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Introduction. Political performance — is a rela-
tively new subject of study in Ukrainian political sci-
ence, despite the fact that it has been used in politi-
cal practice since ancient times. Some aspects of the
problem are highlighted in the works of U. lInitskaya,
T. Kremen, G. Pocheptsov, N. Khomi.

Goal of the article. However, in recent years,
political performance has firmly established itself as a
form of social protest, as well as a means of forming
and maintaining an image, thereby proving its effec-
tiveness as a technology of influence. In consequence
of this aspect we intend to analyze it.

Main material. The concept came from the art
sphere, which denotes the form of action-oriented art,
in which the work is the actions of the author, which
viewers are watching in the real time.

In English, the term “performance” has many
meanings: action, spectacle, ritual sight, performance,
concert, as well as trick and focus.

Professor of New York University R. Schehner
defines it as a certain purposeful action, which is
demonstrated by representatives of one social group
to another and is realized, as a rule, through game
and ritual elements of communication [10, p. 28].

He tries to find out the general features of the per-
formance, bringing them either from the rituals, or
from the behavior of animals.

By the types of the rules, he distinguishes
between three varieties of performances. A game is
characterized by the fact that the rules are offered
by the one playing. Regarding a sports game or
theater, the rules determine what can be done and
what can’t be done. Aritual has rules that are higher
than the person who obeys them. R. Schehner
brings together the ritual and the game in contrast
to sports games and theater.

The boundary between performance and ordinary
life is rather conditional. In this opinion, R. Schehner
is close to the theories of M. Evreinov and his idea of
theatricality of our lives. He saw this theatricality both
in the usual reception of guests, and in the colorful
dress of the natives.
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The article examines political performance as a form of social protest, as well as a means
of supporting mostly epic image of politicians. It is clarified the features and conditions of ef-
ficiency of the political performance. Among the features, the key place is devoted to the en-
tertainment. It appeals to the emotions and involvement in the performance of the audience.
Among the conditions of effectiveness — the relevance of the action, as a rule, the protest
nature of the act with a certain aesthetics and shock, the clarity of the content of the campaign
for the audience. The conclusion is that theatricalization and “designing” of political reality will
become increasingly important for the modern political process, and the perception of politi-
cal events through the prism of entertainment will inevitably come to new forms and scales.
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By dividing the audience into an integrated and
random, R. Schehner noticed that a random audience
is more interested in acting for the following reasons:

1) the random audience had a choice; it came,
paying the money for the performance;

2) its members came by themselves, so mass
actions are impossible, because the viewer feels
strangers among the others;

3) an integrated audience knows in advance what
will happen;

4) ritual performances often last so long that it is
simply not enough to be interested all the time, per-
formances for a random audience are arranged in
special time intervals [10, c. 37].

We can get the knowledge about the performance
in the writings of the theorists and practitioners of the
early 20th century theater, especially M. Yevreinov
and V. Meyerhold. They sought to intensify the theat-
rical performance by the efforts of the actors, and the
active participation of the viewer, thinking them as the
only communicative structure, that led to the founda-
tion of the today’s performances.

M. Yevreinov defended “theatrokratia” (“dominat-
ing the theater above us”), seeking everywhere signs
of creative change of the world by man. A child can
play, for example, with a button, adults are inter-
ested in a new form of playing cards. The permission
of Emperor Paul to wear round hats, M. Yevreynov
notes, has caused more pleasure in St. Petersburg
than the abolition of the secret police.

On the pages of his three-volume study “Theater
for yourself’, he cites a large number of examples
of “theatrical instinct” of people. We all are — actors,
even for ourselves, says M. Evreinov [4].

German political scientists T. Meier and M. Kamp-
mann [14; 15], say that the key role in theatricali-
zation of political activity is directed by the media,
which in the era of the globalization of communicative
processes have become, in fact, electronic develop-
ments for politicians-actors.

An American researcher, A. Borecca, notes that
politics becomes a theater when it politicians are
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given a stage where they can observe the audience,
and when the participation of the spectator - the
requirement of the production on the stage, becomes
the norm of political interaction [13, c. 66].

Many researchers believe that politics and theater
are similar because there is a need for an audience in
both cases, an attempt is being made to conquer this
audience. Therefore, the result of the unity of purpose
is the unity of means. And a very important role in this
is played by the mass media, which are turning into
a stage for performances. An example of this is the
speeches of politicians on television: an appeal to the
people, participation in political talk shows, election
debates, etc. The main goal of political performance
is not the communicative act itself, but the gain of the
audience’s attention. After all, political choice by many
is carried out not after a weighed analysis, but under
the influence of an emotional impression.

U. lInitska calles a certain theatricalization of reality
as an important aspect of political performances specta-
cle[1, c. 194]. Among the examples are the inauguration
of the president, the coronation of the monarch, military
parades, airshows, the assignment of military ranks, sol-
emn meetings of parliaments, festive rallies, demonstra-
tions, court hearings (with judge mantle), etc.

N. Homa denies the ideas of the previous author,
believing that it is necessary to distinguish between
political performance and political ritual, which include
the given examples. Unlike rituals in the performance,
the boundaries between the viewer and the actor are
erased, creative zigzags are encouraged (for exam-
ple, passers-by are involved). The emphasis is made
on the interaction between the scene and the audi-
ence hall, which is impossible in the event of a solemn
political ritual. Performance is a complex communica-
tive action, in which the role of actors and the audi-
ence themselves are equally important. The essence
of the performance is manifested in its function of
manifestation of political ideas and the demonstration
of the role of its supporters [11].

T. Kremen believes that through the performances
of political mobilization reaches apolitical strata of the
population, involves them in political activity by providing
political participation of elements of the game [2, c. 72].
The researcher gives an example of effective political
mobilization through social networks, due to their emo-
tional background. She believes that performance does
not hand spontaneity. It has an organization and a clear
hierarchy. It pursues certain goals and is not intended
for casual viewers. Organizers choose a place and time
with the purpose of the greatest influence on the audi-
ence. Using political performance gives a certain guar-
antee of attracting the audience to political problems,
predictability, the basis modeling of political activity.

Performance has always played a special role in
society: for example, in ancient times it was thought
that it would be crop failure if do not hold the ritual
and do not call for the help of the force of nature.
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The performance can be considered as the ritual of
the dedication to the Cossacks. Official enrollment
in the Cossacks was carried out through the ritual of
admission. The newcomer, who passed all the tests,
turned to the ataman, bowed to him and asked to be
accepted into a partnership. According to the custom,
the ataman asked for the consent of the chef of the
Kuren, and when he agreed, the newcomer paid the
cook a certain amount of money and had to bring to
the ceremony guarantors — the prominent Cossacks
who knew him well. The ruling of the ceremony com-
mission was asserted by the Ataman.

Today, a lot of real events are dramatized so that
they can get on TV screens. These are terrorist acts,
theft, demonstrations, even press conferences. Uni-
dentified individuals and usually silent groups have
the opportunity to get communicative power when
they do something worthy of news. Negotiations
between them and the authorities always take place
in the eyes of the third party — the viewer.

Performances are used for any political regime.
“Performance is becoming a central form both during
the period of “decay’of society and in the period of
rapid changes. And in both cases, performances allow
us to produce a unified interpretation of the reality” [11].

If we talk about totalitarianism, the most com-
mon varieties of performance were demonstrations,
parades, solemn gatherings. They existed as the only
model of correct mass behavior. The space where
the performance took place, clearly distinguished
between “simple” and “special”. The right to the last
(the tribune, the presidium) was only elected. Demon-
stration and parade used the movement as its compo-
nent. Accordingly, the symbolic significance acquired
the direction of movement, the column could go only
as it was defined. When in Kiev the direction of the
movement of colonies passed by the rostrum was
changed, a joke appeared immediately: they say, 70
years we went by incorrect way. The solemn assem-
bly reproduced the same model of demonstration, but
it unfolded in the report proclaimed by the member of
the Politburo. It was devoted exclusively to the suc-
cesses and represented the verbalization of the col-
umn that was passing by the rostrum.

In totalitarian performances all participated. Inter-
estingly, everyone understood the insincerity and arti-
ficiality of these structures. But performance is possi-
ble only when the audience adopts its rules.

Totalitarian performances were replaced by non-to-
talitarian — there were rallies and demonstrations. But
it's interesting that the laws of the performance do
not change. New presidential performances began to
be developed — receptions of ambassadors, appeals
to the people, etc. The non-verbal sphere is rather
quickly ritualized, repeating the same patterns.

A new type of performance became parliamentary
battles. On the one hand, they demonstrate elements
of independence from the authorities, sometimes
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arguing with the president, ministers. On the other
hand, all real decisions are clearly defined before vot-
ing in the session hall.

Let’s recall the first parliamentary meetings in the
USSR, that were a really good performances. People
did not get of the TVs. Subsequently, the same atten-
tion was paid to the election of the Speaker of the Ver-
khovna Rada when former dissidents who became
deputies claimed to be leaders. But it was an expres-
sive performance, since they had no real chances.
The theater has surpassed politics at the same time.

One of the varieties of performance was the Party
congresses. This is the sample of the performance,
because its end is clearly defined and necessarily ful-
filled. There is an integrated audience. Existing and
habitual behavior patterns, clear structuring of space
and time. This is political communication, where the
issues of power processes are solved. And since the
power falls into one hand — the masses are some-
times needed only to legitimize this process. Indeed,
the processes of decision-making and legitimation are
different, and at the last time is easier to implement,
directing it to the performance.

Political performance is an essential element of a
democratic structure, since it allows one to join democ-
racy to a wide circle of people. Political performances
sometimes bring up a new type of personality. After all,
most of our people’s deputies “grew up” from such a
form of political performance as a rally. It was there that
they got their new “face” to which voters voted. It was a
verbal rehearsal of power behavior. The development of
democracy is impossible without a sufficient number of
language-developed personalities. The epoch of read-
ing from the paper is over. It is no accident that the writ-
ers gave a significant number of people’s deputies.

Performance is the most massive processes, the
most massive strategies of information exchange. And
without political performances it is impossible to enter
democracy for the population. Here, of course, it is desir-
able to have another correlation of ritual and improvisa-
tion than that which was considered the norm in times
of totalitarianism. This program can be displayed based
on what is known or unknown to the communicator and
the audience about the eventual development of events.

During the election campaigns, the performances
are political rallies, meetings with voters, artistic
events, sports events, toloches, organized with the
support of politics or political forces, etc. The advan-
tage of such non-traditional communication tools for
conducting an election campaign is to appeal to the
irrational components of social consciousness. They
create the illusion of the openness and availability of
candidates for voters, use the psychological mecha-
nisms of infection and suggestions that influence the
formation of an installation to vote in a way that is nec-
essary for a political entity.

Theatrical performance at all times occupied an
important place in public policy. It is no coincidence
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that political discourse is often described as theatrical
metaphors: in the case of doubt in the politics’ sincer-
ity assert it as a political farce or “well-rehearsed per-
formance”; failure communication is called the theater
of the absurd etc.

According to S. Shomova, the task of political per-
formance is to pesent a bright, memorable information.
Performance is rather a way of aesthetizing politics,
rather than a means of serious political struggle; it pop-
ularizes the leader (party) and, moreover, creates a
beautiful image for the media [12, c. 79].

With the help of a political sight, the “jump-off of pol-
itics” is carried out through the rational-political com-
ponent of the consciousness of citizens directly at the
level of the irrational-emotional component (“removing
the mind straight to the heart”). The spectacle creates
the necessary emotional (and not political) state of
the spectator-participant and emotional (not political)
attraction to political action. Therefore, this effect is
short-lived and operates at the level of emotions, and
not at the level of stable political attitudes.

Let’s recall that political performances are an inte-
gral part of the activities of representatives of the par-
liamentaries and political parties. Striking examples
are O. Lyashko (who made shocking destruction of an
illegal fence by a tractor, made a slaughter of an illegal
casino, brought a cow under the KM, within the frame-
work of an action to raise milk purchasing prices), the
“Right sector” (popular lustration of officials using gar-
bage tanks). These are examples of the formation and
maintenance of a certain image by politicians.

Performances-protests are widespread in Ukraine
today.

Independence Square has twice played the role of a
large scene for mass protests-performances. In 2004,
the symbols-props of the first Maidan (“Orange Revolu-
tion”) were orange ribbons, oranges and the pre-elec-
tion logo of V. Yushchenko - under the name “Tak!”.
In 2014, the protests of the second Maidan (“EuroMay-
dan”) were followed by “Molotov’s cocktail”, barricades
and tires. The second Maidan demonstrated a whole
range of emotional states — everyday life, folk festival,
night-time car tire fires, tear gas, military actions, con-
certs and art exhibitions, flash mobs, the presence of
cameras — all this with the help of television and the
Internet turned into a real power collision in “total instal-
lation”, “performance sized as the city”.

Special forces “Berkut” were pour on by the soft
toys, activists stand in front the special forces with mir-
rors instead of posters. A distinct bright page belongs
to numerous performances with a yellow-and-blue
piano decorated with the stars of the European Union,
which first appeared at the Presidential Administration
at the corner of Bankova Street and Lutheran Street
on December 7, 2013. The young Lviv musician Mark-
ian Matcheh put the instrument on the border of the
special forces and played the 64th opus of Chopin.
The idea was to answer art and kindness to violence.



Maidan, as a major protest political participation,
has become a large collection of diverse actions-pro-
jects of political performance.

Organizing performances by foreign art groups,
with the participation of Ukrainian activists and the
public, was characterized by the latest political prac-
tice in Ukraine. For example, the Israeli art-group
“Public Movement” arranged weekly performances
under the general name “Crossroads” devoted to
tense political events in Ukrainian society [4].

In 2013, political performances usually had one
theme — support for the European integration of Ukraine.
For example, the activists of the EuroMaidan city of
Odessa built huge letters “We Are” by their bodies hold-
ing the Bengal lights lit up in their hands, on the Potem-
kin Stairs [5]; In Ternopil, 60 participants in the yellow
raincoats and with umbrellas performed the dance
“Rhythm of Europe” on the central square of the city [6].

In 2014 and early 2015, the most popular theme
of political performances was aggression from the side
of the Russian Federation. It is worth noting that there
is an attempt to attract attention not only Ukrainians
but also the whole world to the problems concerning
Ukraine. For example, the performance in defense
of the Crimea in Ukraine, organized by the writer
S. Zhadan and artist V. Klyuzko. The organizers shot
a series of photographs with the emblem “Crimea is
Ukraine” on the background of works by Van Gogh,
Picasso and other famous artists [7]; The delegation of
Ukraine to the OSCE made a performance and demon-
strated as a protest a photo from the canceled exhibi-
tion on Russian aggression in Crimea at the meeting of
the Permanent Council of the organization [8].

In the territory of the Museum of the Great Patriotic
War in June 2015, a group of people performed the
performance “Ukraine without a chains of the Russian
world”. The naked girl was painted in a yellow-blue color
and tied on ropes to the tanks. The girl was wrapped in St.
George’s ribbons, her mouth was glued with red tape [9].

A large number of breathtaking performances,
including politically directed, is conducted by FEMEN'’s
women’s organization, which violates certain sym-
bolic frontiers, usy the female body to interest a wide
range of problems.

Conclusions. It is important to study the possibil-
ities of performance political communication, advan-
tages and opportunities for its use. Based on the latest
trends in the development of public policy, theatrical-
ization and “design” of political reality will become
increasingly important for the modern political pro-
cess, and the perception of political events through
the prism of entertainment will inevitably come to new
forms and scales.

In our view, political performance in order to effec-
tively achievement of its goals should have the follow-
ing characteristics:

 development of action in time;

e increasing emotionality;
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* game moment of action;

« availability of a script;

* presence of the ultimate goal of the promotion;

* relevance of action;

* as a rule, the protest character of the act;

* certain aesthetics and shoks;

» comprehensibility of the content of the campaign
for the audience, etc.

Consequently, at this stage of its formation, polit-
ical performance as an actual technology of political
influence is highly valued and requires its systema-
tization and determination of its laws. According to
some researchers, it may not be just a channel of
communication, not just a method of influence, but
a “third force” in relations between government and
society.
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MoniTuuHuii nepcpopmaHc AK TEXHOOrIA BNANBY

MakapeHko Jlinis MeTpiBHa

KaHAuAaT noniTMYHMX Hayk, JOKTOpaHT
Kadpeapn NONITUYHMX HayK

KWIBCbKOTrO HaLiOHa/IbHOTO YHIBEPCUTETY
iMeHi Tapaca LLleBueHka,

ByNn. Bonognmunpceka, 64/13,

Kuis, YkpaiHa

Y cmammi po3anisidaembcsi noaimuyHuli nepghopmanc sik ghopma coyjiasibHo20 npomecmy, a
MakoX sk 3aci6 chopmyBaHHsI ma nmiompuMKU iMIOXY MOAIMUKIB, 30€6i/1bL020 ernamaxHo2o.
3'scosyromscs lio2o ocobsiusocmi Ui ymosu eghekmusHocmi. Ceped ocobsiusocmeli k/io4ose
Micye Hanexums BUAOBUWHOCMI, anensyii do emouyill i 3asy4eHHI0 do dilicmBa ensoaqis.
Ceped ymos ehekmusHocmi — akmyasibHicme dii, K rpasuso, npomecmHull xapakmep
akmy, nesHa ecmemuyHicms i enamaxHicms, 3p0o3yMislicms 3Micmy akyii 0151 ayoumopi.
Pobumbcsi BUCHOBOK: meampariizayisi U «KOHCMpYoBaHHs» MoimuYHoi dilicHocmi Habysa-
MuMymb 3poCmarodoi 3Ha4ywocmi 07151 cy4acHo20 NOAIMUYHO20 MPoyecy, a CrpuliHImms
rnoAimuYyHUX Mooili yepe3s npu3my BUGOBULHOCMI Ma PO3BaXaIbHOCMI HEMUHYyYe Habydymb

HoBuX ¢hopM | Macwmaois.
Kntodosi cnosa: nonimudHull nepcghopmaHc, mexHo/10isi B/Iusy, npomecm, iMiox, mea-
mpasnisayisi mosIimuku.
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