasingly virtualized. In this case, the
theater saves its symbols to the fullest, completing it with contemporary images:
from urban to virtual symbolism of the Internet.

Let’s consider in more detail the technology of virtual reality as a phe-
nomenon of postmodern culture and the possibility of its interaction with theat-
rical art.

As P. Braslavskyi rightly observes, today virtual reality has already en-
tered the set of technical means of modern theater. There are several options for
using virtual reality in theatrical productions [1]:

1) the projection of scenes of virtual reality into a screen that becomes a
«second scene» and allows you to increase the «dimension of presentation» (it is
important to emphasize that the computer image can be coordinated with what is
happening on the main stage);

2) virtual scenery (such an approach can be justified not only aestheti-
cally, but also economically);

3) participation in a theatrical production along with live actors of virtual
heroes, avatars (avatars can be full-fledged actors, and not simply «decoration»
of the performance).

Various ways and variants of using virtual reality in contemporary theater
are illustrated by examples of many contemporary theatrical productions. Un-
doubtedly, the passivity of the viewer is the same factor with which the theater
fights most fiercely with the help of quite different tools, from which the Inter-
net is perhaps the most promising.

Inside the theater itself, there are changes that are aimed at «opening» the
sleeping soul of the viewer, turning it into a full-fledged player capable of par-
ticipating in the energy of the performance in any way acceptable to the con-
temporary theater. It can be argued that at present, the information technology of
the post-industrial society begins to appear in its virtual hypostasis.

This transformation in the information format of postmodern culture re-
quires, first and foremost, a detailed sociological reflection on the concept of
«virtual reality».

Taking into account the fact that modern society is informational, the spe-
cific worldview of which is postmodernism, it will be appropriate to analyze the
category of «virtuality», using the means of postmodern sociological theories.
The discovery of the essence of «virtual reality» is devoted to the theory of
simulators, which are actively being developed within the post-structuralism-
postmodern paradigm by such representatives as J. Bodriiiar and J. Delez.

Based on the theories of Bodriiiar and Delez, the simulacrum can be de-
fined as a sign that revives its own being, creates its reality, and, in fact, ceases
to be a sign in essence. In fact, the simulacrum itself is a body, but the body it is
virtual. That is, it is just as real as anybody that is the referent, only real it is vir-
tually.

24



Coyianvni mexnono2ii: akmyanvti npooiemu meopii ma npaxmuxu, 2017, eun. 76

That is why the simulacrum is not a sign, but he himself can be a referent
in relation to the sign-simulacrum of the next order representing it. The simula-
crum begins where the similarity ends. It is there that the virtual reality begins,
which is nothing more than the space of simulacrums [3; 6].

On this basis, virtuality is a phenomenon inherent in the very structure of
being, which embodies the ability of creative, generating activity. It is believed
that a person is first immersed in virtual reality and moves from one virtual state
to another. That is, the virtual reality is the resource environment that nurtured
and educated a person [4].

Thus, the world of the information society is transformed into a total
simulation, which, in fact, was spoken by Bodriiiar in his sociological research.

One way or another, but people have always sought to make the world
around, creating their own inner worlds, which are virtually virtual. Their virtu-
ality is determined by the «idols» of human consciousness, through which
knowledge, instead of reflecting reality, results from its simulation, that is, the
creation of a picture of the world that has little in common with the world it re-
flects. In this sense, the «modernist project» is nothing but the most global of
virtual projects that was carried out by a person before which any computer real-
ity dulls.

Concluding the consideration of the general theoretical aspects of virtual
reality, we turn to the concrete manifestations of this phenomenon in social life.
The changes that have taken place in society in connection with the introduction
into the postmodern era point to the fact that it are in their context that the distri-
bution of virtual reality technologies should be considered.

As you know, the postmodern culture is born at the junction of the decline
of modernist ideals and the rapid development of digital information technolo-
gies, which in the process of their perfection increasingly acquire a virtual char-
acter, starting to reflect, and sometimes simulate reality. Considering the influ-
ence of virtual reality on the life of society, our focus will be mainly on those
aspects that are, in one way or another, related to information and electronic
technologies, that is, the basis on which the tree of postmodern culture grows.

Also, we consider it necessary to warn that a real study will be based on the
position on the neutrality of any technology in relation to a person, including vir-
tual reality. That is, the question of the benefits or harm of this phenomenon will
be treated depending on how and to achieve which purposes it is used by man.

Consequently, even a brief overview of possible directions for the use of
virtually constructed reality, suggests that this phenomenon already has a rather
significant socio-cultural space in postmodern society, and that its role will con-
tinue to grow steadily in the future.

Based on the analysis conducted, one can make assumptions about further
convergence of the theater and virtual reality, the emergence of such a new artis-
tic phenomenon as a «virtual theater.» In our opinion, two trends determine the
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emergence of new forms of the theater existence: full interactivity and com-
pletely autonomous theatrical activities.

The contours of the virtual theater of the future can already be seen today
in specialized gaming virtual centers, where the personality of computer games
1s connected with the collective spirit of theatrical action.

That is why the theater and its contemporary content, the use of technolo-
gies of virtual reality are the subject of sociological research within the frame-
work of this part of the sociology of culture, which is the sociology of the theater.

Modern theaters are interested in introducing multimedia technologies on
their sites, not only to complicate the space of the scene, but also to create a
whole arsenal of means of connecting theater with other arts.

Today we are already studying the phenomenon of the modern theater as a
fact of its transformation from traditional theater to a full digital performance. It
is the denial of theatrical traditions that became the main principle of the thea-
ter’s development, just as in art it was a denial of the artistic process, and in mu-
sic it was a negation of the sound.

The modern theater is experiencing a period of important changes related
to the development of new communication technologies and the globalization of
the information space. As a kind of art, the theater is one of the most ancient and
complex. Many discussions around the theater are now associated with the de-
gree of its possible transformations through electronic technology.

In this regard, an important aspect of studying the phenomenon of modern
theater in the virtual space is the study of ways and areas of circulation of theat-
rical information on the Internet.

The most extreme points of view come from the fact that theatrical art is
capable of losing its uniqueness and parallelism under the influence of virtual-
ization and Internet technology of theatrical processes.

In fact, each new technological form reflects the needs of society in in-
formation. Each new technical invention used in theater life extends the circle of
viewers. The accumulation of theatrical material on the Internet allows us to get
a broad picture of the modern theater from traditional to experimental.

The main problem in obtaining information about the theatrical tendencies
is the network search system. A few years ago, theaters relied on traditional ad-
vertising and permanent viewers. Today, it became clear that without special
work to attract viewers through the Internet cannot do. This is important because
competition is growing and there is a need to «grow» its audience in the depths
of global networks.

Today, some theaters are developing a system of virtual view of perform-
ances on their sites. On the sites of many theaters, you can find not only reper-
toire information, but links to videos hosted on handy hosts such as YouTube.
An attempt to provide broad access to theatrical life through Internet broadcasts
allows the user to receive information through the Internet from a large number
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of cameras installed in the theater space and fix a performance that allows si-
multaneously showing the performance of the performance from various angles.

Some theaters complement their sites by virtual tours along the corridors
of their theaters, offer to see fragments of performances. Some sites have the
ability to watch performances online entirely. Also is created theatrical projects
with the ability to view the recordings of performances on the Internet. By pay-
ing a certain amount and receiving a special code, you can watch the perform-
ances without leaving home. For example, some theaters offer online play
views. Modern video plays usually do not use a very large number of video
cameras to capture a spectacle.

However, some theaters use broadcast in a three-camera mode with the
ability to choose the most convenient angle at one or another moment of the
play. An online streaming director who watches a multi-threaded broadcast on
his own screen can interactively select the streams that, in his opinion, represent
the best picture of the action. At the same time, the Internet viewer can choose a
particular projection from a multi-screen player to monitor the theatrical per-
formance. Exactly as a director who prepares a performance for a video, any
user can create it own version of the installation of the play.

The technology of the Internet Theater offers a multi-threaded broadcast
system, which provides attraction and interactivity for the viewer. The result that
can be created by the user on the stream of multimedia stream directly from the
theater space to it on the computer screen will be different from that created by
its colleague who is sitting at the computer in it apartment or office and observ-
ing that the same speech on the screen.

Unlike a professional director, the user can set a rather different task. The
user will be able to distract, temporarily leave the broadcast, go back and notice
interesting moments, fix them in a way that seems to him adequate.

In addition, the location of cameras in theater space cannot be limited to
only one theatrical production, and, for example, include at the same time sev-
eral sites in one theater, or even be complemented by points in the lobby or the
hallways of the theater. This may be important if the director intends to extend
the performance of the play to several sites where it will be held simultaneously,
and the logical connection in the play will be carried out with the help of various
means — a TV screen, a computer, a smartphone or other gadgets. At the same
time, all streams will be recorded, and in the future it will be possible to use ar-
chival materials for analysis and statement of creative tasks.

Modern Internet equipment allows you not only to view the performances
in cyberspace in a multichannel broadcast, but also think about the possibilities
for advanced users to create their own version of the show from their streams
with their accents and visual versions of action. Such projects are aimed at the
future, but many theaters are already concerned about preparing appropriate
platforms and specialists for them.

27



Coyianvni mexnono2ii: akmyanvti npooiemu meopii ma npaxmuxu, 2017, eun. 76

Thus, theaters orient the traditional space of the scene on those viewers
who are accustomed to «live» on the Internet. The theater, existing in the virtual
space, collects from the registered users the media content for performances and
places its product on the Internet. Before the beginning of the action, the audi-
ence contacts the heroes of the performance through the resources of the social
networks on which materials are stored. Heroes’ performances tell about their
experience of life in cyberspace, revealing the actual problems of modern life.

The interactive participation of the viewer in theatrical life is one of the
main ideas of the modern theatrical experiment. The Internet, with its advanced
means of collecting, storing and disseminating information, can be the tool that
will create opportunities for the viewer to more actively participate in theatrical
life, and perhaps even influence it.

Modern directors are working on the creation of theatrical projects, in
which it would be possible to connect fragments of online performances, played
on sites that are far from each other for many kilometers. For this purpose,
telematics connection technologies of several broadcasting of real theatrical ac-
tions are used. Such experiments are also popular in the musical environment for
the organization of virtual rehearsals of musicians from different countries,
which are thus preparing for joint concerts of live music.

The modern theater is increasingly trying to establish a dialogue with the
viewer. It is assisted by various blogs and forums that many theaters of the
world place on their sites. In connection with this, recently the term «virtual
theater» is increasingly used. Under it means different things. Wikipedia claims
that the virtual theater is a «gaming engine, created to facilitate the development
of computer games in the genre of graphic quest» [8].

In contemporary sociology of the theater more and more it is a question of
the form of contemporary theatrical art as an interactive theater. Today, the ac-
quaintance with all theatrical events is possible not only in the theater. With the
Internet, you can create a clear picture of what’s happening in the world of the-
atrical events.

The term «interactive theater» is often mentioned in connection with the
social adaptation of various categories of citizens (children, sick people, and the
elderly). The use of the same interactivity in the professional theater on the one
hand tends to the same goal — the involvement in theatrical life of a wide audi-
ence of people. On the other hand, it is an attempt to modernize due to the use of
various forms of fantasy of people in the virtual world.

The traditional theater, which is remains quite customary for some catego-
ries of citizens (for the older generation), is outdated for others (young people
who grew up in the technological boom). Young people are interested not only
to see the new one, but also to realize the extent of their possible participation in
the theatrical life on the same principle that there are social networks with their
unlimited freedom and equal participation of all those wishing.
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To this end, the theater must offer interesting technologies that allow you
not just to spend time, but, when involved in the game, to improve their skills,
for example, in creating their own versions of the show from a large stream of
options for its broadcasts on the Internet. Typically, such a job is performed by a
director who has technology and experience.

Thus, we can conclude that virtuality and interactivity act as new forms of
theatrical life.

Taking into account the active development of Internet communications
and technologies used by them, we can predict that the directions of their possi-
ble implementation in contemporary theatrical life are the emergence at the
junction of theater and media of advanced projects, creative laboratories that are
actively working within creative experiments.

The emergence of some advanced theatrical ideas into the Internet space
creates the opportunity to form new expressive means of theatrical performance.
Developing ideas in this way can not only stimulate the development of tech-
nologies for involving people from different parts of the world into general the-
atrical projects, but also become a creative environment for the formation of
new forms of the coexistence of theater, social networks and individual human
experience.
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OpJaoBa O. U. BupryajibHasi CMMBOJIMKA MHTEPHET-MPOCTPAHCTBA U €ro BJIHSA-
HHEe HA Pa3BUTHE COBPEMEHHOI'0 TeaTpa

Cmamws nocesujena meopemudeckum U NPUKIAOHbIM 83AUMOCEAZAM MeampaibHO20
UCKYCCEa U BUPMYATbHOU peanlbHOCmu unmeprem-npocmpancmed. Coyuonocuueckuti ana-
JIU3 83aUMOOeCmEUss meampa U UHMEPHEem-mexHoI02Ul 8 YCI08UAX BUPMYATIbHOU pealbHO-
cmiu, UCCIe008aHue UHMeEPAKyull 8 noocucmeme «meamp — GUPMYAIbHAS PEeATbHOCIbY NO-
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3607A10M coelams bl800 O OdlbHeliulell KOHBEeP2eHYUY meampa U UPMYAlbHOL PealbHOC-
Mu, 603HUKHOBEHUE MAKO20 HOB020 XYOO0HCECMBEHHO20 ABNEHUS 8 COBPEMEHHOM UCK)CCmEe,
KaK UpmyanbHbulll meamp.

Knioueesvie cnoea: meamp, unmeprHem-npocmpancmeo, CUMYIAKD, GUPMYATbHAs pea-
JILHOCMb, GUPMYATIbHBLLL Meamp, UHMEPaKmueHslii meamp.

Opaosa O. 1. BipryaabHa ciMB0JIIKa HHTEPHET-NIPOCTOPY TA il BIIMB HA PO3BH-
TOK CYy4aCHOI'0 TeaTpy

Cmammio npucesueHo meopemuyHum ma NPUKIAOHUM 83AEMO38 A3KAM MeampaibHO-
20 Mucmeymaea u 8ipmyaivbHoi peanbHocmi unmepruem-npocmopy. Coyiono2iynuil ananis 63a-
EMOOIT meampy ma iHmepHem-mexHo102il 8 YMOBAX GIPMYANbHOL peaibHOCMI, OOCTIONCEHHS
iHmepaxyii 6 niocucmemi «meamp — 8ipmyaibHa peairbHiCmb» 0alomb 3M02y 3p0OUMU UCHO-
80K NPO NOOANbULY KOHEEP2EHYII0 meampy U 8IpMYanbHOI pearbHoCmi, 8UHUKHEHHS MAaK020
HOB020 XYOOHCHbO20 AGUUA 8 CYUACHOMY MUCTEYM8I, AK 8ipMYalbHUll meamp.

Knrwouoei cnosa: meamp, inmepuem-npocmip, CUMYIAKD, 8ipMYalbHA PealbHiCMb, 6i-
pmyanvHull meamp, IHMEPKAMUGHUL meamp.
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