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PERFORMANCE ART:
INTERART, INTERMEDIALITY AND INTERDISCIPLINARITY

At the end of the 20" century performance art, as a rule, avoids pigeonholing itself as a separate form
of the creative process, particular scientific orientation, or a definitive kind of art, it is an art of subliminal
hints that everyone can perceive at their own discretion. Performance art involves mandatory involvement
of the public and active communicative function. In an attempt to draw the attention of the public to the
problem in performance art irony, epatage, exaggeration, metaphor, and association highlights of social
phenomena that provoke the viewer indirectly or directly to some action or reflection on certain social
issues, connecting the moment of interactivity are widely used. In addition, public art, which includes
performance art, focuses on the unprepared spectator and involves communication with the city s space
and its inhabitants. Democracy in performance art is manifested through the choice of a topic that can
relate to any aspect of life. All performances art in the early 21*' century are united by external orientation,
having an onlooker in mind, but any individual performance art is aimed at the idea of awakening the

mind of the viewer.

Keywords: art of action, contemporary art, interdisciplinarity of performance, interdisciplinarity of
performance art, live art, media art, performance art, public art, social art.

Problem statement. Performance art' is an
example of contradiction and multidimensionality
in culture. Intermediality and interdisciplinarity are
the main components of the phenomenon. The basis
of performance art is the principle of provocation,
only one of the three forms of which is acceptable
within the scope of a creative act. Performance art
potential does not simplify creative manifestation
in the social sphere, on contrary, it allows an
individual to extend beyond separate disciplines,
thus obfuscating and enriching them. Due to
interdisciplinarity, intermediality, and its contradic-
tory nature of performance art the process of
convergence and mutual reinforcement of creative
act in particular branches is enabled.

Scale of scientific research. Performance art is
for the first time understood and studied within a
multidimensional cultural context. Multidisciplinary
character and intermediality of performance art as a
phenomenon are discussed at length. The study uses
an approach that involves the analysis of imagery
and symbolism, as one of the methods of studying
non-verbal communication. Synthesis is used to
combine discrete concepts with regard to their
relationship to performance art with the creative
forms of act within culture. An assessment of the

! The term “performance art” is used to identify the phenomenon
of short-lived corporal composition created in the public space,
where the gesture is the main expressive means, and epatage and
provocation are its organic properties.
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form and content of the phenomenon as a whole
gives an opportunity to characterize the types of
performance art in the contemporary media space.

The aim of the article is to identify possible
random and intentional interdisciplinary and
intermedial links of performance art with different
kinds of arts as well as to study its miscellaneous
scholarly research directions, and to substantiate the
distinctive features of its manifestations in the given
socio-cultural sphere. The article is concerned with
interaction of various forms of performance art,
which in their turn function as part of a unified
cultural whole. A salient feature of performance art
is its diffusive nature, along with the difficulty of
recognising this phenomenon even by experts. The
main objective of our research is to trace the
characteristics of the connections and manifestations
of performance art in culture.

Presentment of the basic material. The cultural
space of a modern individual varies with its
characteristics constantly changing from logocentric
to visual-centric ones, from the analytical one, with
its inherent longing for differentiation of sciences,
to the comprehensive and interdisciplinary one,
which closely resembles the uniform course of real
life, the one that does not condone any division into
faculties. Image-making experience of performance
art (Apr-A36yka 2007; Wainwright 2020) is rooted
in the act of revealing cultural phenomena through
visualization, contemplation and reflection, while
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appealing to interdisciplinarity and intermediality
(phenomena come from Literary, Media, Communi-
cation, General Semiotics and Arts Studies and
operated by transdisciplinary tools), to simultaneous
thinking and goes to make doubling of meaning, the
connotative extension of images and return to the
new, not original, text as a mechanism relevant
creative thinking (Queiroz 2019; Cliiver 2007;
XamuuoBa 2015).

In the modern socio-cultural reality there are
significant changes associated with the spread of
performance art (Latin “perform” — “action”): the
significant amount of information a mass recipient
seeks to evaluate without venturing too deep into its
verbal content, giving preference to the sensory
part. Performance art is more quickly perceived and
remembered by a respondent’s consciousness; it
activates persistent stereotypes and associations,
whilst relying heavily on the performative, which is
a part of the context of life events, that creates a
social, communicative and interpersonal situation
with consequences, and is self-referential, that is, it
points to its own self-fulfilling action with expanded
interpretation.

In addition to cultural approach, the study of
performance art requires aspects of both art and
philology due to multidimensional, intermedial
nature (Hansen-Love 1983, 291-360) of this
concept, which combines literature and music,
pictorial and theatrical, ritual and formal-structural
analogies of existing artistic forms. The metaphorical,
thematic, formal presence of one art in another, or
the synthesis of arts are present in performance art
for mutual reinforcement of the codes of various
arts, in order to achieve archaic syncretism, that is, a
single holistic action to convey certain emotional
states. In addition, via the act of borrowing by
performance art the codes of other cultures, arts,
sciences, etc., there is interaction and the enrichment
of these forms that is at play. Information transferring
during performance art is a game of continuous
semiotic invasion of one semiotic structures by
others; this process creates new meaning, contributes
to the emergence of new information, and its
encryption with multiple codes emphasizes the
communicative component of the performance art
(Jlorman 1992, 92-143).

Rapid development of communication and rising
tendency to use its wide range of possibilities have
led to the spread of intermediality through
performance art that can be further differentiated
into: hybridizational ~ intermediality  (that
presupposes synthesis of species), transmedial
intermediality (the embodiment of a single plot with
the help of different arts), ontological intermediality

(multimodality) and transformational intermediality
(transcoding one sign system into another with
empathy involved) (Tumamkxo 2012, 7-11).
Performances of Nam June Paik “Zen for Film”
(1962) (Bard Graduate Center Gallery 2016), Chris
Burden “Velvet Water” (1974) (DonSimmons
2001), Oksana Chepelyk “Deaf-mutes Chorus”
(Open Archive of Ukrainian Media Art 2004),
Stelarc “Ear on Arm, Engineering Internet Organ”
(2008), Ivan Svitlichny “Total Audio Performance
Art” (PinchukArtCentre 2018) are impossible
without new science-technological experience.

In performance art a work of art and the process
of its creation are unanimous. Therefore, this
practice combines the subject matter of knowledge
and influence, that is, mergence of the object with
the subject. Principles, laws, and categories of these
phenomena are the basis of the research of
philosophy and psychology. Philosophy, in terms of
performance art, could be considered its theoretical
and methodological basis. Psychology, along with
behavioural practices, natural sciences and its
branch, biological science, underlies the practical,
experimental nature of performance art.

In art, since special reality is construed for art
purposes, performance art can yield a strong effect
on emotional states in the terms of closeness
between a viewer and an artist. An unusual anti-
theatricality of an actor-performer is likened to the
psychological image of a trickster: the mythological
character of Native Americans. The manifestation
of behavioural creativity in routine actions has long
been considered indispensable for the artistic
understanding of life as art. The researchers of art
claim that art does not always require (specific)
institutions (JIugepman 2010; Aunuk 2008), that is,
it is possible beyond exhibition halls of galleries,
museums, etc., and can be created by people who
do not consider themselves to be artists; so the
separation line the lies between life and art is rather
conditional.

There has been found a direct link between
performance art and other disciplines: primarily
with sociology, politics, history, since they are
humanities, and take into account processes inherent
in separate individuals, large and small social
groups. Performance art can bring together people
of different cultures, create communication bridges
within separate societies, and establish intercultural
connections. Performance art phenomenon also
points to vital life values of an individual, group or
society. From the moment it has been established till
present performance art has been involving new
possible means of expressiveness as well as methods
of non-verbal communication.
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It is proved that performance art has a number
of features inherent to it as a cultural phenomenon.
Firstly, the multi-layered system of collective
beliefs with cultural codes imbedded forces the
audience to perceive performance art in a certain
way. Secondly, social power in the form of
censorship reacts to a content of performative art or
to its part; this action in itself is as an indicator of
humanness and humanity of the current societal
order. Thirdly, audience decrypting symbolic texts
(coded by the actor) varies from a direct one
(viewers in the hall) to an indirect and random
(viewers and passers-by) audience (JImmepman
2010). What is more, the actor involved does not
require special training and an example of this are
project “Inclusion in Culture” (I'ere iHCTHUTYT
2020), of Goethe-Institut Ukraine and performance
“Creativity of Down Syndrome People” (2018).

The link between the performance art,
linguistics, and anthropology is also apparent, since
the coining of the artistic term, “performance art”,
is owned to the speech acts theory by J. Austin.
Thus, performance art is associated with a first
person sincere verbal statements in indicative
mood, which is a prerequisite for the existence of
various social groups. As a result of anthropological
studies on a rite of transition, V. Turner has
determined a liminal part (interim phase), which
reveals the entire performative potential, the
meaning of behavioural metamorphosis.

The interdisciplinary connections within
performance art indicate the search for new ways
of solving complex problems in the synthesis and
integration process: one may observe a shift from
one set of disciplines (to which one apply
interdisciplinary aspects) to new disciplines with
a new subject of research: a look-out for a holistic
understanding of the universal scientific world
picture, which is constantly further complicated in
its strive to cover more and more phenomena of
reality. The connection of performance art, as a
cultural phenomenon, to science is followed by
the emergence of new, still unknown forms of art
on the basis of scientific and technological
progress and performance art. These include
Vl]-performance, contemporary dance, etc. At the
same time, technical innovations which have no
practical application in the present time are
nothing more than performance art, but
subsequently have the chance to transform into
future scientific achievements and various extreme
sports that are constantly evolving due to technical
possibilities in conjunction with creativity: freifeil
(FreeFly), any king of jumping (B.A.S.E. jumping,
bungee jumping; rope jumping), etc., or vice

versa: sports with complete deliberate rejection of
any technical assistance, such as parkour.

In the 20" century performance art strengthens
the view on experiment as a reflection of the constant
attempts and risks of modern life, in which
traditional rank script forms of behaviour are
ineffective and invalid. This form of creativity
reveals the symbolic significance of the experiment
as a social action the best (Hukuturaa 1997). Due to
its ability to mimic corresponding emotional states
and to lure us back into the world of feelings and
sensations by copying familiar action via the usage
of artistic means, performance art adds extrapolation
into the art-process, that is, by applying separate
conclusions on the whole multiplicity of phenomena:
the unknown draw upon the known, the future is
imagined in terms of the past and the present.

The performative “statements” in particular and
the language of art as a whole have become bolder,
and the means employed by modern artists make it
possible to express themselves quickly without
involving traditional forms of arts. Thanks to
performance art contemporary artistic practices
acquired the following performative characteristics
as: hyperrealism that allows to cross the usual
limits of perception of an artistic work; the game/
game-likeness; the absence of a single author;
provocativeness of actions; collectiveness; the
teleological (in the sense of anthropocentric
reimagining) vector of the art-process, suggestibility
(the ability to perceive psychological influence
from another person or group), a new role of man
and body (Pomanrok 2010).

It should be mentioned there is that there is a
distinct difference between creative acts and
political actions. In a pragmatic and rational
political action, the form of relationship with the
audience is different from that one in performance
art in: its views (a political action is the form of
their fossilization, whilst performance art seeds
doubt when it comes to popular views); the audience
(for a politician it is either an opponent or a
supporter, for a performer, i.e. a thoughtful and
critical contributor and a co-author); the author
(a politician plays the audience, while a performer
is with the audience). A. Vujanovi¢ (BysHOBHY
2013), a theoretician of performative practice,
believes that any performance art intervenes and
interferes with the social environment, affects the
public space by using new images, depictions,
techniques of work with a body and society. The
researcher singles out models of politically,
presented in modern studies: Political content;
Politically of the performance medium and form;
Politically of modes of work production. In the
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model of “Political Content” art takes the place of
a third-party observer in social events, where one
can talk about social events, without being directly
involved in them. The model of “Politically of the
performance medium and form” may not have a
direct political message or content, but only
political potential. The model “Politically of modes
of work production” covers the pattern-consistency
of cooperation principles, the setting in the context
of economic conditions, the ways of forming
groups, etc.

The majority of independent groups engaged in
performing avant-garde art practices use traditional
hierarchical elements of official theatrical
institutions: director, actors, agents, etc. The
problem of theatricalization of politics and
perception of political events through the prism of
entertainment and showmanship is elucidated
through the interdisciplinary links between media
performance and politics. This does not mean that
art is a politics, but it presupposes art to be its
component as in Liashko’s performances (JIsmiko
2011, 2013, 2016).

The potential of the provocative avant-garde art
has convenient forms for using art as a cover-up for
one’s satisfaction of pathological needs. Therefore,
it is important to have a clear distinction between
the unusual forms of artistic avant-garde and the co-
called “artistic” mendacious portrayal of events that
are in fact violent in their nature or are violations of
the rights of an individual, regardless whether they
were produced by an actual artist.

To understand the nuances of differences between
various kinds of “provocation” and manipulation, the
experience of social psychology might be useful. In
particular, the candidate of psychological sciences
and the practicing performer E. Morozova (Mopo3o-
Ba 2005, 22) divides provocativeness, which is widely
used in performance art, into the following groups:

1) its linguistic non-specific definition (Latin
“provocation” — “challenge”), which involves the
influence of one object on another (control, the
challenge in an object’s state, attention attraction
regardless of the object’s volition);

2)an act of evocation of anger, incitement
associated with conflict, confrontation, attack,
scandal, deception, violence, shock, etc. An action
that harms an object of influence with a provocateur
in interest. This group is divided into two subgroups:
the open — the obvious pushing of the object of
provocation to the actions favourable by
provocateurs, which hurt the very object of
provocation, hidden — the actions of the provocateur
are imperceptible to the consciousness of the object
of influence);

3) the act of encouragement, prompting, inviting,
stimulating, motivating, calling for action, in which
there are no negative components. The psychological
impact of the third group, like the previous ones,
may be intensive and accompanied by negative
experiences, but the intention of the provocative
side is not destructive to the object of influence. It is
this group of provocations that is characterized by
the stimulating potential of catharsis.

However, attempts to artificially bring perfor-
mance closer to criminalistics through terrorist acts
are unacceptable. Still the terrorist acts have nothing
to do with the creative process due to the difference
in the ultimate goal: in the performance it is creative
and restorative, in a terrorist act the goal is destructive.
V. Romaniuk draws attention to the fact that terrorist
acts are sometimes called performances, because
they have common features: a flexible changing
scenario; the participation of statisticians, who may
become casual passers-by; the presence of appropriate
scenery; open public space; carefully thought out
actions; unimportant accomplices, observers and
critics play a crucial role; collective metamorphosis
(Pomantok 2010, 150), but highlights the significant
difference between them: performance is “living art”,
terror is “deadly” (Jopomr 2014).

Despite the fact that behavioural psychologists,
psychoanalysts and pathophysiologists are engaged
in dissection of the term, there are performance art
that are complicated to recognise even for specialists
up to the complete dissipation of the action or
intervention of public order guards, as it happened at
the Art Basel exhibition in Miami Beach 2015. The
conflict of the visitor with the curator of the exhibition
turned into a fight with a knife, and the audience
perceived this as a performance act and did not help
the wounded curator (Wooldridge 2015).

Various technical possibilities allow the art of
performance to spread to the media sphere, bringing
in new art for synthesis such as: video art (work with
video and television images); telecommunication-art
(famous artworks use well-known kinds of virtual
space); video installations (constructions from
television or video devices); net-art (ever-changing
network art that is transformed Internet by users).

This is facilitated by the interactive devices of
high-tech culture of our time. In this case, original
derivations from performance art are formed: media
performance art — the genre of the media using the
entire spectrum of telecommunication systems, and
the interaction of the author and participants in the
network; video performance art — a performance art
on the verge of genres with the experiment “for the
camera-roll”; flashmob — an action with prior
arrangement and analysis in social networks.
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Media-related performances have components
that are characteristic of other types of living art.
Among them: collective creativity; overcoming
cultural boundaries for the purpose of “equal
dialogue”, search of new possibilities of
communication; expanding artistic opportunities at
the expense of the latest technical means; the use of
opportunities for perception of art through the
virtual space; removal of geographical boundaries
for the sake of art; an attempt to create a non-profit
form but they also depend on the technological
possibilities of digital media and can be instantly
transmitted to receivers all over the globe, and can
be designed to invite the interaction of a global
community (Pomantok 2010; Cliiver 2007). Such as
performances of young Brooklyn-based artist Man
Bartlett who works through social media platforms
like Twitter, Tumblr, and Facebook because the role
of the artist is to respond to society and the times
they live in (Blouin ArtInfo 2012).

In online communities, social networks and
other intellectual communities, in addition to
network art, there are many similar phenomena with
performative features of collective authorship —
forums, encyclopaedias, multivariate ideas of the
community, and the lack of restrictions in the
implementation of the author’s plan, the process of
involving participants and using tools that urge to be
involved in communication. Performance art is also
the subject of discussions, in which groups, which

are not engaged in its creation and not present during
the performance act, but, nevertheless, show great
interest in it. The search for “art in non-art” at the
present is equivalent to media promotion and media
success, that is, the “significance” of a work of art is
determined by voting or by the number of views
(“likes”) on the network. According to various facts
of the use of political activism joined with the
implementation of artistic techniques and their
interpretation, the deficiencies of society are
becoming apparent, which is very prominent in the
art of performance.

Conclusions. Hence, intermediality and interdis-
ciplinarity are the main components in the
controversial and multidimensional performance art
culture. The basis of performance art is the principle
of provocation, only one of the three forms of which
is an acceptable creative act. The performance
potential does not simplify creative manifestations
in the social sphere, it allows one to go beyond the
limits of separate disciplines and make them more
complex and rich. The performance points to the
dynamics of societal culture, reveals the cultural
differences of society, is formed on the basis of
interdisciplinary interactions and synthesis, evolves
through the exchange between different sciences.
Through interdisciplinarity, intermediality, and its
contradictory nature, performance art enables the
process of convergence and mutual reinforcement
of creative processes in particular branches.
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MUCTELNTBO HEP®OPMAHCY: IIPOMI’KHE MUCTELTBO,
IHTEPMEJIAJIBHICTD TA IHTEPIUCHUIIJITHAPHICTD

HesBuuaiine siBuiie, nomiuene B aApyriid nomoBuHi XX ct. [x. Ocrinom, P. [llexuepom, B. Tepaepom
1 Ha3BaHe Tenep nephOopMaHCOM Y PI3HUX HAYKOBUX CIIPSIMYBAHHSX, MOXKHA MOPIBHATH 3 MyJIbCYIOUUM HIPO-
TyOepaHIeM, COHSYHUM 3aiYUKOM YH BOZAOI0. AJDKE 1I0pasy, «CiiMaHui», BiH 3a1uIIae mo co0i adCoIr0T-
HO HOBITHIO (popMy, HOBUII BUA Y MUCTEITBI UM XKaHPOBE YTBOPEHHS. Kyanuch 3HUKAIOUH, PO3YUHSIOUHCH
1 cTabLTi3yI0YHCh Y KYNBTYPi, 3 ABISE€THCSA 3TOA0M 30BCIM B IHIIOMY MICIIi B IHIIMK Yac y HemepenoavdyBa-
Hui cnoci6 (11e 1 € Horo roJoBHA 0COOJIMBICTD), 3HOBY B HEBU3HA4€eHiH inocraci. HaBiTe 3ano3nyena 3 aHr-
miificekoi HOTO Ha3Ba 3aJIMINAE TOJIE AL PO3MYMIB: Lie BKE HE BHCTaBa, aje W He MOKa3/JeMOHCTpALLis,
He NMPOAYKTUBHICTH/€(PEKTUBHICTB, aje pyiriiiHa cuia. Tak, BiH MPOSBIAETHCS B iHKIIIO311 B KyJIBTYpi U Kpe-
aTUBHOCTI Jtozieit 3 cunapomoM [layHa, y BuTiBkax O. JIdmika Ta iHIIKX MOJITHKIB, Cy4YaCHUX HOBOYTBOPEH-
HSIX CIIOPTUBHOTO Ta BipTYaJIbHOTO XapaKTepy TOIIO.

YMOXIMBUBIIN HOBE, ephOpMaHC BOJHOYAC HE € UUMOCh HOBUM Y KyJBTYpi, ajle BaXJIUBO, 1[0 cCaMe
B I[bOMY SIBUIL[I CUHTE3YIOThCS HOBITHI TE€XHONOTIl 3 TPaAUIiIiHUM MHCTELITBOM Ta i i3 CAMUM >KUTTSIM.
3aBISIKH BiZICYyTHOCTI Oy/b-KO1 JiHIT pO3MEXKYBaHHS 3 IOAEHHOI0 KPEaTUBHICTIO, CAMOAISIBHOI TBOPUIC-
TIO i yTBOPEHOIO AKTOpaMH 0COOJIMBOIO PEANIBHICTIO, Tep(OPMAaHC CIIPOMOXKHUI BUKITUKATH MTOTYKHI €MO-
LiliHI CTaHU ¥ BIAYYTTS B3a€MO3B’SI3KY JIIOfIEH y CYCIUIBCTBI.

Take siBUIE NOTpeOye PETEIBHOIO BUBUCHHS, OCKIUJIBKH MOXE IOCTABaTH y BUIVIAAL 3py4HOi (popMmu
JUIS MaHiMyJIALii, HacCKJUIA i HeA0ANIoro CTaBJIeHHS JI0 JIIOJICHKOI TIHOCTI, 310poB’a uM uTTs. g popma
TBOPUOCTI HE MiANOPAIKOBAHA KOJHOMY IPOTHO3Y, KOHTPOJIIO Ta € CKJIaJHOIO JUIS BII3HABAHOCTI HaBITh
¢axiBIIM. PO3unHAIOMNCH Y HOBUX MEia Ta JONAIOUU MeXi OKpEMHX AUCIMILIIH, Taka GopMa TBOPUOCTI
3aJIMIIAE€THCA MAJIO3PO3YMIJIOI0, KOXKEH MOXKE 1HTepIpeTyBaru ii y cBiil croci6. IIpote came mmpokwuii mo-
TEHLial I[bOT0 IHTEPAUCLUILUIIHAPHOTO Ta IHTEPMEIIabHOTO KyNbTYPHOTO SBUINA AA€ 3MOTY BigHAWTH
MIPUXOBAHI 3aKOHOMIPHOCTI Ta CKJIaJHUKHU MPOSBIB HOTo iCHYBaHHS B Cy4aCHOMY CBITi.

Kiro4oBi coBa: *K1MBe MUCTELTBO, IHTEPAUCHUILTIHAPHICTh NephopMaHCy, IHTepMeTialbHICTh Nep-
(hopMaHcy, MUCTEIITBO Ji1, MECTEIITBO ITep(OpMaHCy, CollialbHe MUCTEITBO, Cy4acHE MUCTEIITBO, ITyOIIiuHe
MUCTEITBO.
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