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Creative concepts of Ukrainian student projects in the
context of internet culture of spectacular theatrical events

Abstract. The aim of the article was to investigate the creative concepts of Ukrainian student projects of
spectacular theatrical events within the framework of internet culture. The research methodology involved the
use of descriptive, semiotic and practical approaches. The analysis of contemporary trends in the interaction
between classical theatre and digital media and online platforms made it possible to reinterpret the stage conceptual
environment and to identify useful directorial means of artistic expression. New ways of practically implementing
contemporary student projects contributed to the emergence of anumber of new directing tools, methods of organising
artistic material, rehearsal processes and mechanisms for realising projects. This made it possible to elevate stage art
to a new level of cultural development. The study examined the creative experiments of young student groups, their
mastery of a variety of stage performance techniques, the integration of new technologies and the exploration of
creative preservation of national identity. The results showed that the combination of classical theatrical principles
with digital media contributed to enhancing the dynamism of stage action, the ideological direction and vision of
the director, the activation of audience perception and the expansion of the boundaries of theatrical space in the
contemporary cultural world. The creative experiments of young student groups demonstrated a confident level
of mastery of diverse stage performance techniques, the integration of multimedia tools and digital formats, and
a commitment to preserving and reinterpreting national cultural identity in the context of globalisation. Examples
of contemporary creative projects of spectacular theatrical events and theatrical art by leading Ukrainian directors
are provided, and experimental concepts are compared with digital theatre practices in Europe. The performance
“Love and Social Media?” was analysed, which emphasised the transformation of human feelings in the digital
environment and the loss of direct emotional communication, as well as the video monoperformance-confession
“Refugee”, in which the protagonist’s personal story reflects a journey from pre-war reality to an awareness of the
tragedy of war and the idea of the resilience of the Ukrainian people. The phantasmagorical tale “The Treasure of
Jolly Roger” was also analysed, notable for its dynamic action, active interaction with the audience and the use of
experimental lighting effects as part of the director’s language. This made it possible to outline prospects for the
further development of stage art, specific forms of theatrical art, and to define digitalisation as an important factor
in the contemporary cultural process

Keywords: directorial interpretation; digital theatre; creative practices; performance technique; Ukrainian
directors

Introduction

Under the influence of digital trends in the performing  not only a platform for training young actors, directors
arts and spectacular theatrical events, key principles of  and theatre scholars, but also a space for cultural ex-
artistic thinking and new directorial concepts for cre-  ploration. R. Kucher (2020) described interactive thea-
ative projects have evolved, transforming the perfor-  tre as a natural stage in the evolution of theatrical form
mance process. Student theatre in Ukraine has become in the context of globalisation and interdisciplinarity,
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concluding that there has been a fundamental shift in
the role of the audience — from passive observer to
co-creator of the stage action. In the contemporary
context, the dimension of internet culture has increas-
ingly shaped new challenges and theatrical possibilities:
digital communication, online streams of performances,
and the visual aesthetics of social media for creative
projects have transformed the perception of theatre
as an exclusively “offline” art form. Within the context
of contemporary theatrical and performative practic-
es, researcher K. Stanislavska (2021) characterised the
performative forms of contemporary art as a marker
of postmodernist style, emphasising the dominance of
spectacle, corporeality and visualisation. O. Muzyka et
al. (2021) argued that arts education should be based
on principles of transformation, where the learner
becomes an active co-creator of the artistic process.
Research into the ephemerality of information dis-
seminated in the digital space was brought to the fore,
where theatrical content appearing on social media or
online platforms had a short “lifecycle”, quickly losing
relevance and getting lost in the flow of other messag-
es. This posed a challenge for the creation of a student
creative project, raising questions not only about meth-
ods of presentation but also about the preservation of
cultural value in a world where the audience’s attention
was becoming increasingly fragmented. Researcher
T. Khvostova (2023) examined the influence of internet
culture on contemporary Ukrainian theatre. The author
analysed how digital platforms and online practices
have transformed the interaction between the audience
and the theatrical work, expanded the possibilities of
performative formats, and created new directorial strat-
egies. In this context, the directorial technique known
as the “kaleidoscope” — the rapid succession of scenes,
episodes or images on stage — took on particular signif-
icance. The dynamism and fragmented rhythm of this
artistic approach mirrored the experience of the mod-
ern individual, who finds themselves in an environment
of constantly shifting information flows. The “kaleido-
scope” in theatre became not only an artistic technique
but also a metaphor for the internet dimension, where
fleeting images replaced one another, forming a new
reality that is difficult to grasp in its entirety. Research
highlighted the role of AR/VR and multimedia systems
in expanding the possibilities of scenography, audience
participation and the educational process, which met
the demands of a post-media society. The author Y.-
J.Kim et al. (2024) investigated the influence of a virtual
audience on the perception of theatrical performance,
which demonstrated a significant enhancement of the
social experience for individual users in AR space. K. lu-
dova-Romanova et al. (2023) examined the use of virtual
reality (VR) in contemporary theatre productions, where
it has become a tool for expanding the stage space, pro-
viding new ways of presenting drama and integrating
the audience. The authors provided empirical data on
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the impact of VR on the emotional perception of perfor-
mances and its potential for inclusion in the teaching of
theatre studies. Focusing on the media-driven nature of
contemporary cultural perception, it is worth referring
to the study by O. Pavlova (2015), in which the author
analysed the phenomenon of modernism as a state of
constant change and visual saturation. It is also worth
noting the analysis of innovative technologies in the
arts. D. Zadorozhnia (2024) highlighted the impact of
digital solutions on scenography and artistic practice in
puppet theatre, emphasising examples of the integra-
tion of multimedia effects and software tools in the cre-
ation of a dynamic theatrical image. Internet culture has
developed amidst digitalisation, visual speed and inter-
activity, prompting future directors, producers and per-
formers to adapt their artistic means of expression and
to embody new forms of visual imagery in spectacular
theatrical events. The aim of this article was to explore
issues relating to directorial staging concepts, artistic
and interpretative performance techniques, their con-
temporary transformation under the influence of digital
culture, and the challenges of realising these in the cul-
tural space for a contemporary audience.

Materials and Methods
The study employed a range of theoretical and practical
methods, including: the analytical method — for review-
ing academic works on the digitisation of the performing
arts and interactive theatre; comparative analysis — to
contrast classical directing principles with contempo-
rary digital formats of stage performance; art-historical
analysis — to identify the characteristics of visual think-
ing and artistic design in student projects; observation
and generalisation of practical experience — during the
implementation of educational theatrical performanc-
es, online screenings and hybrid stage forms; as well as
the method of creative experimentation, which allowed
for the testing of new directing tools within a digital en-
vironment. The study analysed original performances
and stage works that combined classical principles of
directing with new forms of media interaction. These
included the performance “Love and Social Media?” as
an independent project within the 2020 “Business &
Hobby” International Handicrafts Exhibition (Practical
work in the field of..., 2026), which explored the issue
of communication and emotional dependence in the
digital environment. An important stage was also the
creation and practical presentation of a documentary
work and a one-act production in the Zoom format —
the dramatic monoperformance “The Heart of a Refu-
gee” (2023), which demonstrated the potential of on-
line theatre in addressing socially sensitive themes, as
well as the phantasmagorical tale “The Treasure of Jolly
Roger” (2025), which combined elements of interactive
theatre, visual effects and digital scenography. Con-
temporary student projects not only illustrated the the-
oretical tenets of the research but also confirmed the
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effectiveness of integrating classical directorial princi-
ples with new media forms, forming a coherent artistic
concept in the context of the digitalisation of the per-
forming arts. A comparative analysis of real-life case
studies of student theatre projects in various countries
demonstrated this trend. The Polish “Teatr Online” for-
mat, as part of the educational project “Teatr na fak-
tach” (Jerzy Grotowski Institute, 2024), emphasised the
preservation of dramaturgical integrity, whilst adapting
spatial solutions for multi-camera filming and interac-
tive editing. The Czech project Divadelni Silenci (n.d.)
structured the theatrical action as a series of short ep-
isodes reminiscent of a television or streaming format,
whilst maintaining the unity of the production’s theme
and concept. The Latvian example of the production
“Saprasi un nesaprasi” in a Zoom performance format
at Liepajas teatris (2021) demonstrated that even in
a virtual space, where actors are in the same room or
in their own rooms, the director achieves a cohesive
spatial solution through the synchronisation of actions
and the use of Zoom’s capabilities as a “stage”. These
practices have demonstrated that media theatre does
not abolish the traditional principles of directing, but
transforms them, expanding the boundaries of theat-
rical creativity in the age of internet culture. Addition-
ally, the creative solutions of leading Ukrainian direc-
tors were analysed as a benchmark for student projects
within the context of internet culture. In particular, the
works of Stas Zhyrkov (“Stalkers”) and Tamara Trunova
(“Confronting the shadow”) revealed the active use of
video, lighting and minimalist scenography to enhance
psychological and visual expressiveness (75™ Berliner
Festspiele, 2025; Zoloti Vorota. Theatre not a muse-
um, n.d.). The directing concepts of Rostyslav Derzhyp-
ilskyi in the production “Eneida” and Vlad Troitskyi in
the performance “Smuta” demonstrated a synthesis of
national classics, performativity, music and multime-
dia practices (CCA “DAKH”, 2019; MoeMisto.ua, n.d.).
The experience of these artists has contributed to the
formation of contemporary directorial thinking among
students and the development of new formats of com-
munication with the audience.

Results and Discussion
In the 21* century, even with the transition to online or
hybrid formats, the directorial concept has not lost its key
components: authorial analysis, the director’s vision, in-
terpretation of the work, comparison of character traits,
and the search for an effective scenographic and direc-
torial solution. In order to develop creative concepts,
students were required to artistically reinterpret a range
of directing tasks and staging issues in the performing
arts, namely: the problematics of the work, its ideological
content, thematic direction, spatial design, and to trans-
form the creative project in accordance with the context
of digital culture, while unequivocally preserving the
defining elements of the creative process and enriching
the project with a personal interpretation of the materi-
al. The phenomenon of the digitalisation of stage art, in
contrast to the classical principles of theatre or concert
activity, within the context of synaesthetic visual satu-
ration for the audience, does not diminish a unified ar-
tistic directorial concept but rather reveals and empha-
sises the artistic and figurative integrity of the creative
project. At the same time, there is an observable issue
concerning the loss of the multifaceted nature of stage
speech, oratory skills and the aesthetic classical per-
ception of performance. I. Burnashov (2020) noted that
contemporary transformations of stage art are rapidly
developing within the lived reality of young audiences in
rhythm with modern digital culture. As of 2025, student
creative projects were characterised by a predominance
of conceptual creativity and innovative technologies;
however, contemporary theatre continuously faced the
need to overcome stylistic eclecticism, which could mis-
lead audiences regarding the authenticity of performers’
emotions and realistic representation (Lachko, 2020).
Thus, attention was drawn to the following challenges:
creative, social, worldview and personal perspectives of
the director, which had to align with new forms of imple-
mentation in the digital environment. It is worth high-
lighting the most striking examples of theatrical creative
projects realised in Europe, particularly in countries
such as Poland, the Czech Republic and Latvia (Table 1).

Table 1. Examples of contemporary international artistic projects

Theatrical project Country 7 Foggat Of. Directorial focuses Distinctive feature
implementation
. Live streams Preservation of dramaturgical Combination of classical
Teatr Online as part . . . . D
P » Poland and recorded integrity, adaptation of space theatre with the possibilities
of “Teatr na faktach . - . '
performances for multi-camera filming of cinematic language
ries of short Thematic and conceptual unit
. & Czech .Se es ot snort emafica d conceptua’ unity, Creates the effect
Divadelni Silenci - episodes (streaming presentation of material ) -
Republic . of a theatrical series
format) in “serialised” segments
Zoom performance 4 Unity of Sp?t]a! design through
« v . . Performances via synchronisation of actions, Use of Zoom
Saprasi un nesaprasi Latvia A - -
L N Zoom individual interpretation as a stage platform
Liepajas teatris
by each actor

Source: Liepajas teatris (2021), Instytut im. Jerzego Grotowskiego (2024), Divadelni Silenci (n.d.)
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In the context of digital transformation, the student
creative project has not lost its key directorial compo-
nents — theme, concept, spatial design and personal in-
terpretation — instead, they have taken on new forms of
expression: online platforms have become the stage, edit-
ing and streaming formats have become directorial tools,
and the ephemeral nature of internet culture has been
reflected in theatrical techniques (Semenyshyn, 2025).
This has opened up new horizons for student projects,
making them more flexible and contemporary; Ukraini-
an student projects have demonstrated an openness to
experimentation. For example, contemporary directors
such as Stas Zhyrkov, Tamara Trunova, Rostyslav Der-
zhypilskyi and Vlad Troitskyi have demonstrated ways
of combining classical stage forms with the latest media
practices, their experience serving as a reference point
for student groups seeking new means of expression.
Director Stas Zhyrkov, in the production “Stalkers” at
the Zoloti Vorota Theatre, combined psychological the-
atre and a classical dramaturgical foundation with video
projections, rhythmic scene editing and the atmosphere
of a post-industrial digital world, creating an effect of
cinematic presence (Zoloti Vorota. Theatre not a muse-
um, n.d.). The production of the burlesque fantasy “Enei-
da” by director Rostyslav Derzhypilskyi demonstrated a
synthesis of national classics with contemporary media
tools — the use of multimedia imagery, musical samples
and stage irony — which brought the classical text to life
for the modern audience (MoeMisto.ua, n.d.). In the pro-
duction “Smuta” by director Vlad Troitskyi, the classical
stage form was transformed through elements of per-
formativity, live music, and light and sound experiments,
which created a polyphonic, almost immersive theatrical
space (CCA “DAKH”, 2019). In contrast, Tamara Truno-
va, in the production “Confronting the shadow”, actively
employed minimalist scenography, light projections and
the use of shadows as a visual media image, combin-
ing the intimacy of classical theatre with contemporary
visual technologies (75" Berliner Festspiele, 2025). Tak-
en together, these examples demonstrate that the inte-
gration of the latest media practices into classical stage
forms does not undermine theatrical tradition; on the
contrary, it expands its artistic possibilities, creating a
productive space for emulation and creative exploration
in student theatre projects.

It is worth highlighting several concepts rich in
mechanisms of visual realisation, the regeneration of
contemporary performing arts techniques, and manifes-
tations of experimental systems of artistic expression,
comprehensible not only to the professional community
but also to the audience: immersiveness — engaging the
audience in the action, where the spectator becomes a
participant in the events (for example, in the format of
interactive online performances or “live” performances
in a physical space); multimedia — combining the stage
with video art, projections, VR and AR effects that ampli-
fy the emotional impact; fragmentation and montage —
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rapid scene changes, akin to the logic of social media
content, which matches the rhythm of the modern view-
er’s life; personal interpretation — where the director or
actor reinterprets the theme through their own experi-
ence, creating a dialogue with the audience on the level
of emotions and values. Thus, the contemporary crea-
tive concepts of Ukrainian student projects are gradually
moving beyond the confines of the classical stage and
naturally integrating into internet culture, revealing new
culture-forming meanings and ideas. The theatre is ceas-
ing to be merely a “meeting place” and is increasingly be-
coming a communicative platform where the audience
and the creator interact in a shared digital space (Bur-
nashov, 2020). All this makes student creative projects
more accessible, vibrant and understandable to a young
audience accustomed to interactive and rapid consump-
tion of information, whereas for members of the older
generation, attending a traditional repertory theatre was
often an expression of nostalgia, a way of preserving fa-
miliar comforts and established cultural traditions.

The practical aspect of integrating the student pro-
ject into the digital space was evident in the organisation
of hybrid festivals, which combined an offline stage with
online broadcasts, and the use of social media — Insta-
gram, TikTok and YouTube — both as promotional chan-
nels and as integral parts of the artistic process itself.
A key aspect was the introduction of digital dramaturgy,
where plays were structured around the cultural codes of
social media, as well as the creation of educational case
studies through which students learnt the art of direct-
ing online performances and the fundamentals of digital
scenography. These aspects demonstrated that internet
culture did not supplant traditional theatre, but rather
provided it with new forms of expression; for students,
this was not only a creative challenge but also a practi-
cal training ground for mastering interdisciplinary skills:
from digital communications to media management.
Digital literacy also became crucial, encompassing profi-
ciency in visualisation tools, video editing, sound design
and social media as means of artistic communication,
which proved useful in addressing the tasks facing the
director during the production process of creative pro-
jects. Media management played a particular role, fos-
tering the ability to plan, organise and promote artistic
events in the digital environment, manage content and
engage with audiences. Analytical and reflective thinking
also became crucial, enabling a critical assessment of the
outcomes of creative work and the impact of technology
on audience perception. Based on the goals set for the
students, the future directors, all this required flexible
thinking and a readiness to adapt to new technological
and cultural realities, shaping the profile of the modern
artist — the creator-manager, capable of thinking simul-
taneously as an artist, a communicator and a cultural de-
velopment strategist.

A vivid example of this integration of contemporary
creative concepts was the hybrid festival “Molodist. The-
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atre Online” (Mori, 2021), where some performances
took place live, whilst others were streamed live with
the option to comment via chat. Such practices demon-
strated how the combination of theatre and digital tools
not only diversified student art projects but also shaped
a new culture of reception, where the audience became
an active participant in the event. An examination of the
creative student project in the digital sphere revealed
its dynamism and openness to experimentation; at the
same time, it is important to trace how such process-
es unfolded in a global context, as digitalisation is not
merely a Ukrainian trend but a global practice that has
enabled theatre to remain relevant in a world of fleeting
information. International experience demonstrated the
active development of digital theatre through creative
projects in the UK, where the National Theatre regularly
streamed its productions online as part of the Nation-
al Theatre at Home project (n.d.), while in the US and
Canada, the practice of VR theatres was gaining ground,
allowing audiences to immerse themselves in a perfor-
mance using special devices. In Europe, through the
lens of creative exploration, future directors and the-
atre academy students also introduced innovative ap-
proaches: from Zoom performances to their own “the-
atrical Netflix platforms”, which gave rise to distinctive
visual and conceptual directorial concepts, the inter-
connection of various art forms within the stage space,
and multifaceted performance techniques. An impor-
tant stage in the development of student creative pro-
jects was the active implementation of innovative digital
solutions aimed at the practical realisation of multifac-
eted performance techniques.

In educational productions, projection solutions
were actively used as an element of scenography, allow-
ing for the creation of a changing visual space, the en-
hancement of the dramaturgy with video sequences and
symbolic imagery, as well as live online broadcasts di-
rectly from the stage, which expanded the boundaries of
the audience’s presence and fostered a sense of audience
participation. Solo performances in video format took on
particular significance, where acting skills and the direc-
tor’s vision were realised through cinematic language,
editing and camera work, opening up new possibilities
for interpreting stage material and adapting theatrical
form to the conditions of digital culture. Such approach-
es enabled students not only to master the fundamentals
of stagecraft but also to experiment with form, space and
the interactivity of the action. The use of digital tech-
nologies, multimedia effects and modern methods of
visual modelling contributed to the formation of a new
type of theatrical thinking, in which creative exploration
was combined with an analytical understanding of the
artistic image. Consequently, Ukrainian student projects
were able to integrate such formats whilst retaining their
own authenticity and, at the same time, broadening the
tastes of the audience (Burnashov, 2020). In such pro-
ductions, the spectator ceased to be a passive observer

and became an active participant in the event, engaging
in emotional empathy with the performers, where inter-
action unlocked the spectator’s potential, transforming
the theatrical space into a space of live dialogue between
the actor and the audience. One example of a student
project in the field of digital theatre, operating at the in-
tersection of theatre and internet culture, was the pro-
ject “Love and Social Media?” (Fig. 1).

Figure 1. Performance: “Love and Social Media?”
Source: photo by the author

This performance explored the issue of the trans-
formation of personal feelings in the digital space,
where emotions, relationships and sincerity were often
replaced by visual imagery and virtual communication.
The primary artistic means was physical expression and
choreography, through which the emotions and inner
states of the characters were conveyed. The prologue
was constructed as a mass scene, illustrating the power
of Wi-Fi over people and introducing the main character;
subsequently, through everyday episodes, the charac-
ters gradually revealed their feelings through body lan-
guage and dared to speak their first words in real life. At
the same time, in portraying an unreal character, an ex-
aggerated manner of the “school of representation” was
employed, whereas actors in the real world worked with-
in the psychological “school of transformation”. Through
physical action, symbolic gestures and interaction with
media images, the performance emphasised human de-
pendence on social media and the loss of live emotional
contact. The originality of this production lay in its dy-
namic approach to the audience’s perception of reality.
In contrast, the following project, whose plot and form
had a fundamentally different stage realisation, present-
ed the psychology of experience through two parallel
retrospective formats of stage interpretation — video
fragmentation and live performance. An example of a
one-act production in the Zoom format was the piece
“The Heart of a Refugee” (Fig. 2).

The performance was constructed as a video
monoperformance-confession of a single heroine who,
through her personal story, reflected on the journey
from pre-war calm to the tragic reality of war in Ukraine.
Beginning with light irony and satirical self-criticism, the
action gradually shifted towards deep emotional tension:
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the heroine experienced displacement, encountered the
indifference of the world, and came to a sharp awareness
of the scale of the tragedy. According to the plot, the
tempo and rhythm of the narrative intensified — the sto-
ryline depicted the experience of leaving home, saying
farewell to loved ones, travelling by plane, forming new
acquaintances, and for the first time posing the press-
ing question: does the world know that there is a war in
Ukraine? This realisation of tragedy gave way to a stage
of confusion and an inner emotional outburst: tension,
astonishment and pain emerged on screen, the character
addressed the audience directly, while mournful music
accompanied images evoking the realities of war — sirens,
explosions and loss. In the resolution, having endured an
inner impasse, the heroine found the strength to inspire
both herself and others to continue the struggle, and
in the finale delivered a motivational speech about the
resilience of the Ukrainian people, faith in victory and
Ukraine’s historical capacity not to surrender. The cul-
mination of the entire production was this inner turning
point and motivational self-persuasion, which evolved
into a direct appeal to the audience grounded in belief
in the unbreakable spirit of the Ukrainian nation. The
epilogue affirmed the ideas of resilience, unity and the
inevitability of Ukraine’s victory. This work possessed
a profound inner meaning and a tragic compositional
structure from beginning to end of the refugee’s story, in
contrast to “The Treasure of Jolly Roger”, interpreted in
the genre of an adventure comedy (Fig. 3).

Figure 2. Dramatic monoperformance
“The Heart of a Refugee”
Source: photo by the author

Figure 3. Phantasmagorical tale
“The Treasure of Jolly Roger”
Source: photo by the author
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The phantasmagorical tale “The Treasure of Jolly
Roger” emerged as a dynamic spectacular performance
featuring vivid, colourful characters and active interac-
tion with the audience. The plot was built around an en-
gaging treasure hunt in which spectators became direct
participants in the adventure, influencing the course of
events through interactive tasks, questions and shared
urposi episodes. An important principle of stage reali-
sation was the use of experimental lighting effects: con-
trasting light-and-shadow transitions, impulsive flashes
during stage combat scenes, cold and mystical tones to
indicate an otherworldly space, as well as dynamic pro-
jections that created the illusion of phantasmagorical
creatures. Light served not merely as a technical device,
but as a fully-fledged dramatic tool that enhanced the
magical atmosphere, accentuated the tension of the con-
flict, and created a sense of transition between the real
and imaginary worlds. The director’s approach was also
based on the principle of spontaneous improvisation
with the audience: the actors left room for live reactions,
varying their intonation, tempo and even individual lines
depending on the mood of the hall, which created an ef-
fect of co-creation and made each performance unique.
In this way, the production became an interactive theat-
rical performance, combining play, fantasy, technological
tools and direct emotional contact with the audience.

Thus, international and Ukrainian student creative
projects demonstrated a diversity of concepts and im-
plementation technologies — from Zoom performances
and streaming productions to platforms resembling a
“theatrical Netflix” and social media formats. The in-
ternational context not only broadened the scope for
comparison but also confirmed that Ukrainian student
creative projects have developed within a shared Euro-
pean and global trend of digital theatre, where experi-
mentation with form, space and media has become an
essential component of theatrical education and culture
as a whole. Notable examples included creative projects
in which aspiring directors succeeded in realising a range
of innovative stage concepts, including performances in-
corporating video projection, stage streams combining
live action, the director’s social stance and online com-
munication with the audience, as well as screen-based
visual compositions in which movement, sound and light
are combined as equal components of the artistic image.
A. Basler & 1. Kriesi (2019), in their statements regard-
ing adolescents’ search for career guidance, noted that
the development of aspirations for a future profession
begins in the secondary education environment; this
study draws a parallel here, as it shares similarities with
the search for professional guidance among teenage
students in student projects. These projects not only
demonstrated a high level of professional training among
students but also reflected the individuality of the future
citizen, highlighting a trend towards the integration of
digital technologies into the structure of contemporary
theatrical performance, which has shaped a new format
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of the audience experience. N. Kripchuk (2018) analysed
the “open-air” performance space and its functionality in
the creation of a contemporary theatrical show.

S. Krymsky (2003) noted that globalisation may be
understood as a “new stage of sapiensisation”, as it cen-
tres on the formation of global information flows and
socio-cultural concepts of personal expression. This
has enabled the unification of humanity’s intellectual
resources, creative capacities and a new form of digital
existence within the internet dimension, providing ac-
cess to accumulated knowledge and forming a kind of
“planetary mind”. The projects studied showed that the
integration of digital tools into stage practice not only
expanded the audience but also made it possible to com-
bine classical stage forms with modern media, creating
new ways for the audience and the artist to interact. For
students’ creative concepts, this opened up the pros-
pect not merely of emulating foreign experience, but of
adapting it to national specifics, cultural context and ed-
ucational needs, serving both entertainment purposes
and carrying ideological and conceptual weight, in the
course of which the modern audience had the opportu-
nity to perceive interpretations of life’s dogmas through
the prism of high-quality and spectacular adaptations
by young directors. It can be argued that the phenom-
enon of digital theatre has become not only a platform
for experimentation and the development of creative
skills, but also for the formation of a generation of art-
ists capable of working at the intersection of theatre and
digital technologies. At the same time, this direction re-
quires extensive research and systematic adaptation in
Ukraine in order to ensure that the integration of new
formats is effective and meets the needs of both stu-
dents and audiences. Understanding contemporary cre-
ative concepts of student projects in the field of spec-
tacular theatrical events necessitates engagement with
a broader range of theoretical approaches that interpret
changes within the cultural and artistic environment.
Thus, in the work of R. Greene (2000), it is emphasised
that the development of science and rational thinking
has gradually revealed many phenomena that were once
perceived as incomprehensible or mystical. In the ar-
tistic sphere, such processes also gained relevance, as
contemporary artists, particularly those studying cre-
ative disciplines, gained broader access to information
resources, technologies and cultural heritage, which en-
abled them to innovatively reinterpret historical events
and cultural phenomena within the framework of theat-
rical and performance events. In this context, R. Gold-
berg’s (2025) study also became significant, in which
the author emphasised that contemporary performance
practice had emerged at the intersection of various ar-
tistic disciplines — theatre, film, dance, new media and
technologies — which described parallel opportunities
for experimentation in student creative projects. S. Bay-
Cheng (2007) noted that although most live perfor-
mances depend on the influence of digital technologies,

the process of staging theatrical performances opened
up broader opportunities for the transformation of cre-
ative approaches and directorial practices in contempo-
rary theatre. S. Nur et al. (2025) investigated how digital
technologies were transforming traditional Indonesian
theatrical forms (ketoprak, drama gong, wayang purwa)
at the levels of production, distribution and consump-
tion. The authors demonstrated that digitalisation has
expanded access and engagement with a global audi-
ence and helped preserve local cultural values, but at
the same time has created risks of cultural gentrification
and the erosion of authentic traditional aspects.

Research into the transformations of cultural space,
as explored in the work of O. Kopiyevska (2018), has also
become crucial for understanding contemporary artistic
processes. The researcher examined the socio-cultural
changes that have shaped new models of cultural com-
munication and their role in fostering innovative artis-
tic practices. According to S. Yahodzinskyi (2015), such
processes are directly linked to the resources available
to society, as it is these resources that determine the
possibilities for transforming society’s cultural vision.
In this context, the research findings confirmed that the
transformation of directorial approaches in student pro-
jects also depended to a significant extent on access to
digital resources, media technologies and the opportu-
nities offered by internet culture, which expanded the
toolkit for creating contemporary performance forms.
O. Starovoit (2017) emphasised that human innovation
is a key factor in creating new solutions across various
spheres of public life. In the arts, this aspect has become
particularly relevant, as it is the creative potential of the
individual that drives the search for new forms of ar-
tistic expression. I. Petrova (2007) noted that practical
approaches, combined with theoretical ones, gradually
shape cultural and artistic projects, and this allows stu-
dent productions to be viewed as a space for creative
experimentation, in which the innovative thinking of fu-
ture directors is combined with the use of modern tech-
nologies and the digital possibilities of internet culture.
Thus, digital technologies significantly influence the de-
velopment of contemporary theatre art, opening up new
opportunities for student creative projects and innova-
tive approaches to staging performances. They facilitate
the integration of various artistic disciplines, including
theatre, dance and new media, whilst also enabling the
preservation of cultural values, though this simultane-
ously carries the risk of losing authenticity. The transfor-
mation of directorial approaches and creative practices
in student projects is closely linked to access to digital
resources and media technologies.

Conclusions
The creative concepts of Ukrainian student projects
within the context of internet culture of spectacular
theatrical events involved a synthesis of traditional
stage practices and the latest digital technologies. The
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project “Love and Social Media?” explored the transfor-
mation of the nature of human emotions in the digital
space through plastic and media performance. The vid-
eo monoperformance-confession “Refugee” presented
the personal experience of the protagonist as an artistic
reflection on war, displacement and national resilience.
The phantasmagorical tale “The Treasure of Jolly Rog-
er” stood out for its interactive form, dynamic action and
active audience engagement through the use of experi-
mental lighting. Student artistic projects, under the influ-
ence of immersion in digital culture, gradually integrated
into their practice the concepts of online broadcasting,
VR and 3D technologies, social media and streaming
platforms, which did not destroy the classical principles
of stage activity but instead created new dimensions of
artistic creativity. The analysis of the Polish project “Te-
atr Online”, the Czech project on the Divadelni Silenci
platform, and the Latvian Zoom performance “Saprasi un
nesaprasi” demonstrated that the integration of digital
platforms and online formats has become an interna-
tional trend. Ukrainian artistic groups can adapt these
approaches in spectacular theatrical events, concert
and theatrical activities, preserving national authentic-
ity while simultaneously enhancing Ukraine’s cultural
visibility in the world. Digital tools have not replaced
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student projects, the focus is on the mechanism of com-
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TBOPUI KOHLenuii CTyAeHTCbKNX YKPAIHCbKUNX MPOEKTIB
VY BUMIPI IHTEePHEeT-KYIbTYPU
BNOOBULLHO TEATPA1ISOBAHMNX 30XOoO,iB

AHoOTALLiAA. MeToto cTarTi 610 OCiSKEeHHS TBOPYMX KOHLIEMLIi# CTYIEeHTCbKMX YKPATHCbKMX IPOEKTIB BUJOBHILIHO-
TeaTpanisoBaHUX3aX0/iB Yy BUMipiiHTEpHET-KyIbTypy. MeTom010ris IOCiIKeHHS [To1sIrana y BAKOPMCTaHHi OMMCOBOTro,
CeMiOTMYHOrO Ta MPaKTMYHOrO MiAXOZiB. AHani3 CyyaCHMX TeHAEHUil B3aeMOoii KIaCUYHOro TeaTpy 3 LMPPOBUMHU
Mefia Ta OHJaiH-MNaTGOpMaMM IO3BOJIMIIO MO-HOBOMY TPAKTYBaTH CLEHiYHe KOHLENTyajabHe CepefoBHlIe Ta
BHOKPEMHTH KOPHCHI PeXMCEpPChbKi 3aco0K XynoskHbOI BHpasHoCTi. HOBI LUISAXM MPaKTUYHOrO BTiNEHHS Cy4acHHX
CTYIEHTCbKUX MPOEKTIB CIPUSIN MOSABI HU3KM HOBUX PEXKUCEPCbKUX iHCTPYMEHTIB, METO/IB OpraHisauii XyJ0sKHbOro
MaTepiaiy, peneTULiifHOrO MPOoLEeCy Ta MexaHi3MiB BTisieHHs1 NpOeKTiB. Lle 103BOMMIIO MiAHSATH CLieHiYHe MUCTELTBO
Ha HOBHI1 piBeHb PO3BUTKY KyNbTYypH. Byno nocninskeHo TBOpui eKCriepMMeHTH MOJIOAMX CTyAEHTCbKUX KOJIEKTHUBIB,
OBOJIOZIHHS PI3HOMaHITHMX CLEHIYHMX BUKOHABCbKUX TEXHIK, IHTErpaLii HOBUX TEXHOJIOTIH Ta PO3KPUTTS TBOPUOTO
36epeskeHHs! HallioOHaIbHOI ineHTHYHOCTI. Pe3ysibraTi Mokasan, 1o MOENHAHHS KIAaCUYHKUX TeaTpabHUX MPUHLMIIB
i3 undpoBrMM Mezia CIpUSIIO MiABMIIEHHIO JUHAMIYHOCTI CLeHiuHol Aii, pesxucepchbKoi ineitHol cnpsiMoBaHOCTI Ta
ineiiHoro GaueHHsl, aKTUBI3aLi ITIAAALBKOrO CIPUIHATTS Ta PO3LIMPEHHIO MEK TEaTPAIbHOTO MPOCTOPY B Cy4acCHOMY
KyJIbTypHOMY cBiTi. TBOpUi excrneprMeHTHM MOJIOOUX CTYINEeHTCbKUX KOJIEKTUBIB NPOAEMOHCTPYBalM BIEBHEHMI
piBeHb OBOJIOZIHHS PI3HOMAHITHUMM CLIEHIYHMMY BMKOHABCbKMMM TEXHIKaMH, iHTerpaLiro MylbTUMeZifHIX 3aco0iB
i undpoBux ¢opmartis, mparHeHHs1 10 30€pEesKEHHs] Ta MEPEOCMUCIIEHHS HALiOHAIbHOI KYJIbTYPHOI iI€HTUYHOCTI
B yMoBax riobanizauii. HaBeneHo npuknaam cyyacHUX TBOPUMX MPOEKTIB BUIOBMLIHO TeaTpasi3oBaHMX 3aXOfiB Ta
TeaTpayibHOr0 MUCTELITBA MPOBIJHMUX YKPAIHCbKUX PEXKUCEPIB, 4 TAKOXK 3MiIICHEHO MOPIBHAHHSA €KCIIePUMEHTaIbHUX
KOHLenwii 3 npaktrkamu digital theatre B €sporni. Byno npoananisoBaHo nepdopmenc «KoxanHst i coniarnbHi Mepexi?»,
LII0 aKLIEHTYBAaJIO yBary Ha TpaHchopMmaLiii JIF0ACbKUX MOYYTTIB Y LK$POBOMY CepenoBHLi Ta BTpati 6e3nocepenHboi
eMOLIHOT KOMYHIKaLlji, a TAKOX BiEOMOHOBHCTaBY-COBiAb «BiskeHka», y sKiit uepes ocoOUCTy icTopito repos Oyso
OCMMCJIEHO LIJIAX BiJl JOBOEHHOI peayibHOCTi 1O YCBiOMJIEHHS Tparefii BiiHM Ta ifei He3MaMHOCTI yKpaiHCbKOro
Hapony. Takox, 6yJ10 mpoaHasnizoBaHo ¢anTacmaropuuny kasky «Ckap6 Becenoro Pomskepa», 0co6mmBiCTIO sIKOi cTana
JYHaMiuHa Jisl, akTUBHA B3aEMO/Lisl 3 IsiAaueM | BUKOPMCTaHHS eKCIIepUMEHTAIbHUX CBITIOBUX eeKTiB SIK CKIafoBoi
peskrcepcbkoi MOBH. Lle 103B0NIMII0 OKPECIMTH NepCleKTUBHY MOAATbLIOTO PO3BUTKY CLIEHIYHOTO MUCTELTBA, OKPEMHX
¢$OopM TeaTpasbHOr0 MUCTELITBA Ta BU3HAUYMTH LM(POBI3aLiIO SIK BasKJIMBUI YNHHUK CYy4aCHOTO KYJIBTYPHOTO MPOLiECy

Krntouvosi crioBa: pexxucepcbke TpakTyBaHHS; digital theatre; TBopui npakTHKY; BUKOHABCbKA TEXHiKa; YKpaiHCbKi
peskncepu
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