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DIGITAL STORYTELLING AND LITERARY CRITICISM:
INTERPRETATIVE PERSPECTIVES

Storytelling has been an integral part of human culture for many centuries and have
served as a means to preserve history, share knowledge, and develop social connections.
Traditional storytelling is represented by oral narratives that passed from generation to
generation, has been a cornerstone of cultural identity and collective memory. In recent
years, however, the emergence of digital technologies has changed the way stories are
created, shared, and experienced, giving rise to a new form — digital storytelling.

Digital storytelling combines traditional narrative techniques with such
multimedia elements as images, audio, video, and interactive features. As Bryan
Alexander defines it, “Simply put, it is telling stories with digital technologies. Digital
stories are narratives built from the cyberculture” [1,p. 16]. The term *“digital
storytelling” is often used to refer specifically to a participatory method that results in
‘a 2- to 5-minute audio-visual clip combining photographs, voice-over narration, and
other audio [3].

This modern approach allows storytellers to reach audiences around the world and
communicated their messages in innovative ways. While traditional storytelling is
often based on personal interactions and collaborative environments, digital
storytelling expands these boundaries, allowing them to exist in virtual spaces and be
accessed asynchronously by a diverse audience. Despite these differences, digital
storytelling is deeply rooted in the principles of traditional storytelling and aims at
evoking emotions, sharing experiences, and communicating universal truths.

Digital storytelling restructures the interpretative practice in literary criticism by
introducing new modes of participation, interactivity, and multimodal nature into the
narrative experience. Unlike traditional literary texts, which are mostly linear and
static, digital storytelling often uses non-linear structures, hypertextual, and
multimedia elements such as visual, sound, and animation. These features challenge
traditional interpretive approaches and require from critics to consider not only the text
itself but also its integration with technology and interaction with audience.

Narratology is the study of narrative structure and its elements and provides an
important lens for analyzing how digital storytelling deconstructs the relationship
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between story and discourse. In traditional storytelling, stories usually follow linear
structure with a clear beginning, middle, and end [4]. However, digital storytelling often
uses non-linear format and provides branching paths, multiple endings, and user-oriented
exploration. These features challenge traditional narrative arcs by revealing the
variability and fluidity of the sequence of events created by user choice or interaction.

The multimodal nature of digital storytelling, which combines text, visual, audio
and interaction, makes the traditional naratological analysis even more complicated.
Each medium contributes to the story in a unique way and creates a layer of meaning
that requires an integrated approach to interpretation. For example, visuals convey
implicit emotions and settings that complement the text story, while audio elements
add atmospheric depth. Interaction plays an important role as users actively shape the
progress of the story through decision-making and navigation. It blurs the connection
between the author and the viewer and expands the framework of the narrative to
explain the viewer and Deconstruction.

The role of the “reader” expands into that of a co-creator or navigator, as digital
stories often demand active participation, such as choosing narrative paths or interpreting
layered multimedia cues. Reader-response/reader-reception theory emphasizes the
active role of the audience in constructing meaning from a text, arguing that
interpretation is shaped by the reader’s personal experiences, emotions, and context [2].
In digital storytelling, this theoretical approach becomes particularly relevant, as the
medium itself often needs user interaction. Unlike traditional narratives, where the
author’s imtent and the fixed structure guide the reader’s understanding, digital
storytelling empowers the audience to actively engage with the narrative. By making
choices, navigating through hypertext, or interacting with multimedia elements, users
shape the story’s progression, effectively becoming co-creators of its meaning. This shift
in interpretative authority disrupts the traditional author-reader hierarchy.

Stories that allow users to choose paths or endings enable personalized experiences,
developing a sense of ownership and emotional involvement in the narrative.
Additionally, platforms that engage users blur the boundaries between audience and
creator enrich the interpretative process, as the audience brings diverse perspectives and
creativity to the narrative. For literary critics applying reader-response theory, digital
storytelling offers ground for exploring how these interactions shape meaning.

Digital storytelling amplifies accessibility and diversity in storytelling voices,
inviting literary critics to deal with a broader spectrum of cultural and individual
perspectives. By bridging literature and digital media, this form of storytelling
encourages interdisciplinary methods, blending traditional textual analysis with
insights from media studies, narratology, and digital humanities. Consequently, literary
criticism evolves to address not only the meaning within a narrative but also the
transformative potential of its digital medium.
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TUIIOJIOT'TYHI BIAMMOBIJHOCTI B TBOPAX ABCTPIMCHKUX
TA YKPAIHCbKUX IUCbMEHHUKIB

MipKyIouu 1po “cBiTOBY JliTepaTypy”’, HimMelbknii kinacuk M.B. I'ete nepentauas
il HeMuHy4l ycmixu. 3 bOTO NpuBOAY BiH e 1829 poky nucas: “Illupoxuii ceim, sax
OU 0anexko iH He NPOCMACABCA, € 3A8HCOU JIULULE NPOOOBHCEHHAM OAMbKIGUJUHU I, KOJIU
000pe nooymamu, He 0acCmb HaM HIiY020 Oliblle, KpiM mo2o, Yum yice 000apye8as HAc
pionuil kpaii. Te, o no0obacmovcst Macam, po3no8crOOUMbCs NOHAO YCAKY MIpY U, K
ye bauumo edce menep, 0yoe KOpUCmy8amucs NONUMOM 8 YCiX 30HAX I MiCYe8OCmSX,
HAMoMICMb NOBAJICHI U CNPABOL 3HAYY W pedi HA8PSO0 YU MONCYMb PO3PAX08Y8AMU HA
makuu ycnix, i 8ce dc mi, Xmo NpuceaImug cede eIUYHOM) U HI000MEOPHOMY Y
BUUOMY PO3YMIHHI, CKOpiwe U budicye cniznaoms ooun oono2o” [1, ¢. 93].

s xoHIIEeTIIIA TI3HIIIE Y JIITepaTypO3HaBUIM KOMIAPATUBICTHUII PO3TOPHYJIACS Yy
THITOJIOT1YHI TOCTIKEHHS aHAJIOTIH y CIIOPITHEHUX MUCTEIIBKUX SBHIIAX.

Krnacudikyroun npuxiany “TUNOIOTTYHUX CXOIKEHB 1 PO3TIIAIAI0UN IPOOIeMH
ix mopiBHsuIbHOTO aHamizy, /. JopummHa ax y 70-x pokax XX CT. TOBOPHB IIPO
“MmixcnimepamypHi cummesu’”, a 3TOJIOM PO3TOPTAB TEOPIIO MIXKIITEPATypPHOTO
poIieCy, OOIPYHTOBYIOUN KaTeropiro “mixciimepamyprux yenmpusmis” [7, . 86-90].
OkpeMoI0 perioHajgbHOK (QopMalli€l0 MIKIITEPATypPHOrO IEHTPU3IMY CEPEeAHbOI
€Bponu CIOBALILKUN BUECHUN BBAXKAB B3a€MO3AJICKHICTh POCIMCHKOI, YKPAiHCHKOI Ta
oiopycwKkoi Jiteparyp [7, €. 107].

Huska kpurepiiB reorpadiyHOro, iCTOPUYHOTO, COLIOKYJBTYPHOTO Ta
€CTeTUYHOI'0 XapaKTepy Ja€ MOXKJIMBICTH CITIBBIJIHOCUTH 1HJUBIAYaJIbHI CBOEPIIHI
SBUIIIA HAI[IOHAIBHUX KYJBTYp 32 TUIIOJOTIYHO CHIBMIpHUMHU (200 ¥ aJeKBaTHUMHU)
mapaMeTpamu, JO3BOJISI€ TEBHHUM YHMHOM  YIOPSIIKOBYBAaTH  O€3MOCEpeIHIo
JTEpaTypHy PELEMIN0 TEKCTIB CBOro perioHy. LIeHTpoM TSKiHHS, doueHmposum
(bakToOpoM y I1iil aHAITUKO-CUHTE3YyI04iil MPOLEypl, CTAE OOMIHAHMA, SIKA YTPUMYE
pIBHOBAary CTPYKTYp XYAOXHBOTO CBITY KIJIBKOX TBOpPIB CaM€ Ha HepemuHi
301MKyBaHUX KyJIbTyp 1 iX TBOpIIB. Take 30IMKeHHS MOxe OyTH 1CTOPUYHO
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