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Filozofické védy

UDC 81:42

EXTRALINGUISTIC FACTORS IN THE MEDIA LANGUAGE
OF CUSTOMS TEXTS

E. A. Yazbik

Lecturer of the Department of Foreign Languages,

e-mail: lenayazbik@gmail.com
Belarusian State Pedagogical University,
Minsk, Belarus

Abstract. The article considers extra linguistic factors in customs media discourse that is represented with spe-
cialized online publications. Professionally oriented publications were analyzed, special attention has been given
to the interpretation, functions and their linguistic aspects. The Addresser and the Addressee participate in the
processes of formation and translation of semantic structures. The choice of lexical units and grammatical design
of the customs discourse contributes to determining its functional and stylistic contour and allows further talking

about the status of specialized customs publications.

Keywords: professionally oriented publications; customs texts; media linguistics; verbal and extra linguistic

components; communication participants.

This study is based on texts from profes-
sionally oriented English- and Russian-
language customs publications. Literature of
this kind analyses topical problems, current
socio-economic, socio-legal issues, reveals
aspects of socially significant activities and
scientific and technical achievements of the
customs service, which play an important
role in the socio-economic development and
ensure the safety of the population in modern
society.

There are periodicals intended for readers
who share a common interest, a common
profession — “specialized publications”. The
above-mentioned publications are “industry-
specific” or “company-specific”, i.e. “profes-
sionally oriented” it means they have a num-
ber of common characteristics. These publi-
cations are issued with a certain frequency;
large companies, various services, profes-
sional associations publish them at their own
expense; they are aimed at representatives of
target groups, reflecting their activities, inter-
ests, problems and achievements; their sub-
ject matter, headings and contents depend on

Paradigmata poznani. 1. 2023

the specific professional specialization and
field of activity.

The issues of studying professionally ori-
ented publications are of significant interest
to modern linguistics, various aspects of the
study are reflected in the works of such re-
searchers as L. S. Agafonov,
V. A. Volkomorov, A. Yu. Gorcheva,
B.A. Igraev, A.D. Krivonosov, D.A. Murzin,
L.N. Ryzhikova, G. A. Sosunova, L. N. Fe-
dotova, Y. V. Chemyakin, O. Yu. Shyman-
skaya and a number of other authors. Particu-
lar attention is paid to the interpretation,
functions, and linguistic aspects of profes-
sionally oriented publications.

The aim of the article is to study customs
discourse and to analyze extra linguistic fac-
tors in the development of media language of
customs texts. In linguistics, there is no un-
ambiguous definition of the public function
of this kind of publications. That is why Pro-
fessor Igraev B.A. in his works rises a ques-
tion if this kind of literature should be re-
ferred to modern journalism or treated as a
mass medium [2, p. 193]. Such publications
are subordinated to the goals of the corre-
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sponding corporations (in our case, the Cus-
toms Service), but not to the editors of the
publishing house; they are an instrument of
corporate communications. They are not a
type of business. The above-mentioned fac-
tors can serve as the basis for distinguishing
corporate (industry-specific, professionally
oriented) media from other publications. At
the same time, there is also an opinion that
such publications “are a subspecies of spe-
cialized business press and have all the at-
tributes of mass media” [3, p. 126].

The main objective of the customs field is
to raise the level of professional competence
of the sector's employees. Corporate publica-
tions provide trade and promotional infor-
mation for external audiences, with the aim
of maintaining relationships with existing
business partners and establishing new ones.
A professionally oriented Customs publica-
tion is both a media and public relations tool
and a means of promoting Customs' identity,
social value and importance to the public at
large, and also a tool for building harmonious
relations among staff, personnel and man-
agement. They can be categorized as profes-
sional or institutional discourse, immersed in
a communication situation by Customs and
WCO officials (a specialized clichéd type of
communication between people who may not
know each other but must communicate ac-
cording to the norms of the communication
situation).

Intensive socio-economic development
contributes to the growth of professional
spheres with the simultaneous emergence of
relevant media texts in electronic field publi-
cations, which, in turn, become the object of
linguists' research. The issues of the func-
tioning of media linguistics are reflected in
the works of researchers E.V.Budaev,
T.G. Dobrosklonskaya, E.Ya. Shmeleva and
others. The active use of the term is associat-
ed with the works of T.G. Dobrosklonskaya,
who used the term “media linguistics” as a

new independent direction in the study of
mass media language [1].

The functional and semantic characteris-
tics of the media texts of professionally ori-
ented customs publications are based on the
concepts of media linguistics about the dom-
inant role of sociolinguistic, cognitive and
pragmatic aspects. The Addresser and the
Addressee, separated in time and space, par-
ticipate in the processes of formation and
translation of semantic structures. The indi-
vidual's consciousness under the influence of
the media-communicative factor is not divid-
ed into communication and comprehension,
as a result a “media discourse” is formed, in
our case — of the customs topic. In the con-
text of the present study, the addresser's in-
formation about the customs service activity
is simultaneously a textual corpus of profes-
sional topics.

Media text is a unit of media discourse
and a basic category of media linguistics, in
media discourse verbal and extra linguistic
components are combined into one body —
the customs discourse studied in this paper
includes verbal component (texts) and extra
linguistic one (customs service activities in
socio-cultural aspect).

The study has established that the discur-
sive field of mass media, in our case the ac-
tivity and social role of customs, serves as a
kind of space of information on customs is-
sues. Media discourse, acting as a unity of
content and form, activity, instrument and
result, influences communicative situations,
normalizing and regulating the action of
communication participants. The choice of
lexical units and grammatical design of the
customs discourse contributes to determining
its functional and stylistic contour, allows
further talking about the status of specialized
customs publications. In other words, in me-
dia space, the content and mode of descrip-
tion are conditioned by the topic, the choice
of which is predetermined by media dis-
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course as a kind of mode of knowledge pro-
duction. In the context of this study, the pre-
dominant thematic factor is the socio-
economic and socio-legal aspects underlying
the functioning and social significance of
modern customs service.

In this article, we identify the following
extra linguistic factors in the development of
media language. The rapidly evolving media
has a significant impact on social life, the
shaping of public opinion, the system of spir-
itual values, and the speech practices of soci-
ety. The language of mass media, in our case
the customs sphere, reflects the state of pub-
lic consciousness, reacts quickly to its chang-
es, at the same time influencing its formation.
New approaches to the study of language
play an important role in analyzing the in-
formation in this article. Thus, the concepts
of cognitive linguistics, which emerged on
the basis of cognitivism, analyzing thinking
and related mental processes and states, the
issues of world perception in the course of
human activity, are defined as dominant in
this article, as the focus of this direction is
the issue of building language communica-
tion, in our case the customs field as the basis
of information exchange in this sphere.

Thus, the media linguistic aspect of re-
search of texts of field customs press gives
the important role to ways of granting the
corresponding information to which choice
of language means belongs. Media discourse
is a multilayered, multi-level phenomenon,

Paradigmata poznani. 1. 2023
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realized in the unity of linguistic and media
features.

In the conclusion we can say that the study
of customs texts in the medialinguistic and
linguocognitive aspects allows us to identify
the following specifics in them: external,
communicative factors play a significant role
in the formation of these texts, their function-
ing, structure, presence of the targeting.

The key role in the functioning of the
English-language customs text as a speech
work is given to the following: content cate-
gories — coherence, the thematicity, partition-
ing, locality, temporality, evaluation, modali-
ty, personality; formal and structural -
presentation in the form of a written docu-
ment, subject, title, introduction, keywords,
coherence and integrity, super-phrasal uni-
ties, functionality and pragmatic setting,
grammatical, logical, stylistic connection of
the phrasal unities, conclusion (conclusion).
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CONTEMPORARY STAGE ART AS A PERFORMATIVE INNOVATIONS
AND PROVOCATIVE CULTURAL AND ART FORMS
IN THE POSTMODERNIST DIMENSION

S. N. Shumakova Candidate of Art History, Associate Professor
ORSID 0000-0002-2269-3149,

email: svetlana-klr@ukr.net

Kharkov State Academy of Culture

Associate Professor of Directing Department,

Kharkov, Ukraine

Abstract. The author of the article touches on the issue of performativity, emphasizing that pervasive performa-
tivity, as a special cultural phenomenon, has recently been an integral part of modern life. The performative
event belongs to the culture of everyday life and exists simultaneously in the space of art and in the space of so-
ciocultural processes — at the intersection of empirical and artistic realities, which implies inseparable sociocul-
tural and artistic connections.

The purpose of the work is to differentiate meaningful structures of performativity and performance, inscribed in
a sociocultural context, through the prism of culturological-art history analysis; understanding the trends of the
latest stage practices as performative innovations of an experimental bent and provocative cultural and artistic
forms in the context of postmodernism.

The research methodology is based on the synthesis of culturological and art history approaches, analytical and
interpretive approaches to the study of the outlined issues.

The scientific novelty consists in: systematization of the main principles of performance as a provocative cultural
and artistic form in the space of innovative cultural practices of postmodernism; differentiation of meaningful
structures of performativity.

Performativity is determined by the sphere of free action and the conceptual mastery of a new aesthetic experi-
ence, which is built on the ability to "move within perception™ and "move the art event itself" in its sociocultural
reality, which inspires the acquisition of new views of an existential nature.

Modern stage practices are determined by the tendency to bring art into life as a complete merger with it and
introduce into the human consciousness the idea that any fragment of his everyday life can reach the level of an
artistic act and reveal the performative essence of reality.

The performative action is determined by the form-content essence of newest form of theatricalization of reality
in its inherent correspondence to life forms (when the boundary between the conditional and the real is over-
come). Therefore, the performative action appears as an art project (the project — "thrown forward") within the
framework of non-classical and post-classical theater systems.

The performative action immerses the viewer in the diffusion of artistic innovations, turning into an integral ac-
tion, unexpected in its solutions, which is separated into a coherent artistic structure.

Modern stage practices gravitate towards the performative innovations defined by the formula of artistic experi-
ment "action for the sake of action" in cultural and artistic forms in postmodern dimension (which focuses the
research initiative of critical thought on the latest artistic intentions as prospects for further researches).
Keywords: modern stage practices; postmodernism; an artistic response to the challenges of time; provocative
cultural and artistic forms; performativity; an artistic experiment of "action for the sake of action"; performative
aesthetics.
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Artistic responses to the challenges of the
time are based on the reflection of today's
chaotic life in the mastery of cultural experi-
ence, which is formed in the postmodern di-
mension as performative.

The tendency to overcome the boundaries
between life and art, manifests a state of vivid
stage experiment, as a permanent desire to go
beyond the boundaries of previous artistic
forms, the perception of actual performative
intentions. They are superimposed on the ex-
isting theatrical tradition and turn into isolated
statements taken out of their inherent context.

The artistic experiments expands its
boundaries, where innovative scenic forms
try to reveal the meanings of today's world,
which loses the distinction between progress
and degradation, real and virtual, future and
past, beauty and ugliness, etc. Today's scenic
practices are actively searching for a new ar-
tistic language, a new system of aesthetics
with the aim of a broader understanding of
modern art in integral social and cultural
terms, searching for new spaces and perspec-
tives of their existence as a performative
event.

An intense search for new ways of per-
ceiving the world is updating stage practices,
which become the center of the aesthetics of
stage art, according to J.-F. Lyotar, as «tense
with momentary effects» (which differs from
other forms of cultural practices by the sig-
nificant weight of the presented materials and
artistic means). Modern stage practices and
theater share with other arts a taste for the
aesthetic rebellion of postmodernism, self-
reflection and self-positing of themes [12].

Despite the stormy coverage of both ar-
tistic and life space by performative initia-
tives, they have not yet found an exhaustive
reflection in classical theater rhetoric. The
view on the performativity of today's stage
art in the context of the statement of the
postmodern limitless artistic synthesis of the
real and the artistic, new aesthetics, in the
heuristic sense, is an actual research lens.
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The purpose of the work is to differenti-
ate meaningful structures of performativity
and performance, inscribed in a sociocultural
context, through the prism of culturological —
art history analysis; understanding the trends
of the latest stage practices as performative
innovations of an experimental bent and pro-
vocative cultural and artistic forms in the
context of postmodernism.

New forms of art change the idea of cul-
ture, culture appears as a global performance.
The postmodern aesthetic field reflects the
beauty of dissonance, the pluralism of tastes,
and the mosaic of the cultural context with
many forms of self-expression, and affirms
the free artistic style as the formative main
performancein the context of postmodernism.

New forms of art are now changing the
idea of culture, which appears as a global
performance, from the standpoint of theoreti-
cal reflections, in the context of postmodern-
ism. First of all, it should be noted that the
very concept of "postmodernism" is quite
difficult to give an accurate, exhaustive defi-
nition; it remains blurred, despite many sci-
entific interpretations, to the present day. The
postmodern paradigm is mainly associated
with the perception of the world as chaos,
governed by probabilistic laws and declaring
a rejection of determinism and the search for
truth. Post-non-classical science that studies
postmodernism (correlating with eschatolog-
ical expectations of the "end of history") ex-
plores the universe as a non-linear non-
equilibrium system (unstable, torn, devoid of
order in the world).

The inherent spontaneous manifestations
of "theatricality” in everyday culture, the fo-
cus on connections with the sociocultural
context, the representation of a real, authen-
tic, "documented" beginning are means of
expression that serve to provide a theatrical
response to the social and cultural situation,
where the surrounding world is interpreted
by the plurality of meanings and the order of
chaos in the spirit of postmodernism.
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In the context of the ambiguity of the cur-
rent reality, the inclusion of a radical transfor-
mation of the stage element in its artistic arse-
nal is fundamentally characteristic of performa-
tive stage practices, which overcome the
framework of classical theater systems, as non-
classical and post-classical theater systems.

The postmodern aesthetic field reflects
the beauty of dissonance, the pluralism of
tastes, and the mosaic of the cultural context
with many forms of self-expression, and af-
firms the free artistic style as the formative
basis of performance.

Performative stage actions appear as aes-
theticized forms of a cultural and communi-
cative nature, as specific attempts at figura-
tive understanding of the most significant
event situations of sociocultural existence.

The impossibility of remaining stable in
the currently existing performative culture,
which reveals the modern man's desire for
self-discovery and self-overcoming, appears
as a desire to respond to the cultural dynam-
ics with its growing pace. Today's performa-
tive works are probably the most sincere of
the art forms, because they take place here
and now, presenting the personality of the
artist in the present space and present time, at
this very moment. This is the main difference
between the aesthetics of performativity: the
viewer and the artist are in a real, not an illu-
sory, world.

The history of the penetration of per-
formativity into modern stage practices and
theater appears as the history of the transfor-
mation of the viewer, in particular, the
change of his rational perception (of what is
happening) to a sensual one. It is unlikely
that, speaking of performativity in the theat-
rical sense, it is possible to precisely separate
which trends came from where, and what in-
fluenced what. In addition, the issue of the
so-called theatrical fourth wall, which estab-
lishes a boundary between the audience and
what is happening on the stage, has long been

present. A progressive position of interest in
knowledge in general, as well as in
knowledge of the tools of knowledge (ac-
cording to documentary position), is consid-
ered a good tone. Art is one such tool of
knowledge, so it is only natural that the num-
ber of consumers of art who want to know
how it is arranged begins to increase dramat-
ically. It is no longer enough for the viewer
to perceive the illusion (theater focuses on
illusion), it is no longer enough for the view-
er to be a viewer — he wants to be a partici-
pant and actively influence the reality that is
in front of him, requiring access to its basic
mechanisms. Performative art and — in a nar-
row sense — performance art gives him this
opportunity, performance actualizes the pro-
vision of specific mechanisms for changing
the position of the viewer, which has been
happening more and more recently.

At the present stage, various attempts are
being made to scientifically comprehend the
processes taking place in modern theater and
the latest stage practices, among which, first
of all, one can single out the views of the
world's leading theater critic Erica Fischer-
Lichtey, who focuses research attention on
the actualization of performativity.

E. Fischer-Lichtey views performance art
with no less interest than is customary in sci-
ence in relation to traditional arts, and today
her works are recognized as key studies of
performance in the world of the humanities.
In her numerous studies, she focuses special
attention directly on the properties of per-
formativity, the main feature of which she
considers the event that takes place between
the actor and the audience in modern theatri-
cal and stage practice today.

E. Fischer-Lichtey understands perfor-
mance as an independent artistic event that
has its own essence, and investigates its
modern life, interprets performance and the
performative nature of modern culture as a
whole.
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E. Fischer-Lichtey focuses on the "per-
formative turn™ in art at the end of the 20th
century, which marked the overcoming of the
gap between textual and performative cul-
tures and marked the beginning of theatrical
reflection, the object of which is the "perfor-
mance”. E. Fischer-Lichtey introduces the
term "performativeness” into theater studies
precisely as opposed to “textuality”. Accord-
ing to the author, the cultural processes of the
second half of the 20th century requires a
new aesthetic that could describe all the vari-
ety of arts and practices that have a specific
dimension of performativity. One of her the-
ories, in particular "Creation of materiality
by performative means", proposed the prin-
ciple of analytical description of performa-
tivity as such [6, 7].

The context of her research — from ancient
rituals to the modern political situation (pro-
vocative, highly social, and sometimes even
dangerous performances that entered the cul-
tural context) as a separate art form and had
the strongest impact on its other areas.

In E. Fischer-Lichtey's view, "turning to
the performative features of culture made it
possible to reveal the specific nature of ac-
tions and events in the field of culture”,
which led "to the emergence of the metaphor
"culture as a performance”. Therefore, one
can observe the growing attention to the phe-
nomenon of "performativeness” in the sense
of dominant communication. Performative
understanding consists in the very move-
ment, change in time [7].

So, E. Fischer-Lichtey defines the meaning
of performance in modern culture as experi-
mental theater and new forms of artistic prac-
tice in the broadest sense of the word [6, 7].

In line with the concept of E. Fischer-
Lichtey, according to the author, stage prac-
tices and theater today are by no means a
"relic of antiquity", rather, an extra creative
"creator" who tries to present theatrical reali-
ty as a spiritualized poetic-sensual reality of
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stage language in the "format” of innovative
and performative.

Richard Schechner's "Performance Re-
search” and Hans-Tys Lehmann's "Post-
Dramatic Theater” can be placed in the same
row with the scientific work of Erica Fischer-
Lichtey, without which it is impossible to im-
agine the study of the new cultural reality to-
day postmodern, generated by the collisions of
the historical development of culture and
forming the circulation of ideas and artistic
experience, which reflects its artistic context.

In addition, among the researchers of the
meanings and essence of performativity, one
should mention the works of modern practi-
tioners and researchers of the world theater
such as: Romeo Castellucci, Jacques Lecoq,
Marvin Carlson, etc.

Along with the above works, it is worth
mentioning "Avrtificial Hell Participatory Art
and Spectatorship Politics” and "Antagonism
and the Aesthetics of Interaction" by Claire
Bishop, in which the author touches on the
trends spreading in contemporary art as a stand-
ard of art of complicity or art of participation.

K. Bishop illuminates the "archeology" of
the techniques of today's artistic practice, con-
ducts a study of interaction (participation or
complicity of the audience) as a technique in
different eras of theatrical culture, and the cul-
ture of modern performance and actionism.

It should be singled out the study of
Christoph Bid "And the theater became post-
dramatic: the story of one illusion”, which
touches on performativity from an unusual
perspective — starts, on the one hand, from
the classic "Theory of Modern Drama™ by
Peter Sonda, and on the other hand, relies on
the conceptuality of the idea of "postmod-
ern”. K. Bid claims that nowadays the status
of reality is complicated, which is presented
or represented with an endless collection of
different forms of reality, which leads to a
kind of "postponement” of meaning, denial
of narrative as such. In general terms, K. Bid
characterizes the modern performative shift
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as the displacement of the old model by the
new model of the modern theatrical situation
in the sense that the "philosophy of theatrical
action" appears as the philosophy of the
speech act or social relations.

According to the concept of postmodern
theatrical aesthetics of K. Bid, the theater is
used as a metaphor with a negative connota-
tion — staging, spectacle, mediatization,
simulation, hegemony of artifacts (is meant
the possibility of manipulation and cyni-
cism). K. Bida emphasizes In his works "The
Postmodern State” and "Postmodern Fables”,
that modern stage practices fundamentally
change orientations.

Modernity is seen by K. Bid as a concep-
tual scramble, where Lyotard's "energy thea-
ter" is adjacent to the phenomenological op-
position of "action™ and "situation", where
Baudrillard's and "hyperrealism, hypernatu-
ralism": "post-dramatic™ aesthetic and social
practice that exists side by side with dramatic
theater. K. Bid determines together with H.-
T. Lehman that nowadays "the concept of
drama loses its conceptual value" (a theatri-
cal performance lacks theatrical illusion or
epic distance, recognizable characters, in-
trigue, entertainment, tension, etc.) [17]. A
similar kind of spectacle can really be seen in
the works of Claude Regi, Romeo Castel-
lucci, and others.

C. Bid in his work "And the theater be-
came post-dramatic: the story of one illusion"
focuses on the connection between postmod-
ernism and modern theatrical practices. Ac-
cording to K. Bida, it is the concept of post-
modernism that is most suitable for describ-
ing modern performative practices that tend
towards direct connection, intersection with
practices of other arts.

K. Bid's reflections concern the lack of a
clear categorization of modern art practices,
respectively, the analytical method for their
study, the lack of development of the theoret-
ical apparatus intended for their analysis.

Summarizing the theoretical provisions
regarding the essence of performativity, it
can be noted that modern performative ac-
tivity is equally related to both the culture of
everyday life and the culture of art — existing
simultaneously in the space of art and in the
space of socio-cultural processes. Crossing
the boundaries of empirical and artistic reali-
ties is its essential characteristic, as the char-
acteristic of the culture on the border of the
20th and 21st centuries, which implies insep-
arable socio-cultural and artistic connections.

Performance exists in a wide variety of
contexts, sometimes very far from each oth-
er. The performance is understood as a dif-
ferent kind of metamorphosis, transformation
(and not only in the theater space).

Performative actions — extraordinary, ex-
travagant, intriguing, and those that shock the
audience — are all kinds of public artistic ac-
tions, when the object is the person himself as
a certain "play with the audience.” This is an
expressive artistic action, which is outrageous
and provocative in nature and aims to stun the
viewer with unusual ideas and feelings.

If we take the exact translation of the
word “performance” from the English lan-
guage (execution, presentation, speech), it
becomes clear and permissible to use the
concept of "performance” in relation to any
kind of reincarnation and theatricality. Dic-
tionaries, as a rule, interpret the term "per-
formance™ as a conceptual art that specializes
in depicting experiences, states of conscious-
ness, socio-psychological phenomena in the
context of socio-cultural reality, when the
human body, appearance, gestures, behavior
of the artist serve as the means and material
of creativity (who assumes the role of an ac-
tor). In other words, a performance is an ar-
tistic action, fundamentally aimed at a certain
self-expression, one can say, self-expression
"In its pure form", for the sake of a chosen
goal, which attracts the attention of the view-
er. Moreover, "spectator” is understood quite
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broadly — as a subject that is currently related

to communication (even if not engaging in

direct verbal communication).

The performance contains not only an
appeal to the present subject, but also some-
times to an absent, ephemeral spectator-
observer that does not necessarily exist in
reality. So, a performance — a representation,
an action, a spectacle — is a form of modern
art, where the work is the actions of a charac-
ter or the author himself, which the audience
observes in real time.

The event is organized with the help of a
number of provocative actions, the result of
which is not always predictable, and has an
improvisational and playful nature. The im-
provisation is a formative basis that allows
you to adapt the problem-thematic canvas to
new proposed circumstances.

The main features of the performance are:
o effective activity;

e ephemerality;

e the creator himself appears as a work of
art;

e what is happening is breathtaking;

e the main attention is permanently at-
tached to the heroes;

e the main content often consists of silent
scenes, since the main thing is visual per-
ception;

e a kind of synthesis, interweaving of vari-
ous special effects — noise, musical ac-
companiment, sound effects, theatrical
reincarnations, bright unusual actors' cos-
tumes, etc.

Performative action is characterized by
tendentiousness and enlargement of forms for
clarity. Stage practices and theater reflect on
the accelerated pace of life, which should be
defined as a constitutive feature that entails
the signification of a theatrical statement by
the property of multilevelness, as well as in-
subordination to semiotic logic (moving
away from the logic of drama as an artificial
construction of the world in the form of a se-
quence of events arising from each other).
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The components of the stage action cease to
be a “doubling of reality”, becoming funda-
mentally significant in themselves [17]. At
the same time, the primary significance of
the mutual influence of the actor-spectator
polylogue is intensified, turning the under-
standing and experience of the stage work
into a new processuality that has no final
completion.

The performer demonstrates his “pres-
ence” and artificial formation of another sen-
sory reality as a bodily-material influence on
the audience (he is not an actor, he does not
play the role of a character [6, 7].

Performance is considered as a theatrical
form based on improvisation and interaction
of performers with the audience, organized in
honor of any significant event for the audi-
ence, which is characterized by the predomi-
nance of visual images, synthetic interdisci-
plinary character, emphasis on creating an
atmosphere, costuming, spontaneity, frag-
mentation, intertextuality.

So, one aspect can be singled out — the
position of the spectator (with the possibility
of even the absence of a classical spectator,
since the performance can take place on the
street, among passers-by who may or may
not notice it).

"Performative and performativity” is de-
fined as the intention to present something to
the audience; performing arts is a stage form
where the material is the actor's body.

Performing on stage and in an ordinary
life situation is practically the same thing,
and individual behavior of the performer de-
pends on the context in which he finds him-
self, that is, this or that social situation de-
termines the corresponding (role), and there-
fore the way of self-representation in that or
that situation™ [13].

Thus, performativity in its essence is con-
tent-conceptual, because it allows adding the
performer's own flavor in understanding the
socio-cultural space and how the artist inter-
acts with it. The recipient, who becomes a
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spectator, masters a new aesthetic experi-
ence, built on the ability to move within the
perception and move the art event itself in its
socio-cultural reality, which inspires the ac-
quisition of a new view of the world.

It should be emphasized that a certain
plurality of the performance can determine
the driving improvisational actions and the
interaction of the performers with the audi-
ence, which is expressed both in many paral-
lel, separate plots that are based on interac-
tion with the audience and develop, and in
the many ways of development of each of
these plots that are born here and now in co-
authorship with the audience — in general, in
the multi-interpretive perception of the artis-
tic concept. The character of the development
of the action in the performance appears fun-
damentally rhizomatic (rhizome as chaos) in
comparison with traditional theatrical forms.

The current state of stage art, to put it
radically, is focused on performativity. The
technique of shocking the audience (provok-
ing them and putting them in an uncomforta-
ble position) is fashionable and effective. In
fact, this way of treating the audience shows
the preservation of the notorious fourth wall,
the alienation of the stage from the viewer
and not considering him as an equal. In mod-
ern stage art, the activation of the inquisitive
and interested position of the viewer, without
any confrontation with the performer, is
widespread. Thus, the participants of the per-
formance are invited to contribute to the
change of reality, of which the performance
is a part.

The performance fundamentally erases
the hierarchical boundaries between the artist
and the viewer, the participant in the action
and the casual passerby. It is impossible to
limit it to certain frameworks — the line that
separates art from reality is completely
blurred. And the artist is no longer interesting
by his creation, but by the manifestation of
his own personality.

Performance represents the diffusion of
many types of art and turns into a synthetic
action, contributing to the growth of a wave
of creative experiments as a rethinking of the
role of dramatic art, which by its intention
acquires the characteristics of a creative la-
boratory.

Accordingly, in line with the new topical
theatrical form performance is based on the
principles of spontaneity and forms a new
type of artistic thinking (the ability to think
montage, vectorially) as the ability to direct
the interaction of performers and the audi-
ence in the right direction, to achieve the cre-
ation of the necessary image — atmosphere.

The performance is characterized by:
fragmentation, a tendency to borrow, the col-
lage principle of work, the repeated use of
"shards and scraps of someone else" for the
purpose of broadcasting the meanings em-
bedded in them and generating new ones that
enter into a polylogue and interact with the
audience. It should be emphasized the im-
portant role of the audience, each member of
which interprets the meanings arising from
interactions in their own way. Performance is
embodied in eclecticism and polysemantic
ambiguity of meanings, which makes it es-
sentially "multi-interpretive" [14].

Artistic practice is carried out by working
with the body as a carrier of one's own bodily
consciousness and bodily imagination against
the background of reflection on oneself and
the environment. The body is not necessarily
used as an instrument, but becomes the au-
thor of the image and a critical agent for
thinking. A peculiar body-phenomenon with
its special existence primarily in its materiali-
ty is perceived, first of all, in its phenomenal
meaning. The bodily-plastic imagery comes
to the fore in the performative action, is actu-
alization of nihilistic and grotesque forms
takes place that give it a "new sound".

The primary thing in the performance is
the creative gesture of the author-artist, ex-
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pressed through bodily-visual expression,
and one of the most important features of art
practices of this type is body-centrism. The
fundamental characteristic of performance
can be called bodily imagery. "The develop-
ment of ideas" of corporeality in performa-
tive practices gives the viewer the opportuni-
ty to experience special situations and sensa-
tions that are almost impossible in real life.
They not only become a source of new expe-
riences for the viewer, but also exert a seri-
ous influence on the sensual sphere, which is
transformed due to certain changes in the
visual and tactile perception of a person, and
the cultural opposition "spirit / body" is
gradually smoothed out [15].

The spectacular basis of performative
aesthetics presupposes exclusively the visual
perception of the aesthetic value of art, which
is enriched by dynamic and expressive means
of expressiveness, the main of which is, to-
gether with physicality, the use of theatrical
techniques and spectacular details, publicity,
the presence of communication with the
viewer, the combination of meaningfulness
with entertainment, thanks to which and
bright spectacular features are acquired.

The performative aesthetics of modern
stage practices is not just a mental and physi-
cal construction that the artist creates in front
of the audience at a certain time and place.
After all, the performance is the very life of
the performer, and in this case we are not ob-
serving an abstract or metaphorical, but an
absolutely concrete and real fusion of per-
formance with life. And this can be consid-
ered the main characteristic of performative
aesthetics.

As a concomitant characteristic of per-
formative aesthetics, one should define its
special creative communicativeness, corre-
sponding of modern culture. After all, in the
artistic process, the performance is maximal-
ly social and open to all topics and problems
of life, asserting a new definition of the roles
of the author and the character, creating new
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communicative situations, destroying stereo-
types of perception, forming a new audience
ready to accept new artistic forms [18].

Performance gathers all the arts at once,
rejecting their limitations and not being de-
fined by multidisciplinarity alone. Perfor-
mance art is a new convention of the exist-
ence of art and its perception. The whole
meaning of a performance consists in an ac-
tion that is not aimed at fixing or describing
an already formed situation, but at changing
reality (a theater director, an actor and an art-
ist meet in the figure of a performer). The
distinction between the production and the
work disappears, and the audience becomes a
part of the work without even wanting it,
without even being aware of it. In a perfor-
mance, the actor ceases to portray a charac-
ter, the director ceases to depend on the sce-
nographer, and the artist gets rid of the dis-
tance between himself and his work or mate-
rial, because his body is both that work and
the material.

Performance art appears as a burst of cre-
ative energy in the desire for change, longing
for something alive and real, something that
is happening right now and to which you can
have a direct relationship. Time is one of the
elements that determine the existence of a
performance. Others — include space, the
presence of a performer (live or with the help
of media) and an audience that is prone to
certain affects, which is the object and sub-
ject of the relationship that arises between it
and the performers. Although the presence of
a performer (neither live nor in medialized
form) is not necessary for the emergence of a
performative situation — theater without peo-
ple [4].

In the context of what Erica Fischer-Licht
defines the category of event as a fundamen-
tal feature of the performative (an event that
occurs between the performer and observ-
ers/participants and makes performance pos-
sible) an understanding of its impact on mod-
ern theater is formed.
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Its formis born directly in the process of
rehearsal in scenographic and musical solu-
tions that demonstrate images, ideas, nuanc-
es, the meaning of which changes in the con-
text of a visual game. Modern theatrical art is
changing classical landmarks: one stage ac-
tion can combine the techniques of multime-
dia technologies, holographic show and 3D
mapping, the expressive means of carnival
and street theater, etc. It is obvious that a
modern performance denies the classical
structure of the spectacle and begins to "live"
in other artistic aesthetics.

Its content does not cancel the sounding
of unanswerable questions that hide the es-
sence of life. The open look "eye to eye" is
an artistic stimulus, rather, a study that is the
starting point in the search for the stage style
of modern post-theatre, mastering new forms,
developing a new stage language of opposi-
tion to the conventions of the traditional
look, in fact, a way, according to Rosela
Goldsberg, "to revive formal and conceptual
ideas on which art is based" [3].

Following the performance in the latest
stage practices, modern theatrical perfor-
mances began to move into the category of
events. The question of the documentation
and reproduction of the performance is still
acute, and it is generally accepted that it is
impossible to reproduce or repeat the per-
formance, this destroys its essence. The per-
formance is not considered as something sta-
ble and something that can be easily repeated
(in this sense, the idea is also widespread that
in reality there are no identical performances,
as if every time the performance loses its
liveness, vivacity, and ceases to be what it
was). We are talking about the fact that, ac-
cording to the definition of K. Stanislavska,
"modern theater and new forms of theatricali-
ty today acquire performative features, which
gives the right to predict not just the theatri-
calization of performance, but the perfomati-
zation of theater" [20].

Performances are increasingly appearing,
which, according to E. Fischer-Lichtey, in
their very essence are tied to the "loop of the
corresponding reaction”, that is, include in
their events the reaction of the audience,
which from time to time makes the perfor-
mance visibly different [5] .

In the modern theater of the prevailing
post-drama — the post-dramatic or post-
performative turn — the viewer is a co-
creator. The so-called performative turn in
the practice of art takes shape decades before
its theoretical description (performative
properties of culture, properties of action,
which is important in itself, and meaning
may not be given or may be given only after
perception). This view grows on the basis of
the impossibility of performative analysis
within the framework of traditional aesthetic
theories, which imply that the work has a cer-
tain final meaning laid down by the author
and which can be transmitted to the audience
and perceived in a more or less undistorted
form. This does not mean that the new thea-
ter, the new stage art cannot be interpreted
(the problem is that the best examples of
them cannot be limited to any proposed in-
terpretation, always going beyond them).
Moreover, most often the director expects
that the interpretation and "meanings" or
"story" will be born in the head of the view-
er —to each his own [5, 17].

The theater "renounces” literature, alt-
hough after the performative turn texts for
the stage appear, which can also be designat-
ed as post-dramatic: they have an obvious
performativity and the concepts of drama,
conflict, plot, hero or character appear com-
pletely lost.

Such texts include works by, for exam-
ple, Heiner Miiller, Elfriede Jelinek, Sarah
Kane, Raynald Goetz, Martin Crimp, and
many others.

E. Fischer-Lichtey states: “it is obvious
that a situation has arisen within the frame-
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work of performance in which two relations
are fundamental, both for the aesthetic theory
of hermeneutics and for the aesthetic theory of
semiotics. Relationships are redefined: firstly,
the relationship between the subject and the
object, between the observer and the ob-
served, the viewer and the actor, and, second-
ly, the relationship between the corporeal-
material and symbolic aspects of the elements,
between what signifies and signified"” [5].

This blurring of the hitherto obvious po-
sitions of the viewer and the actor is another
feature of modern stage art. It adapts, saturat-
ing itself with performative practices, their
main methods: deconstruction of meaning,
turning to oneself and thematization of one-
self, turning the internal mechanisms of one's
work inside out, shifting from acting to per-
forming, criticism of representation and illu-
sion, problematization the basic structure of
subjectivity, the choice of non-theatrical
places for showing the performance and per-
formers (e.g. people with health problems),
various forms of non-traditional attitude of
the performers to their own body (the kind
that shocks within the framework of the stage
action) [6].

The position of the actor also changes. In
the classical dramatic theater, the actor is the
central figure of the performance in general,
the entire representation is built on his cha-
risma and presence on the stage, his ability to
captivate the audience and get used to the
role. From the perspective of performativity,
there is a shift — the actor's role changes to
that of a performer, his tasks expand from
text recitation to a wide range of practices:
singing, plastic arts, acrobatics, complex
non-representational models of presence.
Now it is important for the performer not
how well to "run through the text" of the play
or put himself in the place of the character
being performed, but how to more accurately
perform directorial tasks, which can be ex-
tremely diverse. The place of the actor in the
most avant-garde examples of post-drama is
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equated with the place of any other elements
of the performance — music, light, scenogra-
phy or objects; there are also examples when
the play gets rid of professional actors or live
people altogether. At the same time, it should
be borne in mind that in the context of post-
drama there are exceptions to any trend, and
there are examples, in which the actors are
not puppets in the hands of the director, but
his co-creators or even the only ones who
"put together" the performance: come up
with texts, a movement, improvises pauses
for its own reasons. These changes in the role
of the live performer are often seen as a limi-
tation of his potential and a degradation from
a high level of psychological performance. In
fact, it is quite obvious that such transfor-
mations only expand the capabilities of the
performers: the performer's body becomes a
means of expression in itself, and it is able to
"communicate” much more than the text
speaks. This physical reality on stage trans-
mits to the audience an energy without repre-
sentation, the performer does not act — he just
is. Moreover, it can be anything — it can be a
living body, or an inanimate puppet, it can be
an object of decoration, it can be a corpse [9].

Once the modern theater leaves the yoke
of literature and ceases to offer the actor to
get used to the role, the need for a linear nar-
rative and storytelling in general disappears:
there is no chain that can be followed, no
"fate of the heroine" and "beginning, climax
and end". In the theater, in parallel with the
development of the actual theatrical lan-
guage, there is also the development of a cer-
tain theatrical ethics, the main direction of
which is the emancipation of the viewer, put-
ting him on the same level as the creators.
Narrative and storytelling are essentially re-
pressive practices, they impose on the viewer
a rigid framework of the plot, from which it
is simply impossible to deviate. Within the
performative action, the viewer has much
more freedom (however, not everyone is
ready for this freedom). Directing practices
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are often aimed not at the rational perception
of the performance by the audience, but at the
sensual or subconscious. The object of trans-
mission is not a verbal message, but impres-
sions and emotions. The expansion of the au-
dience's sensuality is one of the most im-
portant effects of performative action [15, 19].

The narrative is replaced by collage and
fragmentedness of the story, and sometimes
they are not there either — simply "something
happens”, which is justified in itself as a the-
ater of gestures and movements, which caus-
es the viewer to freely fly associations and
impressions. This is a post-drama space, a
post-modern space.

Another key feature of this type of stage
practice is the rejection of mimesis, that is,
art's attempts to copy reality. Even if the
plays use, for example, life-like scenography,
there is almost always some kind of reality
rift in the course of the case; actors do not try
to behave "lifelike", and for many directors,
even grotesqueness becomes the main meth-
od. It is this not always understandable feel-
ing of strangeness, weirdness, and is, from
the author's point of view, one of the main
emotions of the performance action, which
appeals to human sensuality [17].

Performative action is a situation, a mod-
ernized theatrical action. Because modern
performative action is more of a work-in-
progress than a stable phenomenon in the ter-
ritory of post-drama. This shows that there
are now ways of expression beyond the text,
that now theater is not about expressing
form, but rather about creating a certain situ-
ation, often necessary to form a complex re-
lationship between performer and audience.
This puts in the hands of the director or the
initiator of the performance a much wider
toolkit than is available in the drama theater.
In general, the history of modern theater can
be understood as the history of the awareness
and understanding of the performance as
very special separate work of art, and there-

fore, the awareness and understanding of the
director as a co-creator with the audience.

Post-drama is divided into many im-
portant phenomena, but the mainstream of
modern theater remains the so-called stage
performativity in the understanding of to-
day's theatrical practices.

Thus, no art form belongs to postmodern-
ism as much as performative art does. It, be-
ing formed over decades, reproduces all the
ideas, principles and attitudes of postmodern-
ism. Performance is realized as an art and a
special sphere of culture, an activity within
the limits of artistic and aesthetic transfor-
mations of the most significant moments of
socio-cultural existence, when embodiments
arise on the basis of figurative and symbolic
constructions in theatrical actions.

The "root™" of the theatrical form of per-
formance, its original essence, is the expres-
sion of the artist, his act of self-expression,
and the main means of expression, tool and
material of expression is the artist's body.
The concept of the body as a central genre-
creating element of performance "on the bor-
ders of different arts" is being updated, ac-
cording to theater expert H.-T. Lehmann and
his concept of "post-dramatic theater”, per-
formance becomes a special "meeting place
of various arts” [11]. An obligatory compo-
nent of performance art is the special partici-
pation of the audience, a special "dialogue
between the artist and the public." As noted
by the art critic R. Goldberg, “the perfor-
mance is seen as a means of overcoming the
alienation between the performer and the au-
dience, because both of them experience its
effect on themselves at the same time" [3].
Dominance of visual images; outrageousness,
expressiveness, provocativeness, paradoxi-
cality; variety of places of action; lack of a
straightforward narrative; polyphonic nature
of interpretation; essence in spontaneous ac-
tion — all these are specific features of per-
formance.
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It is possible to indicate the characteris-
tics of the trends of modern stage practices,
according to K. Bid:

e total intersection of theater with perfor-
mance, plastic arts, dance, music, cinema,
video, new media and TV, resulting in
de-hierarchization and a state of parataxis
of the stage work. a prominent place is
given to visuality (which reflects the cur-
rently dominant position of visual me-
dia), in addition, musical and vocal com-
ponents also play an important role, the
text is only an element of stage material;

e the peculiarity of the practice of "delay-
ing (delaying) meaning”, which calls into
question the usual mode of audience per-
ception, which becomes "open", frag-
mented, similar to the psychoanalytic
technique of free associations.
Performance is "an ambiguous story-

communication, played out at the junction of
art and the everyday flow of life" [19] Post-
modern art requires the interaction of the re-
cipient (audience) with the subjective self-
expression of the sender (performer) for the
purpose of communication consensus.

The impossibility of remaining silent in
relation to one's interlocutor — the spectator —
from the side of performative stage practices,
which inspire not just an actual dialogue, but
a public discussion in the chain "stage action
— spectator”, where the main link becomes
the condition of a person as such, becomes
quite obvious. The heightened psychologism
and emotionality of the artistic fabric of the
stage action ensures the inclusion of the re-
cipient in the active process, which reveals a
stable trend towards "theater without a per-
formance" with an "empty space™ of the per-
formance.

It should be emphasized that the principle
of involving the audience in the active action
of the performance-manifesto initiates the
evolution of approaches to stage art as such:
the desire to confirm the dominant body-
centrism and aggressive visuality as an artis-
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tic-constitutional material that is embodied
on stage.

Performative stage practices are reveal to
paradigmatic oppositions: “representatio—
presence”; "meaning—manifestation”; "expe-
rience is transferred— experience is shared";
"result-process”; “information-burst of ener-
gy"; Theatrical modernity tends to be "on the
other side of the drama™ as an exit to the sur-
face of the hidden impulse to disintegration,
dismantling, deconstruction [16].

The performance is extremely intertextual
(features of intertextuality are fragmentation,
heterogeneity, tendency to borrow other peo-
ple's meanings and generate new ones), ac-
cordingly, the plots of authentic reality and
artistic texts enter into a dialogue and interact.

The rhizomatic nature of the performative
development of the action is a concept that is
expressed by the main artistic image of the
event — the creation of an atmosphere and
rules of interaction with the audience, the
predetermined adaptation of the space.

The concept and form of performative
stage practices is determined dramaturgical-
ly, based on the theme of the event, the place,
the scale of the performance and the charac-
teristics of the audience. The interaction of
performers with the audience when moving
into the realm of theatrical forms cannot be
planned in advance one hundred percent, but
you can develop the concept of the event,
direct the improvisation in the right direction,
marking some rules of the game with the au-
dience (such as preliminary development,
modeling, structuring).

Plurality blurs the composition of the per-
formance, multiplies conflicts, driving im-
provisational actions and the interaction of
performers with the audience, which is ex-
pressed in:

e many parallel plots based on interaction
with the audience;

e many ways of development of each of
these plots, which are born here and now
in co-authorship with the audience,
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e non-linear, multi-interpretive perception.

In the performative-theatrical form,
which is based on the principles of plurality,
spontaneity, intertextuality, a new type of
artistic laconicism is being formed — in the
broadest sense — as the ability to achieve the
necessary high level of trust in performers.

So, in conclusion, among the main fea-
tures of performance art, the following signs
can be traced: plurality, rhizomaticity, inter-
textuality, spontaneity, spectacular. At the
same time, the theatrical form of "perfor-
mance" is characterized by: physicality, inter-
disciplinarity, synthetic character, functioning
on the border between the real and the artistic,
spontaneity, variability, audience participa-
tion. Aspects of postmodernism are genetical-
ly embedded in this theatrical form [19].

The sphere of theatrical forms in the di-
mensions of postmodernism is formed by the
purposeful activity of artistic and aesthetic
reflection and transformation of the most
significant (eventful) moments of real (un-
conditionally authentic) sociocultural exist-
ence (on a scale from the individual to socie-
ty). This sphere is embodied in organized
actions that arise on the basis of figurative
and symbolic constructions, presented as ex-
clusively consciously implemented, using a
complex of expressive means that form an
integral continuum of the stage environment.
At the same time, the sphere of performative
stage forms exists as a relatively independent
phenomenon, which differs from traditionally
theatrical forms by the pronounced degree of
representation of the real in it.

"Performativity” of stage practices re-
veals a "short formula™:

e actual game, presentation, manner of per-
formance, image transformation;

e the purpose of creating a representation,
the space of addressed statements;

e discourse representing ideas.

Performative action appears as an integral
artistic structure, which is steadily actualiza-

tion in the modern art space due to the possi-
bility of creative experimentation and open-
ness to direct dialogue between the artist-
creator and the viewer.

The performativity of artistic experiments
and practices consists in the fact that creative
artists manage (sometimes conditionally) to
look at the space and processes of human life
in the territory of modern art in special hy-
postases: in the hypostases of "transition to
the performative”, as if from the inside of
life, regardless of its correlation with the of
culture and art as such.

Performativity — in a broad context —
means the coincidence of content with form as
its manifestation, when self-presentation of
content occurs: a text or action becomes not
just a statement about something, but also a
demonstration of what this message carries (as
a determination of building up a concentrated
share of visual-auditory architectonics) [20].

The determination of a concentrated
build-up of visual-auditory architectonics
sets new perspectives for the multi-vector
relationship of rethinking in a performative
action as an experience of aesthetic reflec-
tion, respectively, the transformation of expe-
rience into an aesthetic vision.

The performative aspect of modern stage
art is taken out as a deep aesthetic and mean-
ingful hypostasis, therefore, built on the basis
of the redundancy of artistic means and the
currently observed representational revolu-
tion, which must be understood as the estab-
lishment of a new reality, as a manifestation
gesture. Accordingly, perception becomes
different: a conscious experience of the pre-
vailing performativity as such, growing out
of reality”, without exaggeration, as a reflec-
tion of a fundamental change in the live the-
atrical image [5, 8].

The space of modern performing arts of-
fers to abandon the perception of the world in
the usual causal connections, giving way to
the orbit of states, the emotionally sensual
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way of spectator perception. The stage pro-
cess becomes more present than a representa-
tive act and the result of incarnation, more a
manifestation (than a designation), an energy
impulse (than information). Dramatic rela-
tionships are transferred from the stage space
to the space between the stage and the audi-
ence. The strong point, of course, should be
considered receptive involvement — provoca-
tiveness in relation to the audience's attention
and imagination as an external affectation of
the material [8].

New performative methods of shaping,
innovative principles of artistic generaliza-
tion and structuring predetermine a certain
performative line of increasing the infor-
mation-figurative flow, which puts both the
starting point and the point of higher devel-
opment of the "theater of modernity" and to-
day's stage practices on one level.

Stage action in revealing its performative-
procedural nature correlates with the desire to
overcome the isolation of man and the world,
which actually transfers it from an ordinary
stage work into an event that forces the viewer
to concentrate on the current moment, making
some kind of analytical breakthrough in the
field of detailed interpretation and giving
meaning to what is happening [19].

The performative essence is born from
the personal history and mythology of the
author, and the performance appears as a cul-
tural and artistic form of existential content
and existential reflections.

The consequence of the “performative
transformation” of the theatrical model is the
orientation towards the present, what is hap-
pening now, as the dominant of the proce-
dural nature of the stage action (both devalu-
ing the intrigue with the effect of uncertainty,
and predicting further logic).

So, performative action as a phenomenon
of postmodern is based on the idea of proces-
suality in art, where the artistic statement it-
self is at the mercy of chance and momentary
coincidence, the nature of these manifesta-

Paradigmata poznani. 1. 2023

=

tions is visual and oriented to the laws of
spectacular culture [19].

Performance, developing in the postmod-
ern space, reveals the use of everyday life as
components of a creative act. The essential
nature of the performative action as a spec-
tacular form is such foundations of postmod-
ernism as: a pluralistic-ironic mixture of lan-
guages and images of artistic trends and
styles; repetition and interpretation of what
historically exists in artistic practices; appeal
to the rituals of traditional culture and bor-
rowing the form of ritual. The postmodern
ritual is embodied in the fact that creators
actively turn to forms of social activity; seek
to emphasize the playfulness of social events,
focus on the unpredictability of actions [2].

Performance expresses the basis of post-
modernism — a "small story", social rebel-
lion, reflecting the problems of postmodern
society, which are caused by the crisis of the
traditional understanding of individuality and
the place of the individual in society.

The discourse of performative action is
distinguished by its multi-linear construction
of its own reality, which finds its expression
in various forms. Moreover, "spectator” is un-
derstood quite broadly — as a subject that is
currently related to communication (even if
not engaging in direct verbal communication).

From the author's point of view, it should
be especially emphasized that the mindset of
modern stage practices is primarily focused
on the reflection of the worldview and the
study of a person, the expansion of con-
sciousness and the refinement of feelings;
focuses not on the image, but on modeling
reality by experimenting with embodied real-
ity as a connection with the forgotten in the
bustle of the Eternal. The “formular” meth-
ods of understanding the world and accepting
the current picture of the world are formed as
a living breath, living energy, redefining the
roles of the author and the character, creating
new communicative situations, destroying
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stereotypes of perception, forming a new au-
dience ready to accept new artistic forms.

Summarizing, we can formulate that the
stage practice of modernity strengthens the
accents of performativity, consistently mov-
ing along the path of destruction of tradition-
al theatrical boundaries, moving them into a
new cultural-communication and conceptual-
aesthetic field.

Thus, the installation of modern perform-
ing stage practices is focused primarily on
reflecting the worldview and studying a per-
son, expanding consciousness and refining
feelings (it is focused not so much on reflec-
tion as on modeling reality by experimenting
with embodied reality as a connection with
the Eternal, forgotten in the hustle and bus-
tle). "Formula" methods of world perception
and acceptance of the actual picture of the
world are formed as living breath, living en-
ergy, asserting a new definition of the roles
of the author and the character, creating new
communicative situations, destroying stereo-
types of perception, forming a new audience
ready to accept new artistic forms.

The performative aesthetics of today's
stage art is not burdened by the burden of
classical canons and is able to completely
liberate the viewer, directing him to inde-
pendent creativity as a "decoding" of unusual
forms of representation, when emotions and
unexpected impressions are deeply experi-
enced, being the quintessence of receptive
experience.

Modern performative stage practices in-
spire phenomenal "inclusion in thinking" in
the course of an exceptional, "living" dia-
logue, which presents its artistic and aesthetic
explication of socio-cultural life, acting as a
non-trivial problematic polemic, "in relief"
articulating existential issues, reflecting on
borderline situations. In other words, the per-
formative stage practices of the artistic-
pluralistic world of today represent a media-
tor in joining the presented topical discourse

and are addressed to a reflective, searching
viewer who is able to immerse himself in
thoughts about himself and his place in the
current world.

Performative action conceptualizes bring-
ing art to life, merging with life, introducing
into the consciousness of an ordinary person
that any fragment of his everyday life can be
aestheticized and raised to the level of art or
even sacred action (without super efforts).

Performative action is a synthetic art-
form as a author's unstructured spontaneity,
in which the main essence of the work lies in
the process of its creation. It is a multifaceted
innovative and authentic art-form that is on
the border between sacred and everyday, re-
ality and symbol, and in it everything is real,
because the status of reality in our time is
represented by an endless collection of dif-
ferent forms of reality.

In the context of performativity, condi-
tional demarcations of trends in artistic and
figurative solutions are determined by clearly
limited regularities of the process of artistic
creation. Otherwise, there is a threat of loss
of artistry, when leans towards exaggeration
naturalism, or capricious convention, subjec-
tive arbitrariness, loss of connection with re-
ality. That is, the contradictions between the
real and the ideal should represent a content-
artistic dialectical unity. The multi-vector
nature of the relations that arise between
them, social-artistic, social-ideological, so-
cial-functional etc., determine the peculiari-
ties of artistic production as a multi-system
formation. The accumulative chain in it is the
performative action, which represents the
artistic and valuable load and gives an idea of
how it meets social needs. Performative ac-
tion is a reality that in a specifically theatrical
way reflects the characteristic features of so-
cial life in its spiritual-provocative potentials
and dimensions.

Diffusion of artistic experiments is deter-
mined by the formula — "action for the sake of
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action”, which is built on the possibility of
"moving within perception” and "moving the
art event itself" in its sociocultural reality. Per-
formative action appears as a sphere of free
action and conceptual mastery of a new aes-
thetic experience with existential reflections.

Therefore, the performative action in its
form-content essence is the newest form of
reflection of theatricalization in its corre-
spondence to life forms (when the boundary
between the conditional and the real is
crossed) and appears as an art project (the
project is “thrown forward"™) within the
framework of non-classical and post-non-
classical theater systems. Diffusion of con-
ceptual-artistic author's innovations and co-
creation with the viewer, turning into an ex-
traordinary integrality, each time very unex-
pected in its solutions, is separated into a co-
herent artistic structure.

Modern stage practices gravitate towards
the performative innovation of the author's
artistic know-how in provocative cultural and
artistic forms of the postmodern dimension,
which focuses the research initiative of criti-
cal thought on the latest artistic intentions as
prospects for further research.
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IN EXTREME AND DIFFICULT SITUATIONS
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Abstract. A modern military conflict is an extremely complex and multifaceted socio-political situation
associated with a change in relations between countries, international, social, group, the transition to the use of
armed violence to achieve political, economic and other goals. At the same time, a military conflict is a
comprehensive test not only of the material and technical capabilities of the country, but also of the spiritual
might of the people and especially the personnel of the Armed Forces.
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Bnaronapuoctn u ¢QuUHAHCHpPOBaHUE.
HccnenoBanue BBIMIOIHEHO B paMKaX IMCUXO-
JIOTUYECKOTO aHalW3a MOpPaJIbHO-BOJIEBBIX
KayecTB OyAyImux o(pHIIEepOB.

BBenenne

B Mupe mpoucxonsT riiodbanbHbIe H3Me-
HEHHUS, BBI3BAaHHBIC M3MEHUHMBOCTHIO Xap
TEepa BOCHHOW arpecCHyl BOOPYKCHHBIX CHII,
HEYCTOMYMBOCTBIO CTPATErMUECKOro B3au-
MOJICHCTBHS, TEHACHIHUSIMH (DOPMHUPOBAHUS
HOBBIX OOEBBIX CPEJICTB U METOJIOB BOOPY-
KEHHON OOpHOBI, COIMATBLHBIMHU, YKOHOMHU-
YEeCKUMH U3MCHCHHMSIMHU B OOIIECTBE, aKTUBH-
3aIMedl  MEXIyHapOJHOTO TeppopusMa H
JKCTpEMH3Ma, a TaKXkKe JIPYTMMH OMacHBIX
(hakTopOB.

B cBsi3u ¢ 3TUM KpaiiHe aKTyaJabHBIM SIB-
JSETCS  WM3YYCHHWE JIMATHOCTHKH OMOIIHO-
HaJIbHO-BOJIEBBIX XAapaKTEPUCTHK BOEHHO-
CIY)KaIIUX B OKCTPEMAIBHBIX CHUTYaIUsX.

[logyepkHyTa aKTyaJbHOCTh OOecIeYeHUs
0€30IMaCHOCTH, 3aLIUTHl MOJIOIEKH OT UyXK-
IBIX HJIEeH, YKpEIUIEHUs ICUXOJIOIMYecKOi
MOJATOTOBKH M OOEBOTO JyXa BOEHHOCITYXa-
IIMX B YCJIIOBUAX OCTPOTO XO/a JIOKAJIbHBIX
BOIiH B Mupe [1].

MeToabl 1 MaTepuaJibl

Memoovr  uccnedosanus.  Meronuka
Y. A. Counbeprep — 0. JI. Xanuna, marema-
TUKO-CTaTUCTUYECKUN aHaIU3 i1 pacyeTa
MOJTy4eHHBIX pe3ynbTatoB (t-kputepuit CTh-
I0JICHTa, METOJ KOPPEJSIMOHHOTO aHajH3a
K. ITupcona).

Llenv uccnenoBaHue MpPoOJIEMBbI TICHUXO-
JIOTUYECKUX AaCTEeKTOB JAMHAMHKU SMOIIHO-
HAJTBHO-BOJICBBIX ~OCOOCHHOCTEH  JIMYHOTO
COCTaBa BOOPY)KCHHBIX CHI B JKCTpEMallb-
HBIX W CIOXHBIX CHTyallHsX. 3aJlauul
UCCIIeIOBaHMs omnpeeieHne (HakTopoB Mpo-
UCXOXKJICHUS W  CHCIU(PHUKA  BOJICBBIX
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0COOCHHOCTEH BOEHHOCIYXKAIMX B IKCTpPE-
MaJbHBIX U CJIOKHBIX CHTYaIUsIX.

O0bpekTOM ucciaenoBanusa asisirorca 100
KypcaHToB W3 MHCTUTYTa KOMMYHUKAIIMOH-
HBIX TEXHOJIOTHH.

[IpenMeTom uccienoBaHusl SBISIOTCS UC-
clleoBaHHE NWHAMHKH BOJIEBBIX OCOOEHHO-
cTeil Oyaymmx o(uUIEpOB B IKCTPEMAIBHBIX
U CIIOXKHBIX CUTYaIUsIX.

Pe3yabTaTshl U 00Cy:KIeHUE

Ha mam B3, BHUMaHHWE Pa3BUTHIO U
(hOpMHUPOBAHHIO TUHAMHUKH BOJIEBBIX OCOOEH-
HOCTEH Yy BOEHHOCIYXAIIUX TTOMOXET TIpO-
aHaTM3UpOBaTh Tporiecc (GOpMUPOBAHUS HX
JUYHOCTH. BoJIeBBIM MBI Ha3bIBaEM deIOBEKa
C OIpeJIeIeHHBIM HA0OPOM KadecTB XapakTe-
pa — 3TO CWjIa BOJIM, YHEPTMYHOCTh, HACTOM-
YUBOCTbH, BBIZCPIKKA, YTO M MBI UCCIICIOBAIH
u orpazwim B Tabmumpl 1. MccnempoBaHus
MIPOBOJIMIIMCH C OTPEICTICHHBIM YCIIOKHEHH-
€M B YaCTHOCTH 3aMepPbl MPOU3BOIUIIKCH TIO-

Clle CTPeNIbOBI U CITyCKa C BBICOTHI.

Pe3ynbpTaThl MccnenoBaHus MepeUUCIICH-
HBIX BOJIEBBIX OCOOCHHOCTEH H3JI0KEHBI B
BUJIC TMarpaMMBbl Ha pUCYHKe 1.

KypcanTsl BeicIINX y4eOHBIX 3aBEJICHUMH,
HaXOJIACh B IOHOILIECKOM BO3pacTe, MPOXOIAT
ATan B3pOCIEHUS U CTAHOBJICHUS JINYHOCTHU B
BEChMa CTPOTHX M OTPAaHUYHUTEIBHBIX YCIIO-
Busix [4].

Kypcantsl BTOporo roma oOyueHus xa-
pakTepu3yroTcsa 0oJiee MOBBIILIEHHOW 3MOLU-
OHAJIBHO-BOJIEBOM  YCTOMYMBOCTBIO,  IIO-
CKOJIbKY OHHM YK€ HMEIOT OIpeesIeHHbIN
OTIBIT y4eObl U CITY’KOBI B BOGHHOM BY?3e€.

Ha tpetbeM kypce oOydenms yxe chop-
MHUpPOBAHBl OCHOBHBIE MPO(PECCHOHATBHBIE
HABBIKU M yMEeHHs Oynymux opuiepos, cTa-
HOBUTCSI COJIEpKAaTeIbHBIM MHPOBO33PEHUE,
YTO TIO3BOJISIET KypCaHTaM YIPOYUTh UX
ujeliHbIe mo3unuu [6].

Tabnuya 1

CpaBHUTEIbLHBIA aHAJIM3 BOJIEBbIX Ka4ecTB Oy aymux opuiepos o MeToauKe
Y. . Conaodeprep — FO. JI. Xanuna

(N =100)
KypcanTsi Kpurepuii Koppesmust
HUKT CTAaHIAPTHOE
Iloka3aTenu ITupcona
. OTKJIOHEHHUe
-xkpurepni
IIpouenTHas craBka %0
Huskas peakTuBHas 98% 0,07960%* 0,09602
TPEBOXKHOCTD
Cpeanas peakTuBHas 2% 0,07960** 0,05616 0,99963
TPEBOKHOCTh
Beicokast peakTuBHas 0% 0,18169%* 0,70710
TPEBOXKHOCTD

Ipumeyanue: ** co CTATUCTUYECKU 3HAYUMBIMUA U3MECHEHUSIMH.

CuryaTHBHasE WM PEaKTHBHAs TPEBOXK-
HOCTh KaK COCTOSHHE XapaKTepU3yeTcs
CYOBCKTUBHO II€PEKUBACMBIMH SMOIHSIMHU:
HanpsDKCHHEM, OeCHOKOHCTBOM, 03a00YeH-

Paradigmata poznani. 1. 2023

HOCTBIO, HEPBO3HOCTHIO. Pe3ynmbTarhl ompe-
JICTICHHUSI PEaKTUBHOW TPEBOKHOCTU KypCaH-
ToB 110 Metony Crmnbeprepa-XaHuHa OTpa-
>KEHBI Ha puc. 2.
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Pesynbrarel onpeneneHns peakTUBHOW TPEBOKHOCTH
y Oynymux oduiiepoB no meroanke Crmnbdeprepa-
XaHuHa

150

100
0

Hun3kana peakTuBHas
TPEBOXHOCTb

B Konunyectso KypcaHToB

CpefHasa peakTnBHaA
TPEBOXHOCTb

BblcOKan peakTUBHasA
TPEBOXHOCTb

B PeaKTMBHaA TPEBOXKHOCTb

Puc. 2. IlmarpamMa pe3yJIbTaTOB ONpe/ieIeHUs PEAKTUBHOM TPEBOKHOCTH Y KYPCAHTOB
no meroauke Cnundeprepa-XaHuHa

DTO COCTOSIHME BO3HMKAET KaK 3MOIMO-
HaJIbHasl Peaklusl Ha CTPECCOBYIO CUTYAIHIO
U MOXXET OBITh pa3HbIM 110 HHTECHCUBHOCTH U
JUHAMUYHOCTH BO BPEMEHU.

3akiao4enue

B 3akirouenue uccienoBaHus chopmy-
JMPOBAHBI CJIE1YIOIINE BHIBOJIBI.

TpeBoKHOCTh BOEHHOCTYXAIETO — 3TO
YaCTHBINA, CHEUU(UIECKUA BHUJ TPEBOXKHO-
CTH, MPEJICTaBIAIOLMI COO0N CKIOHHOCTh
BOEHHOCIYXAIIEr0 K MEepPEKUBAHUIO 3MOLU-
OHAJBHOTO JUcKOoM(popTa, 00YCIOBIEHHOIO
CyOBEKTHBHO IPEYBEIMYCHHON OMacHOCTHIO
B CUTYyallUsIX BOGHHOW CIIy’OBbl, pealbHO He
YTPOXKAIOUIUX €ro 0JIaronoixyyduto.

BbIpakeHHOCTh TPEBOKHOCTH BO MHOTOM
00yCJIOBIMBAET CTPYKTYPUPOBAaHHOCTH MO-
THUBOB OCBOECHHUSI BOEHHO-TIPO(PECCHOHATILHON
NesTENbHOCTH. UeM Bblllle TPEBOKHOCTb, TEM
MEHee IMpe/CTaBIeHbl BHYTPEHHHE MOTHBBI
BOCHHO-TIPO()ECCHOHALHOU JIEATETHHOCTH H
MOTHBALMsI Ha JOCTHKEHHE ycriexa. Y BBICO-
KO TPEBOXKHBIX BOEHHOCIYXKAIUX JIOMUHU-
PYIOT BHELIHME MOTUBBI BOECHHOW JE€ATelNb-
HOCTH U MOTHBalUA n30eraHus Heyaau.

Ilpakmuueckaa 3nauumocmp pe3ynbTa-
TOB HCCJIEJI0BAaHUS MO3BOJISIOT MPABUIBHO

OPUEHTUPOBATH SMOIMOHAILHO-BOJIEBbIE
0COOEHHOCTH TPU JUATHOCTHKE BOCHHOCIY-
JKalUX, JTOCTHKEHUU UMHU YCIEIIHOTO BbI-
MIOJTHEHUS CITY)KEOHBIX 00s3aHHOCTEH B 0Ooe-
BBIX, SKCTPEMAJIbHBIX, CIIOKHBIX CUTYaLIUSIX.

Hayunaa 3nauumocms pe3yismamog
MCCIIEIOBaHMs 3aKJIF0YAETCsl B TOM, YTO OHO
o0oramaeT BOGHHYIO M COLHUAIbHYIO TICHXO-
JIOTUIO HOBBIMU HaYYHBIMH JIAHHBIMHU.

Ozpanuuenus u Oyoywyue uccieoosa-
Hus. 1IpoBeleHHOE AIMIUPUUYECKOE HCCIIEA0-
BaHHe 1Mo MeToanke Crnmideprepa-XaHUHa B
YCIIO)KHEHHBIX YCIIOBUSX, MPUOIMKEHHBIX K
00eBbIM, PEKOMEHIYeTCSl JOMOIHUTEIHHO
MIPOBOJIMTH METOJI HAOIIOJACHUS W OMPOC IO
peasbHOMY CaMOUYYBCTBHUIO.
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Abstract. The article analyzes and reveals the essence of the concept of digital political values and its impact on
the socio-political portrait of young people. The reflection of digital political values on the political culture of
youth and its features are considered. Based on the statistical data of the Republic of Uzbekistan, the characteris-
tic features of the influence of digital political values on political culture are summarized and shown. The inter-
dependence and mutual influence of digital political values and the political culture of youth is shown. Conclu-
sions, suggestions, and recommendations are made based on the obtained data.
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Introduction. In modern conditions, a
kind of transformation of political culture
and political values is taking place. The stud-
ies of Almond G. and Verba S., which laid
the foundation for the tradition of analyzing
political culture as a backbone element of the
political system, have not lost their rele-
vance, despite the change in methodological
approaches in political science [1]. As a logi-
cal continuation of this approach, the article
aims to study the impact of digital political
values on the political culture of the youth of
Uzbekistan. Modern youth perceives political
values in a new way. In the context of global-
ization, the information and communication
system and its extensive use in society is be-
coming more influential than traditional insti-
tutions in shaping and strengthening the po-
litical culture and values of young people.
The modern information space cannot be im-
agined without digital technologies. It should
be noted that the level of connection and use
of digital information technologies among
young people varies from country to country.
Digital 2022: Global overview report pub-

lished at https://datareportal.com shows that
as of January 26, 2022, there are 7.91 billion
people on the planet. 5.31 billion (67.1%) of
the population are mobile phone users, 4.95
billion (62.5%) are Internet users, 4.62 bil-
lion (58.4%) are social media users [3]. In
various parts of the world, obtaining political
information from the Internet and social net-
works, expressing political views and using
them for institutional and non-institutional
purposes of political participation has be-
come a daily practice [6]. The continuous
growth in the number of Internet users has
led to the parallel growth of the digital econ-
omy and commerce in the economy, various
social networks in the social sphere, intercul-
tural digital communication in culture, as
well as the widespread use of digital technol-
ogies in politics. In political practice, such
concepts as e-government, e-government
services, e-parliament, e-democracy, e-
citizen, e-voting, digital participation, digital
socialization are actively used. The article
discusses the impact of digitalization on the
emergence of digital political values and
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their impact on the political culture of the
youth of Uzbekistan.

Research objectives:

1) definition of the concept of "digital po-
litical values™;

2) to study the manifestations of digital
political values in the development of the
new Uzbekistan;

3) explore the formation of digital politi-
cal values in the political culture of youth.

Methods. The study used the methods of
meta-analysis, the definition of concepts and
the axiological approach. The concept of dig-
ital political value is implemented through an
axiological approach by studying the defini-
tions given to the concepts of value, political
value, and obtaining appropriate conclusions.
Several independent studies and statistics on
youth issues were analyzed using meta-
analysis.

There are various definitions of the con-
cept of political values. They can be de-
scribed as follows. The importance of politi-
cal values is determined by the expediency
and significance of political interests, the in-
fluence on the behavior of political groups
and individuals; compliance with the needs,
integrity of the political system; the main
problems and goals of social groups in socie-
ty. A. Golubev interpreted political values as
"a concept used to denote the essence of po-
litically significant actions, processes, phe-
nomena in terms of their compliance or non-
compliance with the interests of the state,
society, certain social groups, a specific per-
son™ [9]. Important political values are such
concepts and principles as equality, freedom,
justice, security, democracy, free and equal
political participation, democratic institu-
tions, strong state institutions, order, human
rights and freedoms, freedom and self-
realization, stability, the rule of law, legality,
unity, brotherhood, progress, innovation, au-
tonomy from the state, transparency, honesty,
peace, etc., which reflect the properties of
political phenomena and act as typological
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terms adjusted with the criteria of individual
or group political assessment.

An important approach in understanding
political values is the approach of S. Arnaud
from the point of view of axiological objec-
tivism and axiological subjectivism [2].
Based on the fact that the subject can be of
great importance under the influence of cer-
tain conditions, it can be argued that it is im-
portant in the understanding of political val-
ues, and the situation in which a certain idea,
norm, doctrine, theory, institution, practice,
method, etc. can become a political value. In
the study of political values, a lot of work has
been done by the researchers of the project —
World Values Survey (WVS). WVS is an
international research program dedicated to
the scientific and academic study of the so-
cial, political, economic, religious and cul-
tural values of the people of the world. With-
in the framework of the project, for more
than forty years, every 5 years, an assessment
is made of the impact of stability or changes
in values over time on the social, political
and economic development of countries and
societies. The project was launched in 1981
by its founder and first president (1981
2013) Professor Ronald Inglehart from the
University of Michigan (USA) and his team,
since then it has been carried out in more
than 120 world societies with a constant ex-
pansion of geographical coverage for the
seventh time. Of the 290 questions of WVS-
7, 52 items are devoted directly to political
values [4]. An analysis of WVS data by polit-
ical scientists Ronald Inglehart and Christian
Welzel argues that there are two main dimen-
sions of intercultural difference in the world:

1) Traditional values versus secular-
rational values and

2) Survival values versus self-expression
values.

The seventh wave of WVS, which was
held from January 2017 to December 2021,
covered 84638 respondents from 57 countries
of the world. The questionnaire of this exten-




sive sociological study includes questions processes and the political participation of
related to digital political values in terms of  respondents (Figures 1, 2, 3).
obtaining information, discussing political

Q206- Internet, Q207-Social media (Facebook, Twitter, etc.)

08

0,

Q207 IESZZET2s s 0.8 5,8 EE 12
0,

Q206 | 2T, - 0,

0% 10% 20% 30% 40% 50% 60% 70% 80% 90% 100%
= Never m Daily u Weekly Less than monthly m Monthly ® Don't know m No answer

Figure 1. Respondents' answers to the question: “People learn what is going
on in this country and the world from various sources. For each of the following sources,
please indicate whether you use it to obtain information daily, weekly, monthly,
less than monthly or never.”

Q217-Searching information about politics and political events,
Q218-Signing an electronic petition, Q219-Encouraging other people to take any
form of political action, Q220-Organizing political activities, events, protests

Q220 e 20,3 2 S—
Q219 s 232 2, e
Q218 | G 2y g2, 7
Q217 gz Tz 2 2 s,

0% 10% 20% 30% 40% 50% 60% 70% 80% 90% 100%
= Would never do = Might do u Have done Don't know = No answer

Figure 2. Respondents' answers to the questions “Now I’d like you to look at this card.
I’m going to read out some other forms of political action that people can take using
Internet and social media tools like Facebook, Twitter etc., and I’d like you to tell me,

for each one, whether you have done any of these things, whether you might do it
or would never under any circumstances do it:”
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Upto29 m30-49 m50and more mNoanswer2

Figure 3. Respondents' answers to questions about age and sex

Digital transformation is a fundamental
change in the structure and functional logic
of economic, social, political and technical
systems through the spread of digital tech-
nologies.

Digital value is associated with the use of
digital technologies in the development of
society. It plays an important role in chang-
ing the life and activity of a person, society
and the state, while it serves to transform,
improve, transform in a modern form, and
can also serve as a negative impact on the
development of society, especially among
young people. Digital value matters for all
categories of social groups. Digital value is
the production of products and the provision
of services based on the use of digital, infor-
mation and communication technologies, as a
result of which goods and services have some
inherent quality. Digital value in the broadest
sense is any products, services based on the
use of digital information and communica-
tion technologies that can satisfy human
needs.

Today, digital values constitute the most
common cluster of values. Digital political
values form a value system that takes its
place in this cluster. Digital political value
means moving away from an exclusively
“traditional” model of political values, in
which digital technologies contribute to the
security, stability and efficiency of political
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processes. Digital political values are events,
processes, actions, services, technologies,
applications, software, applications resulting
from the use of digital technologies that serve
the interests of an individual, social group,
society and the state. They are becoming
more and more relevant, the need for human
life is growing, its importance is growing.
Digital political values are evaluated and
gain significance depending on their place,
status and significance in a person's life. The
role of digital values, which are directly re-
lated to healthcare, medical services, social
protection, protection of human rights, and
ensuring political participation, is especially
growing.

The development of the digital economy
in Uzbekistan, the e-government system, the
adoption of the One Million Programmers
project, the Digital Uzbekistan — 2030 strate-
gy [13] are a logical continuation of these
processes in the world. In particular, the
Strategy "Digital Uzbekistan — 2030" pro-
vides for comprehensive measures for the
active development of the digital economy in
the country, the widespread introduction of
modern information and communication
technologies in all sectors, especially in pub-
lic administration, education, healthcare and
agriculture. This strategy, adopted to acceler-
ate the development of the digital industry in
Uzbekistan, increase the competitiveness of
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the national economy, provides for the digital
transformation of regions and industries, in-
cluding the development of e-government,
digital industry, digital education and digital
infrastructure. The strategy provides for an
increase in the share of e-government ser-
vices provided through the Single Portal of
Interactive Public Services from the current
34 % to 60 % in 2022 and 90 % in 2030, it is
planned to introduce the Electronic Diary,
Unified Electronic Medical Record, Electron-
ic Polyclinic systems”, “Electronic Hospital”,
“Electronic Prescription”, “Unified Register
of Social Protection”, “People's Control”, “E-
Guest”, the project “One Million Program-

mers”. The adoption and use of digital tech-
nologies, which are gaining popularity as a
result of digital transformation, is becoming
more widespread among young people. This
process takes place in the same way in the
world, including in Uzbekistan. Produced
and published annually on
https://datareportal.com by Simon Kemp and
the Kepios team in collaboration with Hoot-
suite and We Are Social, the Digital 2022
Global Overview Report [3] provides statisti-
cal data as well as analysis of mobile device
usage, the Internet and social networks by the
world population. The following Figure 4 is
based on the statistics provided in this report.

Global scale of use of digital technologies(based on data from Digital 2022 Global

Active social media users 58.4% Internet users 62.5%

Overview Report)

m Mobile phone users 67.1% = World population (in billions)

Figure 4. Global digital usage indicators

Digital 2022 report: Uzbekistan reports
that as of January 26, 2022, 34.16 million
36.7% of the country's population is between
the ages of 13 and 34, of which 24.05 million
(70.4%) are Internet users and 6.25 million
(18.3 %) are social media users. If these data

are supplemented with statistics from the
Ministry for the Development of Information
Technologies and Communications of the
Republic of Uzbekistan, then the following
picture is obtained (Figure 5).
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Indicators of the use of digital technologies in Uzbekistan
(based on data from the Ministry for the Development of Information Technologies
and Communications of the Republic of Uzbekistan and Digital 2022: Uzbekistan)

6,25

0 5 10 15

Active social media users 18.03%  m Internet users 78.8%

20 25 30 35 40

= Mobile phone users 84%  m Country population (in millions)

Figure 5. Indicators of the use of digital technologies in Uzbekistan

When comparing these indicators, we can
conclude that Uzbekistan does not lag behind
the global processes of digital transformation
in general. And in this, young people in the
global and local context play a great modern-
ization and innovation role. The following
Figures allow presenting the share of young
people in the population of Uzbekistan, de-
veloped and developing countries of the

world (Figures 6, 7, 8) [7]. Youth statistics in
the preparation of data is based on the defini-
tion of "youth (young citizens) — persons
who have reached the age of fourteen and not
older than thirty years" in accordance with
the norm established by the Law of the Re-
public of Uzbekistan "On State Youth Poli-
cy" dated September 14, 2016 [11].

Youth in developed economies as a percentage of total population
(based on UNCTAD data for 2021)

= 0-13 years old, 15.34%
= 31-59 years old, 39.24%
= 60-100+ years, 25.6%

14-30 years old, 19.8% of the 9.68% female, 10.12% male.

R

9,68

\

Figure 6. Youth in developed economies as a percentage of the total population
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Youth in developing economies as a percentage of total population
(based on UNCTAD data for 2021)

= 0-13 years old, 25.48%
= 31-59 years old, 35.81%

13,37 .

A

= 60-100+ years, 11.9%

14-30 years old, 27.64% of the 13.37% female, 14.27% male

Figure 7. Youth in developing countries as a percentage of the total population

The youth of Uzbekistan as a percentage of the total population of the
country (according to the State Committee on Population Statistics for
2021 is 34558891 people)

= 0-13 years old, 27.66%

= 31-59 years old, 35.58%

¢

13&

= 60-85+ years, 8.46%

14-30 years old, 28.3% of the 13.85% female, 14.45% male

Figure 8. Youth of Uzbekistan as a percentage of the total population of the country

As can be seen from the given statistical
data (Figure 8), Uzbekistan is ahead of the
average statistical indicators of developed
and developing countries in terms of the
number and proportion of young people in
the population, the average age of the popu-
lation is 29.5 years.

In terms of political socialization and par-
ticipation, the youth of Uzbekistan can be di-

vided into three groups. It is advisable to in-
clude 14-18 years old in the first group, 19—
24 years old in the second group and 25-30
years old in the third group (Figure 9). When
grouping, age restrictions were taken into ac-
count related to the acquisition of legal ca-
pacity of young people, the right to participate
in political processes, vote and be elected.
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The composition of the youth of Uzbekistan in percent
(the total number of young citizens according to the State Statistics
Committee for 2021 is 9778712 people)

= Male

m Female

2530 yearsold, 30.21%
19-24 years oid, 33.46% S T
1418 yearsoid, 27.315 S

0 5 10 15

20 25 30 35 40 45

Figure 9. The compoition of the youth of Uzbekistan in percent

The qualitative indicators of the use of
digital technologies by the youth of Uzbeki-
stan can be judged from the results of an ex-
tensive sociological study “Youth of Uzbeki-
stan: Challenges and Prospects”, conducted
by the international organization UNICEF as
part of a joint work plan with the Youth Un-
ion of Uzbekistan and a partnership agree-
ment with the Yuksalish National Movement
for 2018-2020 According to a survey based
on the answers of 4458 respondents aged 14—
30, 53.9 % of young people (34.3 % of men,
68.1 % of women) do not use the Internet,
43.2 % (61.5 % of men, 29.8 % of women)
use the Internet at least once or twice a day,
weekly and monthly [12]. The given statistics
show the share of social groups of youth in
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the world and in Uzbekistan, the level of use
of the Internet and digital technologies. The
scale of digital political participation, as one
of the digital political values in Uzbekistan,
can be visualized using the following statisti-
cal charts 10,11. As of January 2022, out of
716 types of public services registered in Uz-
bekistan, 308 are provided through the Single
Portal of Interactive Public Services (SPIS),
while the number of applications through the
Public Service Centers (PSC) in 2020
amounted to 6.5 million, and the number of
applications in SPSI — 3.5 million. The fol-
lowing Figure 10 makes it possible to com-
pare these figures with the results of 2021
[10].
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General statistics of applications for public services in Uzbekistan (based on
website data https://my.gov.uz/ru/site/statistic-graph)

10 9,2
7,9

6,3

o N B~ O ®
N
o)
w
=

The number of applications The number of applications The number of applications
in 2019 was 10.7 million. in 2020 was 9.5 million. in 2021 was 16.4 million.

u Applications through the Single Portal (online) in millions

m Applications through Public Services Centers (offline) in millions

Figure 10. General statistics of applications for public services in Uzbekistan

Data analysis shows a 262 % increase in age composition of applications for public
online applications compared to 2020 and services in 2021 (Figure 11).
2021. Of great interest to our recovery is the

Age and gender statistics of applications for public services in Uzbekistan
in 2021 (based on website data https://my.gov.uz/ru/site/statistic-graph)

Hmale m female m(0-18 years old = 18-24 years old
m 25-34 years old m 35-44 years old m 45-54 years old m 55+ years old

1,12

Ages [ 196 [INS292 2076 T 2 44
cender. < |

0% 10% 20% 30% 40% 50% 60% 70% 80% 90% 100%

Figure 11. Age and gender statistics of applications for Public Services in Uzbekistan
in 2021

53.64 % of the total number of applica- zens under the age of 34. The digital gender
tions for public services were made by citi- gap resulting from the affordability of the use
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of the Internet and digital technologies, as
well as the relatively low digital literacy of
women, is reflected in real numbers.

The use of social networks by Uzbek
youth can be judged based on the results of a
sociological survey conducted by the Insti-
tute for the Study of Youth Problems and the
Training of Promising Personnel under the
Agency for Youth Affairs of the Republic of
Uzbekistan. In April 2020, a survey was con-
ducted among users of the Telegram social
network on the topic “For what purpose do
you use digital technologies now?”, In which
about three hundred citizens took part [5].

Data analysis shows that 25 % of re-
spondents are looking for new information
and reading news, 21.7 % keep in touch with
friends and share information, and 20.6 %
use digital technologies for virtual, distance
learning to improve their skills and
knowledge.

The procedure for electronic collective
appeal to the chambers of the Oliy Majlis of
the Republic of Uzbekistan, regional, district
and city Kengashes of people's deputies
through the special web portal “Mening
fikrim has been introduced, and as of No-
vember 2021, 4965 collective applications
were registered on the portal” [15].

Open Budget — Portal of the Republic of
Uzbekistan "Open Budget" was developed
within the framework of the project "Financ-
ing sustainable development in Uzbekistan™
of the Ministry of Finance and UNDP. As of
November 2021, 41,125 initiatives were reg-
istered through the portal in the draft budget
for 2021, of which 22,971 projects were ap-
proved, 1,149,499 citizens took part in voting
in their support, and 502.94 billion sums
were allocated for these projects [14].

A youth portal developed at the initiative
of the Agency for Youth Affairs to inform
about the opportunities created by the gov-
ernment, public and private enterprises to
realize the potential of studying and working
youth [8]. The portal is aimed at the younger
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generation, as well as other stakeholders
working in the youth field. The purpose of
the portal is to create a database of opportu-
nities for young people, where each user can
receive full information about their rights and
opportunities and fully use them.

Main conclusions. Youth is the subject of
the modernization and innovative develop-
ment of the world. The younger generation
has real potential in the process of digital
transformation of society and the state. Digital
political values will transform the value sys-
tem of young people and these values will
prevail in the composition of political values
in the future. We need to deepen our under-
standing of the political, social, cultural and
economic implications of digital technologies.

The digital transformation of the political
sphere of society and digital values are turn-
ing into a leading factor in the modernization
of the system of political values of youth in
Uzbekistan.

In the future, digitalization and digital
values will become the main factor in the in-
tegration, socialization and modernization of
the political culture of youth in Uzbekistan.
In doing so, the government and youth or-
ganizations must take into account the fol-
lowing principles:

Orientation to the person — obtaining the
maximum benefit for the person, ensuring
equal political participation and responsibil-
ity for decisions.

Prosperity of youth — promoting sustain-
able political development, the public good
and opportunities for self-realization in the
political sphere.

Transparency — promoting open access to
political information and processes.

Collaboration — support for open stand-
ards and collaboration at all levels of the po-
litical process.

Accessibility — development of afforda-
ble, simple and reliable devices and services
for the widest possible range of youth.
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Sustainability — moving towards a stable,
sustainable, responsive to the demands of the
youth.

Harmony is the use of digital technolo-
gies by the individual, society and the state in
such a way as to earn the trust of people and
avoid exploitation or exacerbation of disa-
greements and conflicts.
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