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Performativity is inherent in modern stage practices introduced as creative
experiments that appear on the basis of a postmodern artistic vision. Despite
the stormy coverage of the artistic and life space by performative action, it is
little studied, which actualizes the research.

In scientific literature, this word is often used in different contexts, even
far from each other. Under performative action is understood various kinds of
reincarnation and not only in the theater space. Performative (to carry out,
perform) contributes to the process of synthesis of artistic languages and
aesthetic interactions. Usually, this term is understood as an artistic action that
has an outrageous, extravagant character and aims to stun the viewer with
originality, unusual ideas and feelings. The term «performance» means
conceptual art, specializing in the depiction of experiences, states of
consciousness, socio-psychological phenomena of reality. The human body
serves as the means and material of a creative act. This is an artistic action,
fundamentally aimed at a certain self-expression. The content essence of
performative practice consists in the «combination of the incompatible»:
physicality and mentality, provocativeness and sincerity, communicative
orientation and alienation, which determines its existence «on the border
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between reality and art». It should be emphasized that performative practice
is not just a physical action that an artist creates in front of the public in a
certain place and time, it is a certain concentration of body and consciousness,
an important dialogue and a powerful energy that arises between artists and
the public. After all, this is an expressive manifestation of life itself, because
what is observed is not an abstract or metaphorical, but an absolutely concrete
and real fusion of performative action with life. And this can be considered
the main characteristic of performative practice.

Modern performative action explore the relationship between the artist
and the audience, in particular the limits of the body and the possibilities of
the mind, resorting to unconventional methods of engaging the target
audience, provocative with the intention of powerfully shocking.

In modern performative actions, the most relevant meanings of socio-
cultural reality and the current turbulent life can be seen. A strong emotional
basis, conceptual balance and philosophical value contribute to the
strengthening of their cultural uniqueness.

The cultural and artistic sphere today is able to present information as a
really effective tool that promotes certain ideas and initiatives aimed at
evoking the expected reaction of the audience.

Such artistic tools are involved in the process of generating preconceived
meanings of modernity, which form certain reorientations of society in the
assessment of social and cultural events. And in relation to today’s situation
of military events in Ukraine, artists all over the world do not remain aloof
from the existing circumstances.

Therefore, all kinds of art events are constantly held, which take place in
different countries and testify to the world’s attention to the current events. Let us
emphasize that performative practices in modern conditions of military
aggression attract public attention to the war in Ukraine, becoming effective
means of declaring stable basic meanings, own positions, as a confirmation of the
national unity of Ukrainians who are forced to be outside their native country.

The performative practices, which are wusually embodied by
representatives of European art residencies, represent various techniques,
materials, and approaches that aimed to immerse foreigners in a complex
emotional experience, show the Ukrainian daily context and encourage
support, primarily for the sake of social changes in society.

The performance becomes an appeal to the entire civilized world as a loud
response to the terrible events taking place due to the full-scale war on
Ukrainian soil. Performative practices are a real confirmation of the integrity
of the Ukrainian community, its strength and will to fight against war crimes.

Thus, the Ukrainian nation, experiencing terrible days in the war, is
consolidating, and, this is brought to the attention of the world community by
performative practices that are widespread. It is they who become an
extremely effective and expressive tool of artistic propaganda. Performative
actions aimed at supporting the national spirit and highlighting Ukraine in the
eyes of the whole world as a symbol of strength, indomitability and will are
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reproduced. On the cultural and political platform, an image of Ukrainian
strong as such is created. It is extremely intellectually influential on society
precisely on an emotional basis through challenging beyond the emotional
reactions of ordinary people.

The performative practice proclaims acute social messages in the realities
of time, thereby confirming its own socio-cultural meaning.
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Apxerunn — me mpaobpa3, mepBiCHUA 00pa3, ifes, IO BUSBIAETHCS B
pi3HEX cdepax ITyXOBHOTO JKUTTS W MOBEIIHKH JIOJUHH dYepe3 CHMBOIIM,
o0pa3u ysBH, SKi MarTh NPUXOBAHWH CEHC 1 MOTPEOYIOTH BiAMOBIIHOTO
TnyMadeHHs. TepMiH «apxeTurn», Bukopuctanuii K.FOHrom, HaOyB 3HaUCHHS
3aBIAKU HOro aHamiTHYHIN ncuxostorii. 3a K.KOHrom, apxetun 3akiajaeHuii B
OCHOBY YYTTEBO-HACTPOEBUX KOMIUIEKCIB, BH3HA4Ya€ iXHIO aBTOHOMIO,
HalsicKpagilie mocrae B Midax, (aHTasisx, CHax, TaTIOIUHAINX, XYA0KHIN
TBOPYOCTI TOIIO Yy BHUIJISAI CIpajaBHAa CTIHKMX MOTHBIB Ta acoIiallii,
Ha3BaHMX aBTOPOM AapXCTHUIIOBUMH ileIMH, IO ICHYIOTh TMOpSA 3
iHcTHHKTaMU. Lle BpopKeH] IMCUXivHI CTPYKTYpPH, 30CepeKeH] B TIHONHAX
«KOJICKTHBHOTO HECBIZIOMOTO», SIKi 3aKJIAJAIOTh MMiABAIMHH K CerudigHO
HaI[IOHAJILHOT, TaK 1 3aTaJIbHOJTIOICEKOT CUMBOJTIKH [1].

O/HUM 3 BXJIUBHX METOJOJIOTIYHUX ITIXO/IB Y BUBUEHHI YKPaiHCHKOT
KyJIbTypH € MeToJ apxerumiB, 3anodatkoBaHuii C. Kpumcbkum. AHaii3
apXeTHUIIIB CTAHOBUTH JIOCUTH aJCKBATHHUM, TaKWH, IO BIJNOBia€ yMOBaM
HAyKOBOI paIlioHaIbHOCTI, METOJI JOCHIPKEHHSI HAI[IOHAILHOI KYJbTYpH Ta
HalliOHAIPHOTO ~ MEHTaNiTeTy, mpaicropii Ta MaWOyTHIX eTHIYHHX
YTBOpEHb [2]. MeTo apXeTHIliB cTaB KOMIUIEKCHUM YSIBJICHHSM PO MEBHI
COILIIOTICHXOJIOTIYHI  XapaKTePUCTHKH YKpaiHCBKOTO €THOCY (eTHIUYHHMH
ABTOIIOPTPET YKPaiHIIB).

V TBOpuiit ciammmHi ¢inocoda 3HAYHE MicCIle MOCITAI0Th CO(iiiHI CUMBOIIHI
OyTTsI, apXETUIH «CIIOBA», «MOPAJTHHO-STHIHOI I[IHHOCTI 1HAWBITyaJIbHOCTE»,
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