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Digital technologies have fundamentally transformed the way visual content is consumed, making the viewer himself
a creator who can create photos, videos, music, and animation through specialized programs and applications: com-
munication of multimedia content by the combination of visual, audio and text elements. Boundless opportunities
for self-expression and creativity have unfolded for people. If the 20™ century focused on expanding the audience
with relevant, uniform content catering to a single consumer interest, the 21" century has brought about audience
fragmentation, with content tailored to individual interests and tastes. Media and digital technologies have created
a new type of audience—one that prefers fragmented, short messages and becomes actively involved and participa-
tory in the content stream. The audience is no longer satisfied with traditional “watching”; they move from passive
to active, demanding interaction and feedback. The viewer creates his own agenda and code of conduct, but this
is only an appearance, an illusion that satisfies their ambition for “significance,” sympathy, and complicity. Digital
technologies have altered the methods of achieving goals, transforming the user but not the goal itself. We live in an
era of computer simulations and virtual reality, which impacts not only the content and format of creativity but also
the forms of its distribution and perception. Today, research on the impact of new technologies on art and media, as
well as on the audience of new art and media, is gaining particular relevance in digital culture studies. Specifically,
it examines how digital technologies have changed the audience and how the behavior of the mass audience has

transformed into the behavior of the individual user.

igital, digitization, “digital transformation,” “digi-
tal revolution,” these are widely used terms. The
beginning of the Internetization process since the
1970s has contributed to this. The transition of audio
and video texts to digital format has laid the foundation
for qualitative changes in the functioning of the media,
when any physical, analog and static content was trans-
formed into digital and laid the foundation for personal,
i.e. human, information formats controlled by the user.
On the other hand, by transforming complex technologies
into simple forms, technologies have become tools for
intercultural communication. Vertical, hierarchical forms
of communication have been replaced by horizontal, net-
worked structures and a heterogeneous global society.
Media and digital technologies have created a new
type of audience, a viewer who chooses fragmented,
short messages, who becomes an actor and participant
in what is happening. He is no longer satisfied with tra-
ditional “watching”, moves from passivity to activity and

demands interaction and feedback. The viewer creates
his own agenda and rules of behavior, but this is only the
external side, an illusion that does not satisfy his am-
bition of “significance”, co-experience and participation.
Digital technologies have changed the method of achiev-
ing the goal, changed the user, not the goal itself.

Digital technologies have changed the nature of
viewing visual content, turning the user into a creator
who, using specialized programs, gadgets and applica-
tions, can create photos, videos, music, animations. Mul-
timedia content is a message that combines visual, audio
and text elements. It seems that it has opened up un-
limited opportunities for people for self-expression and
creativity. If the 20" century was focused on expanding
the audience on a single consumer interest and on rel-
evant content, the 21 century has offered us audience
clustering, individual interest and taste-tailored content
processed by algorithms.

Media and communication theorist Marshall McLu-
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han wrote: “Any technology creates a new environment.
Writing and papyrus created the social environment that
we have come to think of as the empires of the ancient
world. The invention of the wheel created an entirely
new environment of unimaginable scale, printing an un-
expected new environment—it created an audience. The
transition from mechanical technologies, including the
wheel, to technological circuits is the expression of the
greatest transformation of all time.”!

And indeed, we live in an era of computer simulations
and virtual reality, which affects not only the content and
format of creativity, but also the forms of its distribution
and perception. Today, the study of the impact of not only
the latest technologies on art and media, but also on the
audience of new art and media, is gaining particular rel-
evance in digital culture studies. In particular:

How have digital technologies changed the audience,
how has the behavior of the mass audience transformed
to the behavior of the individual consumer, and what has
mass culture itself become?

In the virtual space, a person acquires a different in-
formational existence, where the values of the real world
gradually shift to the virtual, the border between them
becomes blurred, and the illusory attitude towards exis-
tence becomes stronger. In mass culture, we can note 2
types of digitality:

The first is when classic, analog cultural objects are
transferred to electronic form

The second, when cultural objects—in their essence
and form—are electronic, created and produced in a dig-
ital environment.

These factors have also changed mass culture, add-
ing signs of convergence, changing both the speed of its
dissemination and the mechanism of its production and
creation. Technologies have also changed the nature of
the work to be done—the process of creation—it is not
only a translator of content, but also a co-creator with
the digital consumer community.?

In recent years, the world of entertainment has un-
dergone a global revolution, driven by the rise of the In-
ternet and the emergence of streaming platforms. One

1 McLuhan et al ., 2011, 5

of the most important trends has been the change in
the way people consume TV series. Viewers were used
to watching TV series on a set schedule with commer-
cial breaks. The Internet has changed all the rules of
the game, offering us an alternative: online streaming,
i.e. a convenient and flexible way to watch series. Pop-
ular streaming platforms where you can watch TV se-
ries and movies: Netflix, Amazon Prime Video, Disney+,
HBO Max (now Max), Apple TV+, Hulu, Paramount+,
Crunchyroll, Rakuten TV, and more.

According to the latest Nielsen report, in July 2024,
streaming platforms accounted for 41.4% of total tele-
vision viewing in the US, more than traditional cable
and broadcast networks. YouTube became the first
platform to capture more than 10% of total television
usage. These trends indicate that viewers are increas-
ingly preferring streaming services over traditional ca-
ble TV.?

One of the main reasons for the growth of stream-
ing platforms is their accessibility. Unlike traditional
television, where watching series depends on a fixed
schedule and the availability of certain channels, on-
line platforms offer a wide range of series and movies.
Users can watch their favorite series whenever they
want, wherever they want, and however they want—
using mobile or computer devices.

However, streaming platforms, unlike television,
give users the advantage of uninterrupted viewing,
without any commercial breaks, focusing on the current
situation, fully immersing themselves in the world of
the series, and watching until the end without interrup-
tion, which is essentially different from the perception
of a series shown on television.

The series marathon is based on watching the next
episode without any interruption, waiting. The viewer
can watch the series one by one, immerse themselves
in the dramaturgical collisions, feel, understand, iden-
tify with the environment. At the same time, influ-
ence the current. He is no longer just a consumer of
content, streaming platforms have given the viewer a
brand-new role, a tool of authorship, and now he can

2 Transformatsiya massovoi kul’tury v tsifrovoi srede [Transformation

of mass culture in digital field]. Sergeeva I.L. (2016) Kul’tura i tsivilizatsiya [Culture and Civilization], 6 (6A), pp. 55-65.

3 “US streaming viewership surges in July due to Olympics, Nielsen reports“ https://www.reuters.com/business/media-telecom/
us-streaming-viewership-surges-july-due-olympics-nielsen-reports-2024-08-20/?utm_source=chatgpt.com
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change or rewrite an episode, or completely produce a
new creative project. Many platforms even allocate a
special space for this, and the opportunity to reach a
wide audience without going through the complicated
system of traditional television channels.

The Internet has also changed the way we consume
content, especially when it comes to TV series. Online
streaming platforms offer a wide selection of series,
access at any convenient time and place, no ads, and
the possibility of endless “binge watching.” The Inter-
net has become a new era in the development of tele-
vision content, providing unique opportunities not only
for individual users, but also for creative teams.

2023-24 viewer choice studies reveal the desire of
viewers to devote as little time as possible to consum-
ing content, and this trend is growing by the day. Media
platform owners attribute this to the choice of viewers
opting for series with relatively fewer episodes. Also,
the so-called miniseries where the duration of the series
does not exceed 10-15 minutes, and even one evening is
enough for such projects, moreover, the viewer can use
any time interval to watch them, even while traveling
in public transport. A modern viewer prefers short but
complete stories, without spending a lot of time on them,
probably due to the acceleration of our life rhythm, the
increasing amount of information to be absorbed, and
the audience’s desire to receive as versatile and diverse
content as possible.

The digital environment exists in parallel with our
environment, in the same dimension of time where the
modern viewer has to exist, where he performs many so-
cial roles and where, for the sake of entertainment and
recreation, he is intimidated by large volumes of infor-
mation, thick books, long posts and video clips, and even
starts watching a video file only after determining its du-
ration. The mass of information is growing, but our mem-
ory bank, the reservoir of attention, remains unchanged.
So, digital reality fragments and divides information in
such a way that it does not require thorough concen-
tration and deep penetration into the current from us.
A video sequence puts us in a kind of hypnotic environ-
ment when we cannot stop watching and, at the same
time, no longer even remember what we saw, why we
saw it, and why we stayed there. Web surfing, scrolling
is an absorbing and poorly understood process for us. A
modern person, divided by many tasks, is immersed in

various software services to perform it. The environment
opens up different windows, pages, and creates the illu-
sion that it is in control of what is happening. In reality,
the trace left in the digital environment is the algorithm,
which then chooses the agenda and endlessly offers us
content on the same topic. The collection and analysis of
this behavioral data of the viewer/user, the continuous
personalized algorithmic rearrangement of the spectacle,
fills the archive of streaming platforms with information
collected about the interests of this viewer.

The process of viewing becomes a kind of hybrid
procedure of consumption and production, and the intro-
duction of such algorithmic systems of storing and dis-
playing video sequences into digital platforms (YouTube,
TikTok, Netflix, etc.) changes not only the viewer, but
also the spectacle. This process is completely different
from the traditional cinematic mode of viewing, even if
the spectacle is identical. The viewer is a participant in
many machine procedures, algorithms - when the spec-
tacle is chosen with him, watched with him, watched
without him as he is.

We leave a comment, a so-called “digital footprint”
as a result of viewing, an algorithmic profile, behavioral
models that then analyze, edit, and tailor the content we
offer to the user, from image quality to viewing speed.

The digital age has created a kind of free time in-
dustry that has qualitatively changed the consumption
of content. In the digital world, time is an economic re-
source that must be spent rationally. The serial produc-
tion model was also built on this factor, turning it into a
convenient way to spend free time. The TV series holds
a special place in the free time industry. Watching a se-
ries—the average duration of which does not exceed an
hour—online is much more efficient than going to a mov-
ie theater, especially when you are not sure whether this
or that film will deserve your approval.

In classical studies of TV media, we often encoun-
ter statements that indicate the low quality, low taste,
cheapness of production, and technological scarcity of
series. However, today the product of serial production
is practically not inferior to the cinematic one, whether
in terms of directorial, dramaturgical, acting and perfor-
mance indicators, or professional production, growing
budgets and star demand. Series are gradually com-
bining creative elements with increasing inventiveness.
Even 10 years ago, Netflix in 2014 set a clear requirement
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for the image format, calling the content an original
brand, which meant the production of films and series
in 4K and Ultra HD formats. This decision would insure
streaming in a way in the future, since in a few years it
would be difficult to find a TV that would not have Ultra
HD support.

Netflix and other streaming services have also
brought viewers into the digital world, just as many di-
rectors, actors, and screenwriters have switched to the
multi-episode web format.

According to British experts, the development of
streaming services and the growth of the popularity of
TV series have somewhat changed the processes taking
place in the film industry. The popularity of web series
lies not only in their sensationalism, but also in the fact
that their content has changed. If a TV show used to be
classified into several categories: sitcom, soap opera,
crime drama, family series, detective, deviation from the
standard could be detrimental to ratings, today the situa-
tion is different: the methodology of accounting for view-
ing demand allows you to determine a TV product tailored
to specific tastes. Streaming services that have access to
users’ gadgets have a large amount of information about
their interests and tastes: when you pause, re-watch a
scene, save footage, add to your favorites basket, rate,
comment, stop watching, etc. This is the information on
which the platform determines what the product will be
like in the future, what content to offer to suit you and
at the same time diversify your choice. Accordingly, it is
possible to distinguish b main directions that exist today,
which will develop even more in the future:

Image quality: Through streaming platforms and vir-

tual reality (VR) technologies, high-definition and

high-quality production of TV series (4K, 8K and VR)

(Ultra HD quality has already become the standard).

Personalization and interactivity: TV series will be

more tailored to the individual viewer—the viewer

will increasingly become a “co-author” of the current
events, choosing the direction of the development of
events themselves.

Cultural diversity: diverse content will become in-

creasingly attractive to the global market (for exam-

ple, the growing interest in Asian content on Netflix).

+ Time Management: Short Seasons and Mini-Series,
viewers are increasingly changing their viewing hab-
its, leading to a demand for short, sharp, and focused
seasons.

Using hybrid formats and alternative platforms: TV

series can exist in a variety of media formats: comics,

video games, podcasts, and more.

Today’s audience is no longer a unified group of
viewers; each viewer is an individual audience for whom
different stories, characters, and issues are tailored. As
a result, numerous series emerge that would never have
found a place in the traditional serial landscape. How-
ever, the future belongs precisely to these series creat-
ed for the “viewer-as-audience” and, less frequently, to
“mainstream” hits such as Game of Thrones, Friends, The
Sopranos).

Serial production will enter everywhere and encom-
pass everything, even those that film still approach-
es with caution and fear. For example, in 2019, Netflix
acquired the copyright to Marquez’s 100 Years of Soli-
tude—which the author himself considered an unsuitable
source for a film—and has scheduled premieres for 2024.*

Against this backdrop, cinema has seemingly lost
touch with the audience, as if they no longer know them.
They do not know whether this or that product will be
successful or not. Added to this is the high cost of pro-
duction and the tendency to stick to a tried-and-true for-
mula in order to reduce risks.

The public’s approach to the series has also changed.
Of course, the producer is always interested in hooking
the viewer on his product, and if they succeed, then they
have less advertising to worry about. The one who is
hooked will start looking for the next series himself. Tech-
nologies of creating an audience’s addiction to the series
are already well known: intriguing or endless action in
the plot, a break in the opening of the knot, etc., lowering
the curtain and what will happen next? Creating antici-
pation of action. The same and more stringent technique
is used if the main intrigue is not resolved and moves on
to the next season. These methods, borrowed by series
producers from marketers, were developed at the turn of
the centuries. A person even accidentally catching sight
of what is happening onscreen easily gets drawn to the

4 Everything You Need to Know About One Hundred Years of Solitude https:/fwww.netflix.com/tudum/articles/one-hundred-years-
of-solitude-release-date-news-cast-trailer?utm_source=chatgpt.com
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plot. We can say that today they play the same role that
the novel eagerly absorbed by readers played in its time.
Both novels and TV series have a second life, more in-
tense, more spectacular, and more fascinating. However,
it has its price, a disconnection from reality, which is es-
pecially felt if the production of the series has suddenly
stopped, or the season has ended, etc.

Any development in this area is connected with tech-
nological development. Updating an outdated driver is
done with a new driver. At one time, video content moved
to TV, and from TV to gadgets, leading to a whole series
of transformations, changes. The same will be the re-
placement of the era of smartphones with a new device,
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