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yBO[A

OGekT, NpegMeT, Len, 3agaqv U MeToau Ha U3cneaBaHeTo

OT pgbnboka OpeBHOCT TeaTpanHOTO WM3KYCTBO pasnCkBa CbBKynHaTa
ecTteTnyecka, cunocodcka, eTmdecka 1 coumanHa npobrnemaTtuka B KOHTEKCTa
Ha eauH BM3yaneH obpas Ha KOHKPEeTHUTe O0BEKTM Ha UHTeneKkTyanHa OUCKYCUS.
TeaTpanHUAT cnekTakbil, KaTo OCHOBEH CMMBOI Ha TeaTpanHoCcTTa, onpeaens
OCHOBHUTE CTPYKTYPHU KaTeropuum M pyHKUMM Ha Tasu obpasHa 3HakoBoCT. B
npoLeca Ha 03Ha4YyaBaHETO HA KOHKPETHWTE CMUCIN WU 3HAYEHUS, KyNTyPHUST
AVCKYPC Ha criekTakbia uKcupa TeaTpanHOTO 3HAKOBO B3aMWUOAEWCTBME KaTo
akTuBeH cemuosnc. OT Tasn no3vumsi obeKT Ha HacTosWOTO M3crieaBaHe e
MMEHHO TeaTpanHuUST CrekTakbfl B USNOCTHaTa My MHOronnactoBOCT OT
O3Ha4yaBally ernemMeHTU, U3rpaxgalin Bu3yarHus U UHTeNnurnbuneH obpas Ha
Tasun 8MopuYHa Unu Nno ckopo dpyea pearHocT, KOATO CLueHaTa kaTo CBAT Hanara
B Cb3HaAHMETO Ha Bb3npuemaiyusi cybexr.

OrpoMHUAT emMnMpUYeH NoTeHUMan Ha ceMumoTuKkaTa, KaTo CPaBHUTESTHO
HOB, HO CTabWMHO HamnoXeH MeTo4 Ha HayyHO u3cneaBaHe opmynupa
XapakTepa Ha OCHOBHMS NMpPeAMeT Ha Ta3n paboTa — ceMMoTUYHaTa NepcnekTnea
Ha TeaTpanHus crekTakbi. PasuckBaHeTO Ha 3HAKOBUSI XapakTep Ha Bcsika
CLEHMYHa pearnHOCT U3MCKBa AeTaWfHO MPOHMKBAHE B KOMYHUKATUBHUS pecypc
Ha crnekTakbiia M OT Tasu Mo3unumsi, MHOroobpasmMeTo OT 3HAKOBM €NeMEHTU U
CTPYKTYpV Ha O3HayaBaHe He MPOCTO TpaHcopMupa TeaTparHWUs CriekTakbil B
cemMmoTMyeH OOGeKT, a Hanara egHa 3adbiPKUTEeNHa CeMMOTMYHA BU3US Ha
TbiKyBaHe Ha HeroBusi noteHuman. [pakTuyeckn Ge3kpalHUST Mpouec Ha
O3Ha4yaBaHe, cMUCNoobpasyBaHe, NPeACTaBsHE U MHTEPNpPeTUpaHe Ha cueHaTa
riokanuaupa TeaTparHus CriekTakb/l KaTo NpoAyKT Ha egHa HacuTeHa 3HaKoBa

cpena. ToBa, OT CBOS CTpaHa, onpeaens U OCHOBHaTa LeNl Ha u3cnegBaHeTo —



dopmynupaHeTo Ha GasnMcHUTE NapaMeTpy Ha TO3N CEMMO3UC KaTO OCHOBA Ha
theatralite.
OT ropensnoxeHoTo crnegBa U aedrHMpaHETO Ha OCHOBHUTE 3adayu 3a

pelwaBaHe, KOUTO n3crieaBaHeEToO CU NOCTaBA:

e cneumdukauma Ha BbNpoca 3a ceMMoTUYHaTa nepcnekTmea Ha théatralite;
e T[OCTaHOBsIBAHE Ha TeaTpanHusi CMNeKkTakbn  Kato  signifier wu
dhopmMynMpaHeTo Ha 3HaUuTe U 3HAKOBUTE (POPMUPYBAHNA Ha CLEeHaTa;

e pasucKkBaHe Ha BbMpoca, Kacaely, stage figure (cueHnyHata curypa), kato
OCHOBEH 3HakoB atpubyT Ha npeBbNbLlEeHNeTo/TpaHcopmaunaTa B
TeaTparnHaTa peanHocT;

e CTpyKTypuypaHe Ha npobnema 3a TeaTpanHaTa KOMyHuKauusa u
TeaTpanHusa Kog kato 6a30BM KOMMOHEHTWU B MpoLeca Ha akTMBUPaHe Ha
MOHATMSA 3a 3HAYEHNE/CMUCHST B Cb3HAHMETO Ha Bb3npuemMalyms 3puTen;

® U3ACHABaHE Ha cucTeMaTuKata Ha OTCbCTBUE/MPUCHCTBUE HA 3HaALMTE Ha
cueHara;

e [JedUHMPAHE Ha MexaHu3Ma Ha JNUHIBUCTUYHO W napa-NIMHIBUCTUYHO
B3aMMOJENCTBME Ha KOMMOHEHTUTE Ha CrnekTakbia B U3rpaxgaHeTto Ha
aKTMBHaTa KOHBEHLMSA Ha O3HAa4YaBaHETO;

e (opmynupaHeTOo Ha ecTeTukata Ha TeaTpanHusa CnekTakbfl  KaTo
meamparsieH mekcm;

e ofnpedensiHe Ha paguKanHOTO 3Ha4YeHWe Ha akTbopa B  USANOCTHUA
CEMNOTUYEH OMCKYPC HA CNEeKTakba,;

e U3SACHABAHE Ha KOHKpeTHaTa CEeMWOTUYHA (PYHKUMA Ha CLEHMYHOTO
NPOCTPAHCTBO KaTO OCHOBEH KOMIMOHEHT, PaBHOMNOCTaBEH Ha aKTbOPCKOTO
npucbCTBUE (aKTbOP + CLEHNYHO NPOCTPAHCTBO = TeaTpaneH CneKkTakbi);

e [JedUHMpAHe Ha XxapakTepa Ha mise-en-scéne Kato OCHOBEH
penpeseHTaTUBEH MPUHUMM 3a U3rpaxgaHe Ha CLEeHMYHa KOHBEHUUs Ha

O3Ha4YaBaHETO.



Kato meTogonorusi, ToBa u3creaBaHe Ce OCHOBaBa Ha HenocpencTBeHu
HabnogeHMs M MPSKOTO yyacTMe B UANMOCTHMS Mpouec Ha Cb3[AaBHETO Ha
TeaTparnHusa cnekTakbil — OT 3aMucbiia 40 KpanHus NpoAaykT, nogpobeH aHanus
Ha xapakTepa W CTPYKTYpUpPaHETO Ha OCHOBHWTE KOMMOHEHTW Ha TO3M NpoLec,
AETaWrnHo u3cnegBaHe Ha 3HAaYMMOCTTa U CeMMOTMYHATa afeKBaTHOCT Ha Tean
KOMMOHEHTU, KaKTO 1 NOCPeACTBOM NPSIKO y4acTUe B KPUTUYECKUSI aHanm3 BbpXy
KOHKpeTeH TeaTpaneH MNPOAYKT, KaTo akT Ha KpanWHa penpeseHTauus.
[lONbAHUTENHUAT, CTPOro eMNMpPUYeH MeToa Ha M3cnefBaHe BKIOYBa CTPUKTEH
noaGop 1 noapoGeH aHann3 Ha CBETOBHUSI TEOPETUYEH PECYPC OT CEMUOTUYHM
TpygooBe MO BbMpoOca, Kacaell pagukanHata XydoXecTBeHa pedirekcust Ha
TeaTpanHata CemMuoTMKa KaTo W3crnefoBaTeficku MeTod Ha CeMOTUYHUTE

n3MepeHnd Ha TeaTpasniHoTo U3KYCTBO.



CnuncbK Ha OCbLLECTBEHMU NPakTN4eCKn TeatpariHn NpoeKkTn
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EneHoso uapcmeo, aBTOPCKM MPOEKT BbpPXYy edHOMMEHHaTa nueca Ha [eopru
PanyeB — cb-aBTOp, W3NbNHUTEN, €eKCnepumeHTanHa paborta, HauwnoHaneH
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OT “Caea OrHsaHoB” — Pyce, ¢ huHaHcoBaTa nogkpena Ha HaumoHaneH ueHTbp
3a TeaTbp KbM MUHUCTEPCTBO Ha KynTypaTa, y4acTue B OCHOBHaTa nporpamMa Ha

MexxayHapoaHusa pectmBan Ha TaHuoBus Teatbp — Pyce’00
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oT [eopr BroxHep, pexmcbop U aBTOp Ha CLEHMYHATa Bepcusi, KO-NMpOoAyKuus
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duHaHcoBaTa nogkpena Ha “Copoc UeHTbp 3a KynTypHU nonutukn’ — Codus,
®oHpaumnsa “Tpo-Xenseuns” — Lsenuapus, LUBenuapcka KynTypHa nporpamMa B

Bvnrapusa un Note NHcTUTYT — Cochus
2007

bypsima ot Y. Wekcnup, lpamaTtnyHo - KykneH TeaTsbp ,KoHCcTaHTUH BennykoB” —
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Teatbp ,KoHCcTaHTUH BenuukoB” — Nasapoxuk, xopeorpad



Benexku Bbpxy CEMNOTUYHUA XapakTep Ha theatralité

Bcaka XxypoxecTBeHa Cb-TBOPEHOCT, OuMOenkum akTtyanHo Cb3ngaHue,
pasrpblia KOHTEKCTa Ha cobcTBeHata CU OHTOMOMMYHA  3HAYUMMOCT,
KOHCTUTYMpamKn enHO OTBOPEHO MPOCTPAHCTBO 3a BBINPUATUETO Ha BCSKa
aHTMHOMaTMYHa Kay3anHocT® kaTo aBCOoMOTHO HEe3aBUCKUM U eJHOBPEMEHHO C
TOBa HaMb/HO 3aMeHMM npeaukat. EgHa nogobHa koHcTaTtauus e cneacreme ot
abcontoTHata mm ybeneHocT B AbnbokaTa ceMaHTU4YHa B-MOHATMMOCT Ha BCEKU
XyOOXeCTBEH aKkT (TBOPEHME), KOWTO M3XOXOamkm oT cobcTBeHata cCu
KOHCTPYKTMBHOCT 6K MOrbn ga ce pasrfnexga KaTto U3KMIYUTENHO YSIEHUMO U
MEHUMO B MHTEHLUMOHAanHarta cm CMUCIIOBa M 3HaveLlla usnocT ratio - cb-3HaeHe-
3a-Hewo. HeroBaTa pas-yYfNeHMMOCT Ha W 3a-MEHUMOCT CbC Pasfn4yHU Mo
CMOXHOCT CMWUCMOBU KOHCTPYKLMM M3BEXOAa CBpPbX-UHTeprnpeTatMBHaTa My
CbLUHOCT, NOCTynMpaLla 3HaKoBUS CU XapakTep KaTo 3HayeLllo-B-KOHTEKCTa-Ha-
3Ha4YMMOTO.

PagukanHo o00Bbp3aH C €CTeCTBOTO CM Ha MO3HaBaTeneH umnepaTuB
XyOOXECTBEHUAT akT pasrpblia e4Ha ToTanHa BONns 3a MawabHOTO m3BexaaHe
Ha BbTpe-OUTUHWTE napagurMy, Bellaelwm CTPONHOTO apTUKynupaHe Ha
XMBOTA KaTto CETUBHO OCb3HAT W MCUXOMNOrMYECKM pernameHTMpaH KOHLEMT.
KnuBotbT, OuMBanmkm  XKuBOT-Harned, wm3xoxga oT  cobcTtBeHaTa  cum
BbTPELLUHOCBHAbPXATEMNHA 3aBUCMMOCT Ha rpaguMm B OuTUMHATaA CU UANOCT U
NMPUYMHHOCT akT, KOWTO B abcontoTHata cu opMa U U3MEPEHMNE KOHCTUTYyMpa
cebecToMHOCTTa CU KaToO XydoOXEeCTBEHa Cb-TBOPUMOCT Ha afeKBaTHM Ha
CbLHOCTTa My Harnean. Kato obekT Ha eqHa OTBOpeHa BUTuIHa Oprus, XXUBoTbT
Bb3npvema cobcTBeHata CuM TBOPMMOCT KaTO M3HaA4yanHa, apxeTunHa B

KOHTEKCTa Ha CcTatyTa My Ha Bb3npoum3soammMa OT CbLWWHCKOTO butne

! Bx. no- HaTaTbk 6en. 12



anepuenuma. Tonm u3uckBa OUTMETO B UANOCTHaATa My BbTPE-CTPYKTypHa
HaTOBApPEHOCT C MONMBANEeHTHU 3HAKOBM KOHOTAUWMW®, pasucKsBalM W
NnpeTBOpsiBaLLM CBPbXMHTEpPNpeTaTUBHATa My CMUCIIOBOCT B 3HAYMMOCT, TOECT
B-NMOHATMMOCT, a[eKkBaTHa Ha YOBELWKOTO WHTENeKTyarnHO npexnBsBaHe.
KaTeropmsaumparikun nogobHa ctpaTerna kato akT Ha OTCTpaHeHue, BNMCBaL, ce B
obwaTa uMpKynaumsa oT NOHATUS, CbLLHOCTU U CMUCIIOBU KaTeropun, N3KycTBoTO
Kopurmpa daTmyecknsa nspas Ha CBosSi UHTeprnpeTaTMBeH 00eKT, NPeBPbLLANKA O
B pearnHoCT, W3Ha4yanHO Brpaguma B Terioca Ha BCEKM XYOOXECTBEH akKT-
TBOpeHne. Tasnm peanHoCT, B MHOXECTBOTO Cflydan, € afeKkBaTHa Ha
XYyOOXECTBEHUS aKT, CUPEY XYOOXKECTBEHUAT akT pasnckBa MHAOPMAaLMOHHOTO
pasBMTME Ha Harnega B Ncuxukata Ha MHAOMBMAA, KaTeropuaupa Herosute
OTHOCUTENHM NapamMeTpyu U ro NocTynupa Kato cybekT, Bb3npou3BOAUM Ha
€3MKOBO HWMBO, CETMBHO YNOBMM W BbMABTMM B €4HA pedeBa KOHCTPYKUUS,
pagukanHo u3kasyeM WM MNo-TOYHO, O-BbHLIHOCTEH. WM3BeaeH B cBowTa
BbHKALLHOCT, HarnegbT Be4ve npuaobuBa HOB CTaTyT, Ha peaneH intensional-
obpas, NpeTBOpeH B MogoOMETO CM MMEHHO OT akTa Ha TBOPEHE U MU3KasaH
CbOOpPa3HO YMCTOTO BBLINPUATUE HA BbLTPE-3HAKOBOTO MYy CbAbpXkaHue. AKO
Bb3nprvemeM Te3aTa, 4Ye the being is speaking — cbLlecTByBaHETO € roBOpeEHE,
OMXMe MOrnM CMoKOMHO [a OKa4yeCTBUM TBOPYECKMSI aKT KaTto cBoeobpaseH
peyvyeB KOHCTPYKT, NMOABNacTeH Ha 4UCTO e3ukoBaTa (MHTENEeKTyanHo-CeTMBHa)
npepaboTka Ha MHOXECTBO peanuM K 3Ha4yeHUs B CUMBONW, MeTtadopu u
dopmKM, KOHOTUpALLM edHa XyAOXEeCTBEHa peariHOCT KaTo noanexawio Ha

cneunguyHo Bb3NpuATME Signatum (o3HayaBawo). TBOPYECKUAT akT € signum-

KoHnoTaumsi (Conotation) — TepmuH, o03HavaBaw, acouuaummTe (4eCcTO EeMOLMOHAITHO
HaToBapeHW), NpUApPYXaBalyn gymaTa, 3a pasnuka oT HelHaTa AeHoTauusl, HEMHOTO TOYHO MK
CTPOro 3HayeHne. B cemnoTMyHMTE TpyaoBe KOHOTaUMsSiTA O3HaA4YaBa BTOPUYHOTO MMM
N3BMEYEHOTO 3HaAYeHNe, JOKaTO AeHOoTauusTa 03Ha4yaBa MbPBUYHOTO UMM MbPBOTO 3HAaYEHME Ha
3Haka. — owe BX. Kananuetpo, BuHceHT, PeyHuk rno cemuomuka, npesog — VisaH MnageHos,
Xensbn, Cocums, 2000, ctp.102

KoHoTaTmBeH — KOMTO ce nogpasbupa, KOMTo 3araTea
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3Hak®, HO B U3KIIOUNTENHO rnoGarneH acnekT, perynmpatl, MHOXECTBO BbTPeLLIHO-
CTPYKTYPHU KOHOTATUBHW 3HAYEHUS, HACIOXEHU BbPXY YMCTUTE AeHoTaTvsHu®
CTOMHOCTM Ha Harnega v npesBpblual, cobcTBeHaTa Cu penaumsi B UKOHUYEH

obpa3s, NpeHaToBapeH OT 3HAYELLN-B-KOHTEKCTA-Ha-3Ha4YNMOTO.

Cnepgpanikn egHa nogobHa NUHUA Ha pascbXaeHue, KoSTO Moxe bu marnko
arpecuMBHO Ce OMWTBa Aa NaHcupa Te3aTa, Ye TBOPYECKUAT aKkT € Marko WUnu
MHOTO CMOXEH €3UKOB KOHCTPYKT, MpUTexaBall, CBOS WIIOKyTMBHa (peueBsa)’
N3pasHOCT U hopmynMpaLy NPOnoO3NLMOHANHNA MKOHMYEH obpa3 Ha CeTUBHO
Bb3MPUETUSA U NCUXONOrMYECKN aKTUBHO NpepaboTeHuss Harnegq Mu ce ucka aa
HaAacoYMM BHUMAaHMETO CUM KbM MOXe OW Hal-3HaKoBUS, B CbLIHOCTTA CMH,

TBOPYECKN aKT - TeaTparnHuna CNeKTakbIl. BuBankn nmeHHo Harneg, KoopauHumpaH

3
KnacunyeckoTo onpegeneHne 3a 3HaK, KakTO U BbBEXOAHETO Ha TEPMUHUTE O03HaYaeMo W
o3Hayvasauwo ca aeno Ha ®epauHaHT Ao Coclop — BX. NMO- HAaTaTbLK 6en. 9.

* NeHoTauus (Denotation)— Bx. KoHoTauus (Conotation)

HeHoTat (PedepeHT) (Denotatum) — OGekT, cbbUTME MNM Hewo, OT KakbBTO M Aa € Bug,
AEHOTUpaHO OT AyMa Unu 13pas, ToBa, KbM KOETO Ce OTHacs AymaTta Unu U3peyvyeHneTo. - oule
BX. Kanannetpo, B., PeyHuk no cemuomuka, Xenswn, Codusa, 2000, cTp.102

[leHoTaTMBEH — KOMTO Ce CbOTHACS , KOMTO ce OTHacs Ao

° Xabepmac 13nonsBa NOHATMETO WIOKymueHa cusia, BU3uparkm npobrnema 3a n3pas3mmocTtTa Ha
pevyeBUTE akToBe, pasrnexgankum npuHumMna Ha Cbpn 3a m3pasmMMocTTa.. Tol KoHcTaTupa
cnegHoTo: “BcAiko n3siBrneHue, 3a Aa Moxe Aa 6bae pa3bpaHo B gageHa cutyauus, TpsabBa
Ja cb3dage Hau-mMankoTo MMIMJIMLMTHO ornpenerieHo OmHoWweHue Mexay roBopewusa u
HeroBusl NapTHLOP U Aa My Aage nspas. Moxem ga Kaxxem, Ye UITOKyTUBHATa cuia Ha egHo
peyeBO AenNCTBUE Ce CHLCTOU B TOBa Aia onpeaeny moayca Ha u3paseHoTo CbAbpXaHue”.
C noHATMEeTO “WUNoKyTMBHO” TOW Ce ONUTBa [a 3allMTv TesaTa CW, Ye peyeBUTE aKkToBE He ca
NPOCTO €3MKOBU U3SIBNEHUS, NPU KOUTO HUE OTKbCBaMe “U3ABUTENHUS XapaKTep Ha peuyTa oT
CbAbPXaHMETO Ha peyTa”, a HaNpoTKB, “Ye e3MKOBUTE U3SABMIEHUSA NpUTeXaBaT XxapaKkTepa
Ha gencTBus, T.e. Ye ca peueBu delicmeusi.” — BX. Xabepmac t0., Qunocogus Ha e3uka u
CouyuanHa meopusi, npesod — CtunusiH MoTos, Nuk, Cocust, 1999, cTp. 55 — B TO3M KOHTEKCT,
WNOKYTUBHATA M3Pa3HOCT € U3KIIYMTENHO XapaKTepHa 3a TeaTpariHus CrekTakbil KaTo CyOekT,
n3rpageH, B NOBEYETO Cry4yan, OT peYeBmn OENCTBUS.
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OT MHOXECTBO 3HaKOBW KOHCTPYKTW, TeaTpanHUAT ChekTakbSl KOHLUEeHTpupa B
TenecHocTTa CW OTAENHW MHOronnacTtoBM €3uKOBM nepuenuun - CrioBECHU
dopmu  (AManorMyHoO-MOHOMOrMYHaTa CTPYKTypa Ha ChnekTakbfia npegnonara
Hann4MeTo Ha pedeB abCoOMOT, TOECT M3UANO peveBa onpeneneHocT, Makap u
Aa CbLeCTBYBAT U3BECTHU M3KITOYEHUS), XXECTOBO-MUMMYECKA apXUTEKTOHMKA,
apxXuTekTypHa o6ycrnoBeHOCT (cueHorpadusi), OBBHLIHOCTEH MMMNepaTus
(kocTiOMK), CTUNM3MpaHa XapakKTEPHOCT (rpuMm), My3uKanHa naptutypa u
CBETNNHHO OopMIieHNEe (BBbHLUHO-CTUMN3NPAaHN KOHCTPYKTU) U, HE Ha NOCIeaHOo
MSICTO, HannumMeTo Ha nybnuka. VIMeHHO nybrnvkata e To3u yHukaneH cybekT,
NPUCHLCTBALL, HEMOCPEACTBEHO, NPEeXMBABALL LUANOCTHOTO AEWCTBME naparnenHo
C aKTbOpa-u3MbISHUTEN W Uennua XyOeXeCcTBEeH eKun W Nno npesymnuus,
npeacraBnsaBall, Han-konocanHUAT arperat Ha CLUEHUYHOTO aencTteue. VMIMeHHO
nybnukata wurpae ponsta Ha pagukaneH OMOHEHT, KOpAWHWpaLL, XWBUA
KOMyHuKaTuBeH ©GanaHc Mexagy 3puTen W akTbop, ToBa HenocpeacTBEHO
ANXaHue, KOeTo nogbpika NCUXOSIOrMYECKOTO HanpeXeHne B TeaTpanHUsa caroH
N KOETO HagMOrBa arpecmMBHaTa eKcnaH3us Ha KMHOTO, KakbBTO U (peHOMeH aa e
TO.

CnokonHo Ouxme MOrMM Jda KOHCTatMpame, 4Y4e BCUMYKO B TeaTbpa €
nogBnactHo Ha nybnukata - OT KabuMHETHOTO Cb3gaBaHe Ha CroBECHUS
MaTepuarn, npes CueHuM4yHaTa peanusaumsa Ha apTtedakta, A0 KpuTuyeckarta
no3uumsa 3a Hero n, 6e3cnopHo, B3anMOOTHOLLEHMATa MexXay TBopeua (nogaten)
n 3putens (agpecat) naHcupaT CbLHOCTTa Ha TeaTpanHua npouec. Tyk, Ha
HMBOTO Ha CeMuoTUYHaTa nparMaTtuka, BapuaTMBHaTa MNOCreAoBaTerHOCT Ha
npegaBaHeTo Ha MHGOpMaumsaTa OT TekcTa (MO HaTaTbK B Ta3u paboTta noa
mekcm we pasbupame performative text — Tekcta Ha cnekTakbna, KOMTO ce
urpae Kato CUEHUYEH KOHCTPYKT) KbM agpecaTa ce M3BbpLUBa Ha onpeferieHo
KOrHUTMBHO HWBO, 3allOTO OCBEH YWUCTO Mncuxonorudyeckata obycnoBeHOCT, B
noBeyeTo crniydam GasupaHa Ha KOHKPETHM MO3HaBaTeNHW acnekTu, 3pUTensT-
agpecaT Bb3fnpuemMa BCHAKa TBOpPYECKA WHTEHUMS W Ha HMBOTO Ha CBOA
dopmarneH XUTenckn onut. 3pUTENAT Bb3NpuemMa peasiHocTTa Ha CrnekTakbia

KaTo penyinka Ha eauH no3HaT XUTENCKN moaen, pa3rbpHaT B CBOATA OpPYyroct
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nocpeacTBOM TBopYeckaTa paHTasnsa M KenaHMeTo 3a OTCTpaHeHwe OT efuH
HaTypaneH Harneg. Tasu pennukauus, usrpageHa Ha YUCTO MHTENeKTyarnHo
HWBO, NpeBpbLLa OOUKHOBEHNA KOMYHUKATUBEH €3UK Ha B3aMMOOTHOLLEHUNATA B
e3nk, dopmMynupaH Ha efuvH no-AbnboK, 3HAKOBO OMNpedeniuMm  NpuHumn,
pasrpbluiall 3Ha4YeHndaTa B rnobaneH acnekT n HatoBapBall M ¢ Henogo3vpaHu
A0 MOMEHTa CTOMHOCTM M CMUCIU. TO3n cMUCNoB O0BeM KaTeropuyHo M3MCKBa
pasbupaHeTto M  OPMyNUPaHETO My, TbfIKyBAaHETO Ha  3HayeLloTo,
erseretTmyeckarta qoopMyrnmMpoBKa Ha BeYve CbLUeCTByBaLMTE 3HAKOBU CTOMHOCTHU
N nHTenurnbunHm dopmn. B eauH nogobeH obewm- intelligibilis, HacuteHocTTa oT
3HAaKOBM KOHCTPYKTW, 3aMEHSILLW pearnHo CbLUeCTBYBaWMTe CbObpXKaTesHu
obemu, pacte naBMHOOOPa3HO 1 B onpedeneHn cnyvyam Haaxebpnis MHOFOKPATHO
KOHKPETHUTE CMWUCNOBU KaTeropun. TyK He NpocTo ce Bu3npa abcontoTHaTta
ONO3ULUMOHHOCT MexXay peaniHo M aHTas3HO (UI30pHO), KaTo TUMUYHO
OCbLUHOCTABAHE Ha BCEKM XYOOXECTBEH akT, a CbBCEM Cb3HaTenHO ce
npecnefBa wuaesta 3a abconioTHaTa HEKOHTPONMPYEMOCT Ha 3HaKoBUTE
CTOMHOCTM B €AHa M3HayanHo HeorpaHuueHa cemuosa (Eco)®, kakeaTo no
npesymums nputexasa U CaMUAT TBOPYECKM akKT M CamMOTO TBOpeHue. Tasu
ceMnosa, pasrpblialia UHTEPaKTUBHUTE MorfieTa Ha BbTPELUHO-CTPYKTypHaTa
NABTHOCT Ha TBOPUMOCTTA M3BEXAa, Ha CUHTarMaTtMyHO HWBO, €dHa MNoYTU
ngeanHa B3aMMO3aBUCUMOCT MeXAy OTAENHUTE €3UKOBU CTPYKTYpU Ha
TeaTpanHUsa CnekTakbil — MbPBUYHUAT Martepuar, CUeHWYHaTa akTyasiHOCT,

ny6nquaTa KaTteropmsauund, nocrepmnopHata peakuus.

® B uncro cemmotnuen KOHTeKCT, Eko pasrnexaa HeorpaHuyeHata cemmosa Mo OTHOLLEHME Ha
[MbpcoBaTa Teopusi 3a 3HaKa M MNO-KOHKPETHO, pasrnexgankm MoHATMeTo “interpretant as
another representation which is referred to the same ‘object’ (kypc. UE) n 3a na 6bae no
KOHKpeTeH, Ton goyToyHsBea: “In other words, in order to establish what the interpretant of a
sign is, it is necessary to name it by means of another sign which in turn has another
interpretant to be named by another sign and so on. At this point there begins a process
of unlimited semiosis (kypc. UE), which, paradoxical as it may be, is the only guarantee for
the foundation of a semiotic system capable of checking itself entirely by its own means”.
— BX. Eco, Umberto, 1979 (1976), A Theory of Semiotics, Indiana University Press -
Bloomington, p. 68

HeorpaHnyeHata cemmosa e BanugHa B MbifiHA CTEMNeH NpW TeTpanHWsi CMeKTakbll, KbAEeTo
CbLLIECTBYBa B YMCT BN CBPbXUHTEpPNpeTaumsTa “as another representation which is referred
to the same ‘object™ (Ibid.).
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Bcsaka oT ropecnomeHaTute €3MKOBU NPOSABMEHMS U3UCKBA e4Ha NakoOHUYHa
M TOYHa dopMa Ha TbIlKyBaHe, Makap TO3M npouec fa € U3KMHYUTENHO
cybeKkTMBeH W wuHOuBMOyaneH M B TO3M CMUCBLST CaMOTO pasrajaBaHe Ha
KOOOBETE, KOHCTpyMpalin Te3n e3MKOBW KOHCTPYKTM, ce saBsiBa KaTto docta
ignorantia — 3HaHue-3a-He3HaHMeTo (CokpaT). AKO TEeKCTbT KaTto nutepaTypa e
00eKkT Ha efHa XepMeHeBTMYHa paspaboTka, TO TeaTbpbT KaTo AencTeune e
cneacteme OT Tasn XEPMEHEBTUMYHOCT, TS € NbpBONpUYMHATa 3a HEroBoTO
aBABaHe. TeaTbpbT Npean3BMKBA TPOUYHO-XEPMEHEBTMYHA 3aBUCMMOCT, MpU
KOSATO nybnukaTta TbiflKyBa Be4ve M3-TbIKYBaHW CbLUHOCTU, CMUCIN U 3HAYEHUS
KaTo rv TpaHcopmmupa B APYrK CbLUHOCTU, CMUCIIM N 3HAYEHUS, KOETO BeYe ce
KoHcTUTyMpa kato TeatpanHo [MPEOCTABAHE — nbpBuyeH TekcT (aBTop),
XEPMEHEBTMYEH [OUCKYPC BBPXY TO3N TEKCT - MHTepnpeTauus (pexucbop),
BTOPMYEH XEPMEHEBTMYEH OUCKYPC BbPXY Beve siBeHaTa WHTepnpeTaums —
CBpbX-UHTEpnpeTauusa (3puten). To3m TpuymBMpaT cb3gasBa napagurmaTta Ha
crnekTakana KaTo BTOPUYHO 4BfEeHME BCMeACTBME Ha MbpPBUYEH MNPOAYKT,
BOAELWO [0 TpeTMdeH aHanm3 W NO TO3M HadvH obycnaBa HeroBaTta
CBPbXUHTEPNpeTaTMBHaA 3HaKoBa cpefa. AKO crekTakanbT, KaTO XEPMEHEBTUYHO
3aBucMM 1 onpegenuum  00ekT, pasuckBa cobcTBeHata CuM 3HaKoBa
CTPYKTYpPanHoCT MOCPeACTBOM e€OVH aKTMBEH BU3YyarnHO-KOrTHUTUBEH W3pas3s
(cb3paBaHeTo Ha 06pasun, NOHATUA, NpeactaBn M PaHTaA3HO-NCUXONOrMYECKU
antosumn), To 6u BmMnNo NOrMyHO Aa KoHcTaTupame, Yye abConTHUAT MMNepaTus
Ha HeroBaTa CMHTarMaTW4Ha KOHCTPYKUMs (Lotman)’, HaBbpaaHaTa CbrpageHoCT
Ha KOHKPETHOTO AencTBMe, ce npeanonara v cb3gasa OT MMEHHO Tasu 3HakoBa

cpena.

! Cnopen JlotmaH “usrpageHoTo geAcTBue, OT eAHa CTpaHa, nMpeacTaBnsiBa Bepura oT
pa3nuyHu enusoam (CUHTarMaTM4yHa KOHCTPYKUUS), @, OT Apyra — MHOrOKpaTHM Bapuauuu
Ha onpeaerieHO AeNCTBEHO sApo (napagurmaTuyHa KOHCTPyKUuMA)”. — BX. JloTmaH, HOpun,
“Cemuomukama Ha cuyeHama” B Kynmypa u uHghopmayusi, npesog — JlunsHa Tepauicka, Codus,
Hayka u n3kyctBo, 1992, ctp. 257
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B camata cu CbLUHOCT TeaTpanHUAaT CnekTakb npeanonara CTpeMeX Kbm
pasrpaHuyeHne OT peariHO CbLUECTBYBALLMS XXUBOT U B TO3M CMUCHI, TOW faney
He e simplex apprehensio - eguH NPocT no3HaBaTeneH akT. Ton Hanara
cobcTBEHA  KOHCTUTYUMs Ha peanuuTe Ha  OUTUMHOCTTA, pas3uckBa
XyMUHUTapHaTa npobrnematvka Mo HauuH, HaOXBbPIsLW, [aney Xu3HeHaTa
eKcrnaH3vMsi Ha wuHAMBMAa, pasrnexga Cb-OMTMeTO CBAT — WHOMBMA W3BbLH
KOHTEKCTA Ha 4YUCTO OHTONMOrMYHMS CMUCBA. B cTpemexa cu ga nocturHe
adaequatio rei et intellectus - MbAHO CLOTBETCBME MeEXOY CaMOTO HELWO W
CMUCBbNIA, TeaTpanHUAT aKT 3asBsiBa €4HO KonocanHOo MHoroobpasuve ot
3HaKOBO- KOMYHUKATUBHU CUCTEMU, BMBALLN €3UKOBU KOHCTPYKTU U pasrpbLiaLim
eavH apekBaTeH gebart, nopogeH OT COOCTBEHMTE UM 3HAYEHUS, Pa3fnKW,
XapaKTePUCTMKKN, CBbLUHOCTTHU CBOWCTBA, MPOMNO3NLNOHANHN 3aBUCUMOCTU U
BbTpe- CTPYKTYPHU KaTEropum.

Kakto cnomeHax Beve, Bcsdka théatralite, kKaTo HacUTEH TBOPYECKN aKT, ce
onpeaens OT HanM4MeTO Ha pas3nMYHM B CBOATA XapaKTEPHOCT KOMMOHEHTU —
BepbanHa  UM3pas3HOCT, XeCToBE, MWMMUKW, MaHUEPHOCT, TEeNecHn u
MCUXONOrMYeCckn CbCTOSIHMSA, BU3yanHa obpas3HOCT, My3uKanHo- 3BykoBa cpejaa.
Te3n KOMMNOHEHTU opraHu3vMpaTt npen Cb-nNpeXxmnBaBalms eanH “CBAT, U3UAno
nogBrnacteH Ha cobCTBeHUTe My npeactaBu, aHTasuu, BbLINPUATUS U
no3HaBaTeNiHM CTOMHOCTU. KaTto mHdopmaumoHeH obem To3n “CBAT” € TaKbB,
KakbBTO ro Bb3npuema Cb3epLaBallnAaT ro U TOM CbLLECTBYBA KaTO peariHoCT Ha
YNCTO MCUXO-KOTHUTUBHO HMBO, pasrbpHaT B Cb3HAHMETO Ha agpecaTa KaTo
TEKCT, KOHCTPYMpaH OT MHOXECTBO €3MKOBU (MHPOPMAaLIMOHHKN) KOOOBE.

B egHa cBoa nybnukauma B cnucaHme “Drama  Review” (1/1977)
o3arnaBeHa “CemmoTuka Ha TeaTpanHOTO npeacraBneHne” Ymbepto Eko,
pascbXgaBankm BbpXy CEMMOTUYHOCTTA Ha TeaTpasriHWs akT, ce Nno3oBaBa Ha
dparMeHT OT paskasa Ha Xopxe Jlync bopxec “TbpceHusita Ha ABepoec”, KONTO
paskpuBa cpefHOBEKOBHUSA apabcku dunocod ABepoec, pasMmuLniaBall BbpXy
ABe HEMOHATHW aymu — “Tparegus” n “komegmsi’, Kouto Ton oTkpun B “lNoeTnka’”
Ha Apuctoten. Eko keBanuduuupa npobnema kaTto WHTepeceH, TbW KaTo

Apuctotenosata “lNoeTuka”, nogdepTaBa TOW, HE € HULLO OPYrO OCBEH CrOXHa
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}J,e(bI/IHI/IU,I/IFI Ha Te3n ABe AyMU UK NO-CKOPO Ha nbpBata OT TAX. Tbn KaTo,
npuMmepbT € AO0CTa NokKas3aTterneH No oTHoweHne Ha CbLWHOCTTa Ha TeaTparnHoTo

npafcTaBsiHe e ro LuMTupam Lenvsi: 8

“The novel of Borges is long and fanciful. Let me only quote two episodes.
In the first one, Averroes is disturbed by some noise oming from
downstairs. On the patio a group of boys are playing. One of them says, ‘I
am the Muezzin,” and climbs on the shoulders of another one, who is
pretending to be a minaret. Others are representing the crowd of believers.
Averroes only glances at this scene and comes back to his book, trying to
understand what the hell “comedy” means.

In the second episode, Averroes and the Koranist Farach are talking with
the erchant Albucasim, who has just come back from remote countries.
Albucasim is telling a strange story about something he has seen in Sin
Kalan (Canton): a wooden house with a great salon full of balconies and
chairs, crowded with people looking towards a platform where fifteen or
twenty persons, wearing painted masks, are riding on horseback, but
without horses, are fencing, but without swords, are dying, but are not
dead. They were not crazy, explains Albucasim, they were ‘representing’ or
‘performing’ a story. Averroes does not understand and Albucasim tries to
explain it ‘imagine,” he says, ‘that someone shows a story instead of telling
it’. ‘Did they speak?’ ask Farach. ‘Yes, they did,” answers Albucasim. And
Farach remarks, ‘In such a case they did not need so many persons. Only
one teller can tell everything, even of it is very complex.” Averroes

approves. At the end of the story, Averroes decides to interpret the words

8 Eco, Umberto, Semiotics of the Theatrical performance, “The Drama Review”, v.21/n.1, March,
1977, 107

Tasn cratua e npeBedeHa Ha ObnrapckM esvk M e nybnukyBaHa B “TeaTpaneH
GionetuH”(3/1984, ctp.114, npesog — ManunHa CtedaHoBa). B 6enexkvTe kbM Tasu nybnukauus,
KaTo aBTOp Ha umTaTa e nocoyeH Xopx Jlyn Bypx. Ho TpsibBa ga ce otbenexu, 4e crnopepn
odmumanHusa nNpeeos Ha ObNrapcku €3uK Ha OpUIMHanHUSA TEKCT Ha uuTaTta, cTaBa BbLMPOC 3a
Xopxe Jlync bopxec — BX. bopxec, Xopxe Jlyuc, “TopceHussima Ha Agepoec” BbB BagurnoHckama
bubnuomeka, npeBog — AHHa 3nartkoBa, HapogHa kyntypa, Cocus, 1989, ctp. 222)
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‘tragedy’ and ‘comedy’ as belonging to encomiastic discourse.” (Eco 1977:
107)

Eko, He ©e3 cbxaneHue, koHcTaTupa, Ye ABepoec ABa MbTU Ce OOKOCBA
[0 onuTa Ha TeaTbpa, HO He ro pa3bupa, Tbil KaTo € MMan conuaHa TeopeTnyHa
000CHOBKa, HO HEe € MMarn CbLUMHCKOTO TeaTpariHO CbNPUKOCHOBEHME, CaMUAT
TeaTpaneH akT, gokaTo 3anagHata umBunm3auma npe3 CpeaHOBEKOBMETO €
nMana peanHus onuT OT TeaTpanHOTO MpeAcTaBfieHWe, HO He e wumana
paboTella TeopeTMyHa cxema, KOATO Aa opMynupa CbLUMHCKMA TeaTpaneH
KOHTEKCT.

Korato ce u3npaBum npen TeaTpanHua aduw, Toh Hocu B cebe cum
3HAKOBOCTTa Ha TeaTpanHUs CrnekTakbsl, HO MO HUKAaKbB HAYMH Tasn 3HAKOBOCT
He npeagocTaBss HeroBms cmucbn. KpbBTa MMM HOXbBT, U3PUCYBaHW BbLPXY
TeaTpanHusa adul, moxe 6u paskasBaT HaKpaTKO, Ye B CMeKTakbfla ce crny4Ba
nctopma 3a ybumnmcteo, 4Ye Tasn UcTopus Moxe OM € cBbp3aHa C ompasa,
PEBHOCT, M3Mama MM KOBapCTBO, Ye Moxe Ou ce pasurpaBa egHa cemeniHa
Apama, BM3MpaT Ce HSKaKBM MONUTUYECKM WUHTPUMM UIM Ce MOKa3BaT CLEHU Ha
Hacunue, HO Te3W 3HAKOBW MOKa3aTenn MO HUKAKbB HaYMH HEe HM u3kassar
CblLMHCKaTa CTPYKTypa Ha 3HaA4eLlOTO-B-KOHTEKCTa-Ha-3Ha4yMMmoTo. ToBa
3Hayewo MO HMKAKbB HA4YMH HE Ce € CNy4Yurio U HAMa [a Ce Cnyyu OoKaTo He
GnecHat npoxektopute. TyK 3HAKbT KOHOTMpPa €4Ha OT BEPOSATHUTE CXEMU Ha
3HA4YEHMETO, HO He YNNbTHABA AOCTAaTbYyHO MHGOPMAaUMOHHMA BakyyM. 3a aa
OCb3HAaeM CHHTarmMaTuyHata My 3aBMCUMMOCT, u3rpaguna U OCbLUHOCTMNA
BbMNPOCHUA apTedakT, HMe TpsabBa 4a Bre3em B TeaTtbpa, Aa NMPOHMKHEM U Aa ce
HacTaHMM B TeaTpanHus canoH, Ja M34yakame Ja ce BAurHe 3aBecaTta, Aa
GnecHaT NPoOXeKTopuUTe U Aa ce NOSIBAT akTbOPUTE M eaBa ToraBa Ta3u 3HaKoBa
cuctema ga 3apabotu. [opu m ga HAMame TeaTbp, CarnoH, MPOXeKTopu, a
NpocTO nnowiageH bbbl UM KakBOTO WM ga 6uno gpyro HedopmarnHo
NPOCTPAHCTBO, TeaTbPbT M HEFOBUAT akT Lie Ce CnyyaT U Le ce npeBbpHaT B
3HaKoBO CbbWUTME edBa Toraea, Korato TOBa MNPOCTPAHCTBO ce 0dopMu UNn

Bb3rpMemMe KaTo cueHa. ToraBa To3M “cBAT’, C UANOTO MY 3HAKOBO
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MHoroobpasue, e ce NPeBbPHE B CBPbXMHTEPNPETUPaAHO BuUTMe, AeHOTUpPALLIO
cobCcTBEHNTE CM NepLenTMBHM CTOMHOCTU U pasrpbLyallo usanaTta nparMaTuka Ha
BbTPE-CTPYKTYPHUTE CU B3aMMOOTHOLLEHWS MO eOuH SipbK U BrevaTnsealy,
HauMH, 3HaK MO 3HaK, KOA4 MO KOA4 A0 MbfHOTO M3rpaXkgaHe Ha UsNoCTHOTO

€31MKOBO MNoJi€ Ha CneKkTakbria.

vV

NcTtopusita Ha ABepoec, Tbpcel, CMUCHSIA, 3HAKoBaTa XapakTepucTuka Ha
NOHATUATA «Tparegusi» U «KOMeaus» paskpuBa CbLUMHCKaTa KOMYHUKaTMBHOCT
Ha TeaTpanHoOCTTa KaTo aKT, M3rpageH, B CbLUHOCTTA CU, OT 3HAKOBU KOHOTALMN.
MHTenekTyanHata MHBEHUMA Ha geTckaTta urpa € M3KMYUTENHO nokasaTternHa
Mo OTHOLLUEHME Ha pasrpblualimMsi ce TBOPYECKM MMMYNIC B Cb3HAHMETO Ha
WHOMBMAA, KONTO TpaHCcopMmMpa HECHLLECTBYBALLM peanuu (MIEe3nH, MUHape,
penurmo3sHa OOLLHOCT) B 3HAKOBW CTPYKTYpW, Npugodbunun, B pasBUTMETO CWU,
CBPbXUHTEPNpEeTaTMBEH XxapakTep. Bceku CMUCNOB WM CUMBOMUYEH akT,
pa3BuBall, Ce Ha cueHaTa, KOUTO Mo NpaBWUMO He € aJeKBaTeH Ha peariHocTTa
(ybunctBo 6e3 cmbpT, es3gaTta 6e3 KoH, ayenbT 6e3 atpubyTtmte, KOUTO roO
OCbLLECTBABAT), M3rpaxga KOHTypuTe Ha efHo abCTpakTHO KOMYHMKaATUBHO
3HaHMe 3a CBeTa, KOEeTO, KaTO aKTyanHOCT, W3nM3a W3BbH KOHTEKCTa Ha
XUTENCKN NpaBAMBUTE NOHATUS, 3@ Aa Ce NpeBbpHE B HapaTuBHa NpeacTasa 3a
Hero, TBopeHue creatio ex nihilo — cb3gageHo oT HUWoOTO. Becsako nogobHo
abCTpaKkTHO 3HaHMe € MoO3HaHWe Ha pasyma, CEeTMBEH KpeaTtus, perynupaty
npeacraBute B MHAMBMAOYANHOTO Cb3HaHMe, ToBa ratio, Cb-3Haewo 3a
CbLUHOCTTA, KoeTo BMBaLlO MMEHHO essentia — CbLLHOCT, AeNMKaTHO MHAMKMpa
dopmaTta Ha TBOpeHMeTO. PasyMbT He paswmpsBa MO3HaHMETO, a camo [0
TpaHcchopmmpa B KpeaTuBHa opma. ToBa KOETO e Mo3HaTo Iin concreto-
BM3yariHO HarfnegHo, cera ce nosHaea in abstracto - cbTBOpUMO OT NpeacraBaTta
3a Hero. ABCTPaKTHOTO MO3HaHMe (KaTo OMCKYPCUBHA TBOpYECKa WHBEHLMS) €
YMCTO 3HaHMe, a He NPOCTO Cb3epuaHne, 0POPMEHO KaTo akTyasnHa npegcrasa,

KaTO OENCTBUTENHOCT, KOATO cama Mno cebe cu Beye e 3Hayella-B-KOHTEeKCTa-Ha-
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obwusa-Harnea. NpeBbpHaTa B 3HaK, B 0O3HA4YaBalLo, TeaTpanHaTta peanus Beye
pasnuckBa HOBMS CMWUCHLIT KaTo abConTHO HesaBucuM atpubyT Ha olwms
TeaTpareH e3uk.

N3rpaxxgaHeTo Ha HOBM CMUCIIOBU CXEMW, pasrpaHUyYMMmM MOHATUAHWN HMBA U
UrpoBM CUTyaumu, CTPOro 3aBUCMMM OT MOTOKa Ha NpefcTtaBuTe, NpeBpbLua
OTAENHUTE KOMMOHEHTU Ha TeaTpanHOTO Cb-OMTMEe B OTAENHU TEKCTOBU
dopmynn, N3ncKeaLLm onpeaeneHo HUBO Ha TbilKyBaHe M n3passiBaHe Ha BbTpe-
CTPYKTYpHUTE MYy 3HauyeHus. Bbpxy egHa abcomTHO npasHa cueHa, caMo C
MOMOLLITA Ha HAKOSKO aKkTbopu, 06rie4eHn B NOAXOAALLN KOCTIOMU N OBUXKELLN Ce
no onpegeneH HayvH Ouxme Mornu ga npecb3gagem, novtu 6e3 HuKaksu
3aTpyAHeHusi, aTmocdepaTa Ha eguH Kparncky ABOp C usanarta My puTyarnHocT.
CnokoMHO MOXeM [Ja KaXeM, 4Ye aKkTbopuTe ce npeBpbliaT B 3HAKOBMU
O3Ha4aBalLM Ha xopaTa, opraHn3unpaliM obLecTBOTO Ha TO3WU Kparncku ABOp —
Kpan, Kpanuua, BENMOXW, CTpaxu, LWyT, CNyrm M T.H., ApeExXuTe, C KOMTO ca
obneyeHn, HM paskpmBaT cTaTyTa W CUMBONMKATA Ha TSXHOTO BNACTOBO
NMofnoXeHne wn MSACTOTO UM B WepapxuAta Ha ToBa OOLECTBO, KaKTO U
6e3KoOMNPOMUCHOTO CBMAENCTBO 3a enoxata, B KOSATO CbliecTByBa Tasu
oOLWHOCT, a ABwxeHusTa GesnorpewHo Ouxa mornn ga HU uHdopmupaT 3a
cuTyaumsta (NnpuynHaTa), BCNEeACTBME Ha KOATO TOBa Kparicko obuliecTtBo ce e
cbbpano Ha egHO MACTO — KopoHauusi, Gan, cbhd, ek3sekyumss U T.H. AkKo
NPOMEHNM Usnata Ta3um KOHUrypauus camo C NOCTaBAHETO Ha eAuH TPOH B
cpeparta Ha cueHaTta, cuTyaumsita Moxe aa npngobue oue no paswimMpeH cTaTyT.
Ot 6an no nNoBoA Ha KOpoHaUMsiTa Ha Kparnsi, HanM4YHOTO OeNCTBME MOXe Aa
npepactHe BbB BOWHA Mexady OBE Kparicku ocobu (Mnu gBama OMOHEHTM) 3a
Kparnckusa npecton - ako MocTaBuM ABaTa MNepcoHaxa (Mnwu rpynu) oT aBeTte
CTpaHM Ha TpOHa M NepcoHanuanpame MNOBEAEHNETO UM C Heobxoanmus
MMW3aHCLEH - U pasurpaBaHe Ha yOMWCTBOTO Ha Kpansi, KOWTO CMy Ha TPOHa u
HAKOW MYy M3CunBa OTPOBa B YXOTO (uUniv npocTto ro yémuea). ToBa AOMBAHUTENHO
O3Ha4YaeMo npuaaBa Ha Cry4YBaWOTO Ce MbSIHOKPBbBEH CMUCBHT U UcTOpuATa
npugobusa ceodAta pabynHa NAbTHOCT. B TO3M cMHTarMatuyeH KOHTEKCT Hue

pewaBamMe ga HaTtoBapum UANIOTO C OlWe Mo yCIoXXHeEHa KOHOTauuAa U BkapBamMme
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B HApaTMBHOTO OENCTBME Ha NMEPCOHaXUTe CNOBECEH M3pas, TEKCT HAaTOBapeH C
HeobxoaummnTe OEeHOTaTUBHO-KOHOTATUBHMU 3Ha4yeHus, KOUTO Be4e
npedopmMmynupart Harfnega B €auH abcontTHO HOB €CTe3UC — MNpWU HanuyHo-
Heob6XoaMMOTO NpeaBapUTENHO 3HaHME Hue 6e3norpeluHo pasno3HaBamMe WUnu
no TOYHO Cb-3HaBaMe, Ye cTaBa gyma 3a llekcneposus “Xamnet”. ToBa, 4e
napameTpute ca MNPOMEHEHU, Ye peanHo nofobeH COMbCbK Mexay AaneHu
OMOHEHTM HE CbLUECTBYBA B HAaNN4YHUS gpamMaTyprmyeH maTepuar, Makap B xoga
Ha OEeNCcTBMETO Ada HM Ce MNpedocTaBs 4acTudHa uHopmauusi 3a Moxe 6um
AENCTBUTENHO CbLECTBYBALLO CbMPUKOCHOBEHME WS, 4Ye YBUWUCTBOTO ce e
M3BLPLUIMMIO B rpaguvHata, a He B TPOHHATa 3ana, B Cryvyasi HAMa HUKaKBO
3HayeHue; OENCTBUETO, KOETO Cb3epLuaBamMe, CMTIOBECHOCTTA, KOATO YyBaMme, ca
3HakoBO nokasatenHu. CnasBaHeTo Ha KOHTEKCTa, Makap v rnog apyra gopma, B
apyra gencrtseHa KoHdurypaums, npugasa Ha HapaTtmea owe no AbnboK 3HaKoB
OTEHBK — 3HayewoTo nNpuaobmBa cmucana Ha yHMBepcanHa XapakTepecTuka,
OTTNackeBallla ce OT CTECHEHOTO 3Ha4yeHue Ha Tpareauarta B [atckusa gsop, 3a
Aa ce n3sucu go abcontoTHOTO NoHATUE 3a BonaTa 3a BnacT (Nietzsche 1968). U
ako CbBCEM HaBpeEME, BbB BbBMAPOCHOTO HaNWYHO AeucTBue, BKapame
HeobXxoAUMOTO OcBeTNneHne, 6asnmpaHo Ha axpoMaTUYHK LIBETOBE U OOMbIHUM
uanoTo ¢ HeobxogMmaTta My3ukanHa cpefa, wusrpageHa BbpxXy TEXKO
CUMAOHMYHO 3BYYEHE, KapTMHata CbC CYrypHOCT LWie npugobue rnobanHo
n3MepeHne, KOeTo He MPOCTO LWe pas3TbpCBa Cb3epuaBalius, a ue My OTBOpU
HOBW, HENOZO3MpPaHN NPOCTPAHCTBA B NpoLeca Ha ThIIKyBaHETO Ha npobnema 3a
BfacttTa u Hacunueto. B To3M cMmucbn, camoTo 3HaYell0-B-KOHTEKCTa-Ha-
3HAYMMOTO MOXe aa npngobue MHOro no-obxeaTeH, n3yano
CBPbXMHTEPNPETATUBEH XapakTep, KOWTO Aa Haarpaxga OCHOBHUTE 3HaKOBWU
AeHoTauMm Ha CMMUCIIOBUTE KOHCTPYKUMM W Aa Cb3gaBa €4WH  HOB,
CBPBXMNOTEHTEH MYthOS, M3LSN0 KOHOTUPAH Ha HUBOTO Ha Cb3HAHUETO.

AKO 3HaKkbT, paBEeH Ha CbLOTHOLIEHMETO MeXay O3HA4YaemMoTo WU

03Ha4aBalLoTo (Saussure)®, e nNbTHa BENMUMHA, KOSTO B CBOSITA HEHapyLUMMa

9
Cnopegn Coctop: “E3MKOBUAT 3HaK CBbp3Ba He Bel, U Ha3BaHWe, a MOHATUE U aKyCTUYeH
obpa3s. lNMocneaHUAT He e MaTepuaneH 3BYK — HELWO 4YUCTO (PM3UYECKO, a MCUXUYHUAT

20



UANOCT npeanonara n3BecTeH TBopYecku (ceTuBeH) abcontoT, nogobHa dramatis
personae - AgpamMaTtuyHa JIMYHOCT KaTO HallMsA Kpan MOKOCEH OT KoBapHaTa pbka
Ha gomoreBowms ce ga 6bae kpan, GuMBa BnfeTeHa BbB BbLMPOCHUS €3UKOB
KOHCTPYKT Ha HMBO 3HaKOB KOHdurypat. B TeaTpanHOTO noka3BaHe CbTBOPEHUAT
KaTo nogobue nepcoHax € UMEeHHO O3Ha4vyaeM (MCUXOoNorn4eckn akTmeeH obpaas)
Ha O3Ha4YaBallOTO MocraHue, KoeTo nybnukarta KoHCymmpa. TOeCT, akTbOpbT,
npecb3gaBall gageH obpa3 Ha cueHaTa € OCHOBHUAT U Bb3AEChbll 3HAKOB
Kopenar, CboTHacsL, COOCTBEHNSI CU XKUTENCKN ONUT C TO3N Ha obpasa n aBaBallLl
cobe cn MMEHHO Ypes e3nkKa, Ype3 KOMTO U3pmya CMUCHIT N 3HaYeHune. [IHec, Hue
nobpe cb3HaBame, Ye CroBOTO, KOETO M3roBapsi akTbOPbT € €3UKOB KOHCTPYKT,
nnucaH 4pe3 MpPOMUCHIT TEKCT, KOMTO ce 6Ga3upa Ha onuTa OT CTpagaHuneTo-
3HaHue (Aeschylus) n e nocTurHaTt, U KaTo PakT, U KaTo u3pas, BCneacTeme Ha
KOHKpeTeH npouec (4eNHOCT), HO B apXETUNHOTO Bb3NPUATUE CLLEHMYHUAT obpas
ce e nposBsiBan B ToTanHaTa CW 3HakoBa CTOMHOCT, BmBaly eQHOBPEMEHHO U

03Ha4aeMo ¥ 03Ha4aBallo, ONULIETBOPEHNE Ha eaHO U3SIBEHO 3HAKOBO BuTue.

oTneyvyaTbK Ha TO3M 3BYK, NpeAcTaBaTa, KOATO MoJyly4aBame OT Hero 4ypes HawuTte ceTuBa.”
Ho 1b1 kaTo Coclop 3asiBsiBa, Ye aKyCTUYHUAT 0Opa3s e ceTuBeH (“maTtepuaneH”’), 3a pasnvka oT
MOHATMETO, KOETo e abCTpakTHO, TOM CTUra 40 M3BOAA, Ye “Hue Hapu4vyame 3HaK Cb4YeTaHMeTo
OT NOHATME U aKyCcTU4YeH obpas3, HO B MpakKTukata TO3u TepMWUH O3Ha4YaBa OOGMKHOBEHO
camMo aKyCTU4YHusA obpa3, HanpuMmep HAKakBa gyma — arbor (abpBo) u T.H.” nopagn dakTa,
“ye ako arbor e Hape4yeHO 3HakKk, TO € caMO [AOTOJIKOBa, AOKOJIKOTO HOCU MOHATUETO
“ABbpPBO”, Taka 4e MUCBHLNTA 3a CeTMBHATa CTpaHa BK/OYBa MMUCbBLITA 3a uanoto”. Tou
KOHCTaTMpa, Ye ToBa SABHO ABycMucnne Om morno ga ce msberHe “ako o3Ha4yuMm Te3u Tpu
NOHATUA C UMeHa, KOUTO ce Nnpegnonarat B3aMMHO, NPX Bce Ye ce NPOTMBONOCTaBAT’ N B
KpanHa cMeTka 3akniodvaBa: “lNpepnaraMe pa ce 3anasu Agymata 3Hak 3a Oo3HayaBaHe Ha
LUAnoTo, a Aa ce 3aMeCcTU IMOHSIMmue W aKycmu4yeH ob6pa3 CbOTBETHO C O3Hauaemo M

O3Hauasauo. MocnepgHute  TEepMMHM  MMaT MNPeaAMMCTBOTO gAa  oToenssBar
NPOTUBOMNOCTABAHETO, KOETO M pasgensi 6uno no mexagy MM, 6uMNo OT UANOTO, YMUTO
yactu ca. Konkoto oo 3Hak, ako ce 3ag4oBofiiBaMe C Hero, To e, 3alW0TO He 3HaeM C KakBO
Ja ro 3ameHuMM, TbW KaTo e3MKbT, KOUTO yrnoTpeb6siBaMme, He HU Npeasnara HUWoO Apyro.” —
BX. [Ibo Coctop, ®., Kypc rno obwa nuHeeucmuka, npesog — Kueko bosgxnes u Neta AceHosa,
Hayka n n3skycteo, Codoumsi, 1992, ctp. 96-97
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TeaTpanHuUAT CnekTakbl € KOMNUAATUMBEH MNPOAYKT, XapMOHM3MpalLL
€HeprmmTe Ha HSKONKO OTAENHW M3KYCTBa. TeaTbpbT € U3KYCTBO, BopaBeLlo C
MHOXeCTBO e3ukosu opmu, Ton e polli-linguia KOHCTPYKT par excellence, KOUTO
narpaxga nepcoHanHus cu obnnkK MNOoCpPeacTBOM 3HAKOBO- CTUNMUCTUYHUTE
XapakTepUCTUKM U Ccneundukm Ha Te3n OTAESTHU e3UKOBUM CTPYKTypu. Toun
aKTMBMpa €3MKOB noTeHuuan, obxBawal, npakTU4ecKn BCUYKUA LYXOBHU
(PEHOMEHN, BBMABTEHN B U3rPpaX4aHETO Ha MOHATMETO KynTypa. Kato Takbs
nosiMBaneHTeH e3nMkoB CybeKkT TeaTbpbT Bb3OyXxaa vHTepnpeTatMBHa CTpacT B
pasnuyHa, Kato MHTEPECU W WHTEeneKTyanHu HuBa, aygutopus. AKo apyrute
M3KyCTBa Manko WM MHOr0O W3UCKBAT CTEMeH Ha MNocBeTeHOCT (0cobeHo
My3ukaTa) TeaTbpbT, B CBOATA 3HAKOBA CbLUHOCT, € MacoBO SABfIEHNE, U3KyCTBO
Ha Tbnnata, Ha MawabHaTa ayauTopusi, Ha TpynoBUsS TpaHC, obeanHsABaLL
MHOXECTBOTO, C usanata My andepeHuMpaHoCcT, KaTo eauHHO B AENCTBUSTa U
peakuuute cu TAno. Kato TakbB KynTypeH pakT, TeaTbpbT pasuckea U
CbOTHacsa OrpoMeH TemaTuyeH noteHuman. To3n mawabeH KynTypeH OUCKYpC,
KOWTO TeaTapbT BbNbLWaBa B cebe cu, ro npespblia B KyNTypeH (peHOMEH oLle
oT Bpemeto Ha Opdumyeckute n EneB3nHcknte muctepum mn [OuoHucmeBute
Opruu, KaTo ro HaToBapBa CbC CTaTyTa Ha efHa OT Han- apXanyHuTe OpPMK Ha
0o6LEeCTBEH 1 KyNTYpEH AManor B paMKUTe Ha OpraHM3mpaHus CoLmymMm.

TeaTbpbT He nNpocTo e 3abaBnsBan MHAMBMOA B XenaHMeTo My Ja ce
ocBobOAN OT cloXeTa Ha exeaHeBHaTa bopba 3a ouensiBaHe, a ro e KopanHupan
W HanpaensgBan BbB B3aMMOOTHOLUEHMATA My CbC CBeTa. 3a [OpeBHUTE
PENUIMO3HN Xpeuun TeaTbpbT € 6un dopma Ha deHomaHaneH “PR” Ha usanoto
TanHCTBO Ha BceneHata n bora n B TO3M KOHTEKCT, TOM € nputexaBan 0cobeHus
NOSIMTMYECKM CTaTyT, Ha CbXpaHsiBall, XpeyeckaTta penurmosHa un obuiectseHa
Bnact. HeorpaHuyeHaTta BnacTt Hag MacOBOTO Cb3HaHME, KOSITO MPaKTUYEeCKu
TeaTbpbT € NpuTexasarn, e n3xoxaana UMEHHO OT HeroBata 3HakoBa CbLUHOCT,
OT arpecuBHaTa €eKCMaH3WA BbpXY 3HAYEeHWEeTO M CMUCbSla Ha OuTueTo.

HenoHaTHaTa CbLHOCT Ha peEnMUrMo3HNTE putTyann € mdrpaxparna cakpariHata
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aypa Ha TeaTpanHOTO M3KYCTBO KaTO BM3yaniHO MNCUMXOMNOrMYeckn uspas Ha
abcontoTHata Bonsg Ha bora. VIMEHHO TO3M mimesis, MnoOkKasBaHeTO W
pasurpaBaHeTO Ha puTyanHu CueHW, cbabpXawm B cebe cu 3HauuTe 3a
HEMNOHATHUTE TalNHW Ha BCeneHaTta U NPEKNOHEHNETO Ha NPOCTOCMbPTHUTE Npea
TAX € paxagan rnobanHusa NCUXonorMyeckn TpaHc y cb3epuaBalinsa MHANBMA,.

B apxanyHOTO Ccu Havano TeaTbpbT HAUCTUHA Ce paX[a KaTo yHuBepcareH
No Xxapaktepa CW akT, npefocTaBsill, Ha MNPOCTOCMbPTHUA  UHAUBUA
PENUrMO3HOTO OnNusHeHWe aa Obae cbnpuyacTteH Ha OoxecTBeHaTa oprus
poAeHa OT TalHCTBOTO Ha PenurmosHus putyan. B ceosiTa puTyanHa nsapasHocT
TeaTbpbT € pasrpblian KOMYHUKaTUBHATa CU (PYHKUMS, YCBOSIBANKN Pa3fvyHK
aBTOHOMHW 3HAKOBM CUCTEMU, KOUTO Ca OpraHn3npanu e3mkosaTta My CbLLHOCT U
ca onpegenann HadYvHWTE 3a MPOM3BOACTBO Ha 3HAKOBU  CTPYKTYpW,
KopOuHMpalLM wn perynupawm xapakTepHus 3a TeatpanHus akt principle of
expressibility — npyHumMn Ha n3pasnmocTTa. Mnu, kakto ka3sa Searle 0TOCHO TO3u
npuHumn: “Whatever can be meant can be said.” (Searle 1969: 20)

MpobnembT 3a CMUCbNa BbB BCEKN TeaTpaneH akT ekcnnuuupa n3HavanHarta
dopma Ha ekcTas y akTbopa, Tbi KaTo €ANHCTBEHO CTPEMEXbT Aa ce BTbINW,
fa ce BMEHW efHa WU MHOXECTBO NpeanocTaBeHW WUCTUHU KOHTponupa
HeroBaTa B-[0a[eHOCT B akTa Ha eKkcTasupaHe Ha COBCTBEHOTO My Cb3HaHue B
N3BbHCBH3HATENHA HapaTUBHOCT. TyK, B KOpryca Ha camus paska3 (CLEHUYHOTO
nokassaHe/nepdopMaTMBHUA TEKCT), akTbOPBbT Nofara CblUUHCKaTa NEKTOHUYHA
cuctemMaTMka Ha CeMUoTUYHUTe HuBa. [lpeBpblUaHeTO Ha HapaTmBa B
curHncmumpaly, 3HakoB Cyb6ekT, paskpenocTsaBall COOCTBEHUTE CU 0BEeKkT wu
WHTEpNpeTaHT nNpea CcnucaHua  norned  Ha  agpecarta, npeanocTass
pasrpbliaHEeTO Ha BCSIKa CBPbX-MHTEpNpeTaTMBHA peanus Ha TeaTparnHus akT

KaTO aHTUHOMAaTWMYHa KaysanHocT'’. AKo KaxeM, ye XamneT e nya — ToBa e

1o AHTMHOMaTN4YHa Kay3ariHOCT — B HacCToAwMA TEeKCT nog aHTUMHOMaTU4YHa Kay3ariHOCT ce
pa36|/|pa 6MI'IOJ'IﬂpHaTa NPUYNHHO- crneacTtBeHa 3aBUCUMMOCT MeXOy OBe Te3n, KOUTO d)opmanHo
Ce B3auMMOM3KNK4BaT, HO B aKTyalriHuA cnyqa|7| (I/I.I'IM B onpeneneHn cny4vyau BbO6LLI,e) ce
OoCMUCNAT enHakeo TpaVIHO B KOHTEKCTa Ha [dencTBeHaTa ped)]'leKCI/IFI. Kato npuHUuN,
AHTUHOMAaTU4YHaTa Kay3alriHOCT € U3KIKYNTESNTHO afjeKBaTHa Ha TeaTpaliHaTta peanua n 61 morna
0a gekoampa MHOXeCTBO ApaMaTypruyHn n HNCTO CUEHUYHU NOXBaTuU.
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BSIPHO, aKo KaxkeM, Yye XamneT e abContoTHO HopMarneH 1 ToBa € BAPHO, TOeCT
BCUYKNTE MY OENCTBUS Ca MHCNUPUPAHM OT MMEHHO Ta3u NygOCT/HOPManHocT 1
ca abconiTHaTa MPUYMHHOCT 3a nocneaBawmte cbbutus. [MpeankaTMBHUAT
dakT Ha nygocTTa/HopManHocTTa Ha XaMrieT Beve e ABeHa kaTa akcMomaTudHa
3HAYMMOCT, TA € CrneacTBME OT MHOXECTBO (hmanyeckn n BepbanHM 3HAKOBU
yKa3aHOCTM B OEeNCTBMETO, KOETO OT CBOSI CTpaHa obycnassa ApamaTtypruyHaTta
My MIbTHOCT, Ta3n dabynHa BMEHEHOCT, KOATO KaTeropudHo dopmynupa
XamnertoBata CTPYKTypanHOCT Ha «XamneT». Tyk dopmata Ha ekcrasHa
SIBEHOCT Ha xapaktepa (obpasal/stage figure) y akTbopa M3UCKBa BbMpoOcHaTa
TOTanHa B-A4afeHOCT B UMO3nATA, KOATO TOW Ce ONuTBa A4a BMEHMU Ha nybnukara,
pasuckBanku (MHTepnpeTMpankm) obekta Ha 3HAKOBMSI KOHOTATMB B peariHo
BpeEMe, KaTto peanHo OBCTOATENCTBO, pa3vrpaHo OT peanHu cybekTu, KaTo
HapaTuBa, KOUTO ce nocTynupa, e abcontoTHo 6e3 3HaveHne. [anu obekTbT Ha
HawuTe pacbXxgeHus e XamneT, Egun uwnn Wucyc He npomeHs Hewara,
cTparernarta, KosaTo 6u Tpabeano ga HM PHLKOBOAM B Pa3UCKBAHETO Ha UCTMHATA,
e siBeHa KaTo akumaeHTaneH npuHumMn'!, T8 e onuT Ja ce paskpenocTy cMUcbna
HEe3aBMCMMO OT BTOPUYHUTE 3HAYEHUS, KOUTO 3HAKOBaTa CMCTEMA HOCU UK HUe
ce onuTBame Ada HanoXum B npoLeca Ha arpecuBHO NPOHUKBAHE B 3HAYEHUETO
Ha KOHKPETHMs 3HakoB curHudgukat. WM ako ce nosoBemM Ha Xycepn,
WHTepnpetTupaH ymeno oT [epuga'’, B pasuckBaHeTo Ha BbMpoca 3a
NPUNOKpMBaHeTo Ha 3Haka (Zeichen) ot wu3pasa (Ausdruck) u npusHaka

(Anzeichen) n npuemem TBbPAEHWETO MY, Ye MMa 3HaUMW, KOUTO He u3pasasar

AHTMHOMUKS (Antinomy) — Han-o6wo ka3aHO, NPOTMBOPEYMETO, KOETO Ce MposiBABa Mexay ABa
eHaKBO BanuWAHW NpuHUMNa UnuM mexay ABe (OYeBWAHO) BEPHM 3aKIMOYEHUs, U3XOoXOaly OT
Te3un npuHUMnu. - BX. Kananvetpo, B., PeuHuk no cemmnotuka, Xensovn, Codus, 2000, cTtp.48

1 AKUMOEHTaNeH NpuMHUMN — OT akuMAeHUWs — Cry4YamHO, HEMOCTOSHHO, HecCblUecTBeHo. - B
cnyyas ce Bu3mpa abconTHaTa HepernameHTUpaHocT Ha obekTuTe, BOAELIMN OO PerynupaHeTo
Ha KOHKpPETHWUTE 3HayeHMs M CMUCIK. FIBEHOCTTa Ha WCTMHaTa, Mo npesymuums, e abconTHa
BennumHa. Ta e dpeHomeHomnormyeH abconoT. EQMHCTBEHO hopMUTE Ha TbIKyBaHe Ha Tasu
UCTMHA Ca BapuaTuBHW U pernaMeHTUpaT KOHKPETHUTE NOHATUINHN CTpaTerMm Ha MHOuBMAA.

12 By Oepwupa, XK., MNacbm u ¢peHomeHa, npesod — Togopka MuHea, Jluk, Codousa, 1996, cTp.
27
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HULWWLO, TbM KaTto He npeHacAaT Bedeutung (3HaveHue) unn Sinn (CMUCHLA) U
npeanonoXuM, 4e mM3pasbT He BMHArKM CbOTBETCTBA Ha AafdeH Npu3Hak npu
CueHWYyHaTa peanu3auus, Buxme MoOrnMM ga ce 3aMUCIIMM CEPUO3HO Han
KOHKPETHUTE 3HAYEHUS UM CMUCIN, KOUTO KaTO YacCT OT HAKaKBWU CTPYKTypUpaHu
3HaKoBW cuctemun GuBaT npeHacaAHW OT onpefeneH npefasaTen KbM HAKAKbB
agpecat. B ocbliecTBABaHETO Ha TeaTpanHus akT TO3M akTUB uUrpae orpomHa
pons, Tbih KaTo onpeaeneH CMUCHI UK 3HaYeHne (OOKOMKOTO ChblLUecTByBa) ce
pasnckea B TPOMYHA 3aBUCMMOCT — aBTOpP — PEXUCbOP(akTbop) — nybnuka n B
TO3XM CMUCBSZT Manko WM MHOro MNOAMEXM Ha CBpPbX-UHTEpnpeTaTuUBHA
yKa3aHoCT, BCNeACTBME Ha KOATO Makcumarta Ha Non Banepwu “Il n’y a pas de vrai
sens d’'un text.” — Hsma [TakoBa HeLLo KaTo] BEPEH CMUCHLI Ha eanH TekcT.™® —
61 mMorna ga ce npueme Kato onpeaensiia 3a TeaTpasiHUS KOHTEKCT, AOKOSKOTO
HamecaTa Ha eguH 4eTBbpPTU CYOeKT — KpuTukaTa, peKoHCTpympa B
AnameTparnHa TpaHchurypaTMBHa 3aBUCMMOCT HaNUYHUTE 3HAYEHNS U CMUCTIN.
Taka u3noxeHUTe MUCAW 3acsaraT MNPSKO TeaTpaniHOCTTa M aKTbOPCKOTO
NPUCHLCTBME, TbW KaTO  WAOMOCUHKpPeTUYHaTa M 3aBUCMMOCT OT CMMUCbNa U
CbAbPXEHNETO Ha Moesa-Koemo-mykK-u-ceaa-ce-rpedcmassi € B Npsika Bpb3ka C
XapakTepa Ha akTbopcKkaTa B-XMBSHa M3pPa3HOCT M € B OCHOBAaTa Ha BCEKU
TeaTpaneH Mogen. AKTbOpcKkaTa CBPbX-YYBCTBETENTHOCT €  OCHOBHUAT
NMCUXONOrMYeckn npeporatMe Ha TeaTpanHaTa M3Mucnumua, Kato OprumHa B-
XUBAHOCT U €OMHCTBEHO aKTbOpbT, B CbCTOSIHME Ha €eKCTas, € MbJIHOBMACTHO
oTOpu3MpaH [fa pernameHTupa “egHOBPEeMEHHOTO dyHKUMOHMpaHe” (LiB.

)14

Tonopos Ha CMWCNOBWUTE KaTEropun, Cb-CblLUECTBYBalLLM MO Mexay Cu B

13 LUnt. no MHmeprnpemauyus u cepbxuHmepripemauyusi — Ymbepmo Eko e duckycus ¢ Puyapd
Popmu, [xoHamaH Kanbp u KpucmuH Bpyk-Poys, npeBog — Hapsa [OuoHucuesa, Hayka wu
nskyctso, Codums, 1997, ctp. 35

14 “ )
Bx. Topgopos, LBetaH, “Tunonozuss Ha cmucriosume ¢hakmu” B Cemuomuka, Pumopuka,
Cmunucmuka, npesog — Kpacumup Kasangxues, Cema — P.LL., Codus, 2000, cTp. 87 —

“CblecTBYBa U BLNPOCHT 3a 8pb3KUMeE MEXAY pa3snnyHUTe CMUCIN He B NepcneKkTueaTta
Ha depueayusima, a Ha eOHO8pPEeMeHHOMO UM byHKUUOHuUpaHe. Cnopen cpeaHOBeKOBHaTa
TeopusA 3a MHTeprnpeTauusiTa eauH U3Kas MMa BMHaru U camo 4eTUpun 3HauYeHusa: 6ykeasiHo,
aszie2copuyHo, MporosiccU4YHO (UNU MOpasriHo) U aHazoa2uyecko. Te3n 3HAYEHUSA Cb-
CblUeCTBYBaT, HO 3ana3BaT CBOsiTa aBTOHOMHOCT.”
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nonarawarta UM ce aBTOHOMHOCT B KOHTEKCTaA Ha TeaTparnHus crnekTakbfl. ToBa
mbxeHe (Eko)'®, Tasw TeaTpanHa CTWNM3MPaHOCT Ha MacoBaTa Oprus
He3aBucumo pganun 3acsara Opdumyeckute UM ENEeBCUHCKUTE MUCTEPUUM U
AOunoHucnnte Ha gpesHa Enapa, Jlutypruynata m MNonynutypruyHaTta gpamMa Ha
cpenHoBeKOoBHa EBpona vnu ncmMxonornyecknst 1 eKkcnepuMeHTarneH Teatbp Ha
MOAEPHUSA CBAT HM NMomara fa Bb3rnpuvemeM TeaTbpa (B YaCTHOCT, TeaTpanHug
CMEeKTakbSl) KaTo OOEKT Ha CEepPMO3EH CEMUOTUYEH aHanM3 oOLle OT CaMOTO My
Bb3HMKBAHE KaTO Cb3HaTerleH TBOPYECKM akT, €3UKOB CYOEeKT MnogyYMHEH Ha

XM3HeHaTa U KOMyHUKaTuBHa akKTMBHOCT Ha MHOuUBMUAA.

15 By Eco, Umberto, A Theory of Semiotics, Indiana University Press — Bloomington, 1979, p. 7—

» Thus semotics is in principle the discipline studing everything which can be used in
order to lie. If something cannot be used to tell a lie, conversely it cannot be used to tell
the truth: it cannot in fact be used ‘to tell’ at all. | think that the definition of a ‘theory of the
lie’ should be taken as a pretty comprehensive program for a general semiotics.”

Bx. cbwo Eco, Umberto, “Semiotics of the Theatrical performance” in The Drama Review,
v.21/n.1, March, 1977, p. 115 —

“In a certain sense every dramatic performance (be it on the screen) is composed by two
speech acts. The first one is performed by the actor who is making a performative
statement — “I am acting.” By this implicit statement the actor tells the truth since he
announces that from that moment on he will lie. (kypc. UE)

The second one is represented by a pseudo-statement where the subject of the
statement is already the character, not the actor. Logically speaking, those statements are
referentially opaque. When | say, ‘Paul has said that Mariy will come,’ | am responsible for
the truth of the proposition. ‘Paul has said p,” not with the truth of p. The same happenes
in a dramatic performance: Because of the first performative act, everything following it
becomes referentially opague. Through the decision of the performer (‘I am another man’)
we enter the possible world of performance, a world of lies in which we are entitled to
celebrate the suspension of disbelief.” (Eco 1977: 115)
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3Haum 1 3HaKoBM KOHUIypaTH -

NPOCTPAHCTBOTO Ha CneKkTakbsia kaTo signifier

B cemmnoTuyHMa npouec Ha gekoguMpaHe Ha peanHocTTa Ha cueHaTta
OuxmMe cu cnecTunm 3Ha4YnTeENHOTO HeynobCTBO Aa ce u3npasuMm npep ,cteHa” ot
Hepasragaem CMUCHLI, ako 6e3 ckpynynu npusHaem dakra, Yye TO3W akT Ha
penpes3eHTMpaHe Ha CBETAa, KaKbBTO € TeaTpanHocTtTa (théatralité) e 3HaunTenHo
NO-CIIOXXEH OT MHOXeCTBO CeMMOTUYHM npakTuku. CueHudHata (on the stage)
ANCeKUMATa Ha uamBmayanHus 3Hak, KOHCTUTyMpalla obekta Ha CEMUOTUYHOTO
nscrnegBaHe, ce nMpeBpblia B reHepaTMBeH npouec Ha OCMUCAAHE Ha
peanHocTTa OmebH, CbNOCTaBeHa C pearnHocTTa ebmpe (stage reality), kato
TO3M npouec Mo-ckopo npuaobuBa cTaTyTa Ha CEMUOTUYHO pascredsaHe,
OTKOJIKOTO EeKCMMAMUUTHUSA CTaTyC Ha nuTepaTypHO u3noxeHue. BaxHo e paa
oTbenexum, Yye B TeaTpanHaTa peanHoCT 3HaKbT, KaTo CTPYKTypa, MHOro psako
durypupa Kato camocTosTeNnHa, Hes3aBuCMMa efuHuua W CcTaTyTbT MYy Ha
penpeseHT, T.e. 3Hayel 3a Hewo unu ykasealy Hewo gpyro (Eco 1976, 1979: 7)
B MPOCTPAHCTBOTO Ha TeTapanHata cueHa npuaobuBa M3MEpPEeHWeTo Ha eauH
MHOronpouneH KOHUENT Ha OTBOPEHUA CMUCHLA, €edHa nosiMceMaHTU4Ha
CTPYKTYpa OT 3HaYeHUs, TbIIKyBaHa OT 3pUTENsA MHOMO3HA4YHO M 6e3 orpaHuyHUS.
BbB BCcekn pauuoHaneH MOMEHT 3HakbT O6M MOrbn ga cbrpexussga C Opyr
3Hak/3Haun BbB BPEMEBUA U NPOCTPAHCTBEH KOHTUHYYM Ha cueHaTa U HEeroBoTo
signify nnu signified ga noanexu Ha KOHKpeTHa NpomMsHa, onpegerieHa oT ToBa
CbBMECTHO genctaue (interaction). B camus kpan Ha npoueca No NpuemMaHeTo Ha
CbOOLEeHNeTo OT agpecaTta HMe CMe U3NpaBeHW nped MHOXECTBOTO BapuaHTu
Ha CcMUCbNa/Te NOMOXEH/U B HEro0 N TOBa KakBO 3HaKbT/3HauuTe Guxa mornu ga
O3HayaBaT U NO KaKbB Ha4YMH 3acdraT camaTa UCTOPUSA Ha peLunmeHTa, HeroBuTe
KOMMNeTeHUMn B pascrnegBaHeTo, HeroBaTa WHOVMBWAOYaANHOCT, MeHTanHata my

aKTUBHOCT M T.H. Bcsika nosvuyusi Ha OTBOPEH CMUCDHIT B Npon3BedEeEHNETO Ha
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N3KyCTBOTO (B YaCTHOCT TeaTbpa/cnekTakbna) rnonara OCHOBUTE Ha €4VH U3SIBEH
apmeghakm, nognexall Ha CemMUOTUYEeH AUCKYPC M B TO3UM CMUCHLN, olle
CeMMoTUUTE OT MpaxkkaTa LUKoNna pasrpbliaT KOHTEKCTa Ha Tas3u BapuaTOBHOCT

Ha 3HakoBaTa KOMYHUKaUnA MeXay TBopela U Bb3npunemMallna 3putern:

»A work of art is not identifiable, as psychological aesthetics would like to
think it is, with the state of mind and spirit of its creator or with any of
possible states of mind and spirit induced in its perceivers. Clearly, every
state of the subjective consciousness involves something individual and
momentary that makes it impossible to grasp and communicate in its
entirety, whereas the work of art is meant expressly to serve as an
intermediary between its creator and the community. Moreover, there is
always some “thing”, some “artifact”, that represents the work of art in the
outside world may be perceived by one and all. However, it is not possible
to reduce the work of art to that “artifact”, since it may happen that the
artifact, shifted in time or space, will completely alter its appearance and
inner structure. Such changes are readily detectable if, for instance, we
compare several different, successive translations of the same poetic work.
The artifact, thus, functions merely as an external signifier (“significant” in
Saussure’s terminology — 6en. n kypc. JM) for which in the collective
consciousness there is a corresponding signifiation (often labelled
»aesthetic object”) given by what is common to subjective states of mind
aroused in individuals of any particular community by the artifact.”
(Mukarovsky 1936, 1976: 4),

MaHI/I(beCTVIpaHVI OT CbBpEMEHHUTE CeMUOTULN, TeopeTusmpalin BbpXYy

TeaTpariHoTo U3KYCTBO:

»Everything which is presented to the spectator within the theatrical frame

is a sign, as the Prague School were the first to recognise. Reading signs is
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the way in which we set about making sense of the world.” (Aston/Savona
1991: 99)

BCbLWHOCT, B3MMOOTHOLIEHMETO/B3aMMOLENCTBNETO MexXay 3Hauute wu
KOMMMEKCHNUTE MPUHLUUNN Ha TSAXHOTO Cb3gaBaHe Morat ga ce Buaatr npu
pas3nuyHm obcTosTencrtea B CaMOTO BCeKMOHEBME, CbMNOCTaBMMW C efHa
0003pMMa 1 akTMBHA CLUeHu4a peanHoct. CMavkaHO napye xapTusi NOCTaBEHO B
HULLOTO € MNPOCTO CMavykaHO napye xapTusi, HO AOMbSIHEHO OT BHUMAHMETO Ha
AaneH Habnwoparten, TO Beye 3anoyBa ga emuTvpa Tasm CU 3HakoBa (PyHKUMS
,CMauyKkaHO napuye xaptma” n ga npnaobuea 3HakoBa CTOMHOCT. 3aXBbPfieHO Ha
ynuuarta, TO BeYe € 3HaKOB eKBMBaNeHT Ha ,00KNyK’, HO B pPbLETE Ha HSAKOW
4YOBEK, TO OM MOrNo ga ce KOHBEpPTMpPA B NMUCMO C OO CbAabpXaHue, noboBHa
Oenexka uMnu Ham-NnpoCTO Kas3aHO, HOCUTEN Ha WMHdOpPMauMsa 3a HeLo, T.e.,
O3Ha4YyaeMO Ha JafeHO O3HayaBawo. BHeceHO B MpOCTPaHCTBOTO Ha cueHaTa,
Te3n BapuaTUBHU BB3MOXHOCTM Ha CMUCLA M 3HavyeHne OGuxa Mornu ga ce
KNoHWpaT OO Hey3HaBaeMOCT U e4HO CMadkaHO napye xaptus 6u morna ga ce
n3gurHe OO KonocnHaTa 3HakoBa CTPYKTypa Ha akTUBEH KOMMOHEHT Ha
CUEHUYHOTO fgeucTBme. B pbueTe Ha Hakoa dramatis personae To Be4ye €
paguvkaneH anonoreT Ha CMUCOBUTE MY napameTpu, 3HaK 3a camaTa 3HakoBa
KOMMMEKCHOCT, cnocobHo ga 6bae camumat ,unocodCckM KaMmbk® Ha ToBa
pencteme. B To3nM cmucbn, TeatbpswT ,...represents a privileged semiotic
object, for its system is clearly original (polyphonus) compared with
language (which is linear).” (Barthes 1969: 103 BbB Fischer — Lichte 1983,
1992: 134)

Kbae, ocBeH Ha cueHaTta, Tasu CroXHa KOMMMEKCHOCT Ha 3HauuTe uma
TakoBa BceobxBaTHO none 3a ussea! TeaTbpbT € MNPOCTPAHCTBO, KbAETO
KOHCT@HTHO CblleCcTyBa OpPOMEH Habop OT 3Hauu, KOUTO CUMYNTaHHO
B3aMMOAENCTBAT MO MeXAy CU Ha pasnuyHn HuBa. B cBosiTa, 3HakoBa 3a

MpaxkaTa ceMnoTMYHa LWKona, Teopusa Ha Teatbpa Jifi Veltrusky otbensasa:
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. ...theatre has many more, and much more varied, components than any
other form of art... each of the contributory semiotic system tends to keep
its own characteristic way of relating the signatum to the signans (kypc. JV),
and, as a result, each type of sign to some extent clashes with all the
others. At the same time, through combination with the other, each
acquires certain new features ad semiotic potentialities which it does not
have in itself outside the theatre.” (Veltrusky 1942, 1981: 228) lNogo6bHo Ha
YHUBEpPCanHUTe CTPYKTYpHM 0Opa3yBaHUA BbLB BceneHaTta, WHMBMAYyanHuTe
3HaUM B TeaTbpa CbXpaHsiBaT CBOATA MHAMBUAYaANHA MaTtepuanHa ek3ncTeHums
BbB B3aUMOAEWNCTBMETO CU C ApyruM 3Haun. CblieBpeMeHHO, Teé MHOro 4ecTo
dopmupaT nneagn (galaxies) oT 3HaAKOBW HATPYNBaHMUS B YHUCOH C TSXHOTO
peariHO ecTecTBO. Te3n dpopmarnHu rpynupoBKM OT 3HAUW B TeaTbpa akTUBHO
B3aMmogencTeat € Apyrn nogobHM HaTpynBaHWUSA, M3rpakganku MUHWATIOpHa
BCeneHa n opopManNKN edHa XxaoTuyHa CUCTEMa, B YMETO MNOBedeHUE SPKO ce
ycelwla uHuUunatuBata 3a gpacTuyHa NpoOMsAHa B OTHOLIEHWETO KbM TbHKaTa
rpaHvua, KoopauHupallia nbpBoHaYanHata UM KoHauums. [yma, HAKONKo Aymu
unu gpasa, N3roBOPEHN Ha CLeHaTa C pasnnyHa NPOAbIMKUTENHOCT, UHTOHALMS,
naysa nomexay UM MoXe Aa MHAMKMpAaT BapuaTUBHO OTHOLLEHME U pasbupaHe.
Ako ce no3oBemMm Ha Fischer—Lichte, cpaBHeHU 1 C Apyrn eCTETUYECKN CUCTEMN —

noesusi, My3uka, CKynnTypa v TeatpanHuTe 3Hauu:

... are not signs for objects but are to be understood as signs of the
meanings posited with these objects — in other words, they too are to be
considered as signs of signs /.../ there is a fundamental difference between
theatrical and other aesthetic signs with regard to the specificity of the
theatrical signs /.../ Theatrical signs, by contrast, can | principle be
materially identical with the signs they are meant to signify: a linguistic
sign an identify a linguistic sign, a sign of external appearance can signify
a sign of external appearance, a gestural, architectonic, or musical sign —
each can signify the respective equivalent sign. Any random object that

can function in a culture as a sign can, without its material nature being
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changed in any way, function as a theatrical sign for the sign it itself
represents. Owing to the special ability, however, the specific
characteristic typical of aesthetic signs, namely, that they are signs of
signs, has a special bearing in the case of theatrical signs.” (Fischer —
Lichte 1983, 1992 : 130)

OTHocuTenHO Guxme MOrnu ga pasnuMyunMm ABa OYEBMAOHW U CBOWMCTBEHMU
acnekTa Ha 3HaAKOBW KaTeropuu, xapakrepusmpawm TeatpanHoctTta (théatralite).
OT egHa cTpaHa umame usna nnesiaa oT 3HaKoBM hOPMUPOBAHUS, KOUTO rpybo
Ouxme wMornM pga eTtukeTMpame kKato eepbanHu. CnokoMHO MOXeM aa
KOHCTaTMpame, 4Ye Te3n 3Hauu ca CBOWCTBEHM 3a OOWuTe acnektm Ha
CblUuecTByBaHeTO/6MBaHETO M npuHagnexat 6e3CnopHO KbM KaTeropusata Ha
aymute. Pasbupa ce, B cBeTa Ha CnekTtakbfila AyMUTe He MPOCTO Ca acnekT Ha
egHa pgobpe-gedvHMpaHa M CcmasaHa cucTeMa 3a uM3pudaHe/mskasBaHe Ha
CMUCNN WM 3HA4YeHMsT U TaXHATa CbNocTaBMma npupoga Ha MNUCMEHU
akBMBANEHTU, oOLWO pernameHTUpaHM U OoTHacsWM Ce KbM e3MKa, HO U BCsiKa
dopma Ha npegHamepeHo nnu HenpegHaMmepeHo
n3kaspaHe/nspunyaHe/nokassaHe, KoeTo MOXe na reHepupa
npegaBaHe/npenpegaBaHe Ha CMUCHIT U 3HA4YeHue, T.e. BCAKa dopMa Ha He-
BepbaneH/nucmeH e3nk. buxme mornn ga pasgenum BepbanHuTe 3Haum Ha aBe
KaTeropun - JIUHe8UCMYHU W He-riuHesucmuyHu (npu Fischer-Lichte 1992
durypupaT kato lingusitics n paralinguistics, De Toro 1995 cnepgsa Peirce,
nogpasgensanMkn m  Ha lcon, Index, Simbol B CbOTBETHUTE UM
BepbanHu/HeBepbanHm  mnamepeHusi). Kakto crnomeHaxme M NO-TOpe,
NWHIBUCTYHUTE Bepbanu TeaTranHM 3HauuM ca 3HauuTe, KOUTO KOHCTUTympaT
napamMmeTpuTe Ha HOpPMarHO Bb3NPUEMYMBUS €3UK UMM YacT OT e3uK, T.e, 3Hauu,
N3noni3BaeMn 1 pasno3HaBaeMu MHOMBUAYANTHO UKW B rpyna 3a KOMyHUKaums U
KOHBEHLMOHANHO Mn3passiBawy o6LonpueTo 3HavyeHue, LEHHOCTHO adeKBaTHU.
JInHrBnCTUYHMTE 3HaUM Tyk Buxme mMornu ga pasgenum u Ha aese cybkateropuu:
cryxosu v susyarsnHu. Kato crnyxoBm Guxme mMornun ga onpunvynm 3HauuTe, Kouto

ca JIMHIBUCTUYHM NO npupoaa U ce u3pas3daBaTt Mo CMUCDHIJT NocpencTtBOM
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n3kasBaHe/m3puyaHe M rnacos/roBOpMM 3BYK, T.e. CriOBecHaTa eKcnnvkaums,
pensiukuTe, KOUTO NEPCOHaXUTE M3puyaT Ha cueHaTa. [loBeyeTo OT 3HauuTE B
TeaTbpa Ca MMEHHO TakMBa M Te obpasyBaT 3HAYUTENHA YaCT OT CEMUOTUYHUSA
npouec Ha cueHaTta. Pas3bupa ce, KakTo CrNoMeHaxme, JMHIBUCTUYHUTE
BepbanHu TeaTpanHuM 3Hauu morat ga 6baaT v Bu3yanHu, M3passiBaHuM Mo
Ha4YMHN HEeCbNOCTaBMMM C M3roBapsiHe/M3puyaHe Ha crioBecHocT. B Teatbpa,
Han-obwo, BM3yanHUTE NUHIBUCTMYHM 3HAUWM ce nosiBABaT nog dopmaTta Ha
NPOEKUUs Ha XXeCTOBO-MMMUYECKA N TenecHa 06pa3HOCT, TEXHOMOMNS, KOSTO UM
npuaasa ABOMCTBEHA NPUPOAA M KOHCTAHTHO HapacTBalla CIOXHOCT.
CnyxoBuTte M BU3yanHUTE NMHIBUCTUYHM 3HauM Guxa mornu ga 6bvbaar,
CblLLO Taka, ObAroTpamHM W KpaTkoTpanmHu. B cblHOCTTa Cu, CcrnyxoBute
NMHIBUCTUYM 3HAUM ca KpaTKoTpanHu. KaTto ectecTBeHa npeanoctaBka, HawaTa
ped npoabiikaBa camo B npoueca Ha roBOPEHETO, UK, NO U3KMYEeHUe, KaTo
€x0, T.e. NPOoAbIIKUTENHOCTA W e KpaTKoTpamHa. Bce nak, He e W3KI4YeHOo
CNYXOBUTE TNUHIBUCTMYM 3HaUM Oa ObaaTt 3awuTeHn U penpoayumpaHn unm
NnocpeacTBOM MeXaHUYeH eKBMBareHT, KakbBTO € 3ByKO3anuca, wunm 4pes
CbXxpaHsiBallaTa Mol Ha nameTTa. B Teatbpa noBevyeTo CNyxoBWU FAMHIBUCTYHM
3HauM ca KpaTKOTpanHU, HO CbLLECTBYBAT N M3BECTHU MHANBUAOYANHN Criyvyaun Ha
3anasBaHe Ha abfroTpanHarta um opma, npeBpbLUanKkn ce B NbpBMYHA popma
Ha TIMHIBUCTUYHA EKCNpecus: cneuuanHu 3BYKOBUM eqekTu C ObhrotpaniHa
NPOOBLINKUTESNTHOCT, nNpoayuupaHu rnpes3 UdanoTo AeWcTBUMEe Ha CrekTakbra.
MogobHO Ha cnyxoBuTe, BU3yanHWTE JUHIBUCTMYHU 3HAUM Cbwo Ouear
ObAroTpavHn  UNU - KpatkoTpawHu. [IpOTMBHO Ha  CNyxXoBUTE  3HaAUM,
AbNroTpanMHOCTTa Ha BM3yanHWTE 3HAUW € HOpPMAaTMBHA, KaTO MUCAHETO WK
XXeCTOBO-MMMUYECKO MNpecb3gaBaHe Ha nucaHe. Cbllo Taka, BU3yanute 3Hauu
Ouxa mornun ga 6baaT u KpaTKOTpanHKU, KaTo 3HaKOBUS (MUMETUYEH) e3KK.
BepbanHute HE-MIMHIBUCTUYHM  3HAUM CbWO MoraT pga Obaar
nogpasgeneHn Ha KpaTKOTpParWHWM HE-FIMHIBUCTUYHW 3HAUW W HEe-NIMHIBUCTUYM
3Hauu, npoayumpaHu Kato ObAroTpamHW nocpencTBOM MnameT UM MexaHUYHa
penpogykuus. CbLLo Taka, Te buxa mornu ga 6baaT opasnuyeHn n no TaxHarta

cTteneH Ha apTukynauus. 3ByLI,VI, KOUTO Ca ecTeCcTBeHO cneactesnMe n BTOPUYEH
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NpoAyKT OT HSAKAKBO YCrOBME, KaTo 3BYKOB M3pa3 Ha 6Gornka, 3ByK Ha Tedvallua
Boda, rpbMOTEBMLA U ONACHK Ha cBeTkaBMUa M T.H., BCUYKO TOBa
npuHagnexawo KbM Han-OCKbAHO apTUKynupaHusa cnektpym. M cbieBpemMeHo,
KaTo ono3vuusi, MysukaTa, efgHa OT HaW-CNOXHUTE W EeKCNPEeCWUBHU 3BYKOBU
cucteMn, cbabpxawa B cebe cu kato cybekTMBHM bakTopu U OBeTe
YHUBEPCANHUTE KavyecTBa: NnpoayuupaHe u BbanpuemMmaHe.

B He-BepbanHaTta kaTteropus TeaTtpanHuTe 3Haum Guxa mornm ga ce
noapasgenaT Ha BuM3yanHW M He-Bu3yanHu. BudyanHute 3Haum cbyeTaBaTt B
cebe cn MOOUNHW/OUHAMUYHM UK HE-MOBUNHW/CTaTUYHN M306paxeHust KaTo
yoBelWKn Tena, obekTW, CBETNMHU, LBeToBe, Kouto 6buxa mornu ga Ovbaar
KOHKPETHWN NN MUMETUYHO-XECTOBU. [1oHsaKora, Taknea nsobpaxeHnsa moraT ga
ObOaT WHTENEeKTyanHo 3aBMCUMKW NpoAyuMpaHuM NOCPEeACTBOM Cb3HaHMETO Ha
nepcoHaxa, KOMTO TrM oOTpassBa Ha cueHata. Cbwo Taka, nogobHu
WHTENeKTyanHo 3aBMcuMM 3Hauu, buxa mMornm ga ce mM3passaT eguUHCTBEHO 4pes
NoCpPeaHNYECTBOTO Ha ApyrM 3Hauu. He-Bn3yanHute 3Haum BKno4vBaT B cebe cu
N BCMYKM OCTaHaNn CETMBHU €fEeMEHTU KaTO YCMWUBKA, BKYCOBE, AOKOCBaHe U
Ap., GOMNWMHCTBOTO OT KOMTO He Gmxa mMornu ga ObaaT KONEKTUBHO M3pas3eHu
0e3 nocpegHMYEeCTBOTO Ha ApYrn 3HaUM.

HakpaTko, Buxme Mornu ga xapakrepusnpame 3HauuTe B TeaTbpa KaTo
BepbanHn n He-BepbanHu, HO, pa3bupa ce, B HMKaKbB Crydan He TpsbBa ga
Bb3rpMemamMe Tas3u KaTteropmsauus Ha TeaTpanHuTe 3Hauum KaTo eauHCTBeHaTta
Bb3MOXHa MO OTOLLUEHME Ha Hem3zdepnaemoTo GoraTcTBO OT 3HauW. Tbi KaTo
0o0eKkT Ha TOBa wu3crnegBaHe € CcemuoTUYHaTa MepcrnekTuBa Ha TeaTpanHus
CMEKTaKbIl, a He KoMMnapaTuBHaTa CEMMOTUKA Ha TeaTbpa KaTo Lo, Nno-CKopo,
Heka OTNMYMM Tas3u KaTeropmsaums KkaTo OTNpaBHa TOYka 3a €4HO 4YacTHO
BrNexagaHe B YMCTUTE W OCHOBATENHW acnekTu Ha TeTapanHuTe 3Hauum u
3HakoBnTe (OPMMPOBAHMS B OCHOBHUTE MM NapamMeTpu, eQUHCTBEHO 3acAraiwim
npoekuusTa Ha TeaTpanHusa cnektakbn. [lpucbliata MM nekoTa W 4YecTo
B3aMMO3aMEHAEMOCT U NpPenuBaHETO e€AuH B APYr Ha TeaTpanHuTe 3Hauu
BMHArM Kpue pucka OT HegocTaTbyHa M34yepnaTenHOCT B npoueca Ha

KaTteropusauus u genumocT. Hal-mankoto, nopaau ABOMYHATa CbLUHOCT Ha
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HSAKOW OT Te3u 3HaLW, KaTo HanpuMMep XXeCTOBO-MUMETUYHUTE, KOUTO MbPBUYHO
cnagaT KbM KaTeropusita Ha He-BepOanHuTe u3obpaxkeHusi, Ho CbLEBPEMEHHO
ca U3NKYMTENHO BNN3Ko A0 BU3YanHO-NIMHIBUCTUYHUTE BepbanHu 3Haumn 1 4ecTo

narnexaart kato Tax. Ouwle Bogatyrev otbens3sa, Ye 3HauuTe B TeaTbpa:

. --.always has a representational (kypc. PB) function. We know the costume
of the actor as an actor’s costume, as such; we know the sign of the stage
(curtain, footlights, and so forth) as merely signs of the stage, as such,
representing nothing more than the stage. But on the stage we find not
only signs of a sign of a material object but also signs of the material
object itself: for instance, on the stage the actor playing a hungry person
and denote that he eats bread as such, and not bread as a sign of, let us
say, poverty. To be sure, the cases in which signs of signs are represented
on the stage are more frequent than the cases of signs representing
material objects.” (Bogatyrev 1938, 1976: 34)

MHoOXecTBeHaTa, nnactMyHa UM B3aMmo3aMeHsieMa (YHKUMA  Ha
TeaTpanHuTe 3HauM pasrpblia HaCMTEH KOHTEeKCT Ha u3cnegBaHe Ha
CEMNOTUYHMA MpoLec, KOWTO ce cryvBa Ha cueHata. [lpeactaBneHueTo e
npedcmaesiHe Ha Hewo B3eTO OT peanHocTTa (UNM poaeHo BCneacTBue Ha
pednekTMBeH ONUT CNPSAMO Ta3n pearniHOCT) U MPUBHECEHO B CLEHUYHUS CakpyM
T.€. HELLO KOeTo € MOBMMHO M KOETO € NPEeTbPNANo CBOATa TpaHCcHopMaums Ha
HMBO cuUeHuYHa peanusaumsa. Owe npaxkute TeopeTMuM Ha TeaTpanHarta
CeMnoTMka noayepTaBaT akTa Ha 3HakoBaTa MOOWMITHOCT CBAT — CUeHa
(Bogatyrev 1936, 38, 40, Mukarovsky 1936, 41, Honzl 1940, 43, Veltrusky 1941,
42).

“The pleasure of theatrical perception always arises on the basis of an
opposition between mental representation and reality. This opposition is a
basic prerequisite. It is not at all to be understood as a result, because

what is involved is a synthesizing (kypc. JH) of the opposition. Theatrical
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perception comes about by virtue of this opposition being overcome, by
virtue of the fact that the opposition between mental representation and
reality is synthesized in the spectator’'s act of interpretation which
transforms both the representation and the reality in a flash of emotionally
charged “seeing.” (Honzl 1943, 1976: 123)

PerynatopHata dopma Ha B3aMMO3aMEHSIEMOCT Ha TeaTpanHuTe 3Hauu u
3HaKoBM cucTemn obycnaBsi CbLIHOCTHATa KayeCTBEHOCT Ha TeaTpanHuTe
3HaKoOBW CTPYKTypu M 6m mMorna ga ce npuemMe 3a OOMWUHAHTEH €efeMeHT B
npoueca Ha criydBaHe Ha cnekTtakbia. Tam, KbAeTo BCEKM 3HaK CbLUeCcTBYBa 3a
N Ypes3 Ogpyr TakbB, camaTa Mepapxusi Ha TeaTpanHUTE 3HAKOBM KOMMOHEHTU ce
obycnaBa MMEHHO OT Ta3n MOOMMAHOCT M MHOFOYHKLUMOHANMHOCT Ha 3HakKa Ha
cueHaTa v npegonpeaens Heropata U3MeH4YMBa BenuYmMHa OT CLeHa B CueHa, oT
CMeKTakbS1 B CeKTakbSl, OT obpa3 B obpa3. buaenku 3Hak Ha/3a gpyr 3HaK Towm
BEeYe e HaTtoBapeH CbC cBoOsiTa cneumdpunyHa cemmoTudHa dyHkumsa (Veltrusky
1976, Bogatyrev 1976, Fischer—Lichte 1992) u oTBapss NpPOCTPaHCTBO 3a
Oes3kparHa WHTepnpeTauMsi Ha MEHTaNHO HMBO Y 3puUTens, Bbanpuemaltl
CbONTNETO U CbMpeXmMBsBaLl, KOHCTPYyMpPaHETO Ha CeMuoTUYHaTa 3HakoBa

cucrtema Ha cueHarta:

“What is the relation between these signs, organized in counterpoint, i.e.,
signs that are at the same time both dense and expansive, both
simultaneous and successive? By definition, they always signify the same
thing, but use different signifiers.” (Barthes 1969: 103 BbB Fischer-Lichte
1992: 132)

» The semiological unity of the performance is a slice containing all the

signs issued simultaneously, a slice of a length equal to that of the sign
with the shortest timespan” (Kowzan 1976: 215 BbB Fischer-Lichte 1992: 132)
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B npoueca Ha gekoguvpaHe Ha 3HakoBaTa nepapxums Hue Obuxme mornm ga
npegnocTaBnum ABa OTHOCUTENHU MPUHLMNA: HA ANCTPUBYTMBHOCT U AOMUHALNS,
Konto BGuxa CnomMorHanm CbLECTBEHO HalIMSA aHanuMTU4YeH auckypc. B akta Ha
pasnpocTpaHeHune/pasnpenensaHe Ha 3HaunTe cMe ANbXHU MbPBO Aa YCTaHOBUM
obxBaTa Ha QencTBMe U pascrnedBaHe, KOeTo LWe pede, Aa npeumsnpame TOHHUS
MOMEHT M HeroBata 06XBaTHOCT U MPOABIMPKTENHOCT B CEMUOTUYHUS KOPMYC Ha
cnektakbna. Kato, B T03M CMUCBJI, CME ONbXHU Aa NOSICHAM, Yye B TeaTbpa (B
YACTHOCT, CnekTakbia) € NOYTU HEBBL3MOXHO [a ce (puKcupa cTaTuyHa 3HaKoBa
KOH(purypaums, Kosato ga 6bae o6CTOMHO nacnenBaHa, Thi KaTo BCsKa pasnnyHa
3HaKoBa KOHMUrypaumsa Ha cueHaTta € B CbCTOSHME Aa NPou3BeXxaa MHOXECTBO
pa3nuyHm pesyntatu. CrnepoBaTenHo, XenaTtenHo e npeau BCUYKO da ce
onpefenu CTeneHTa Ha nyfncupaHe Ha [afdeH 3Hak/CTpykTypa m obxeBaTa Ha
WHOMBMAYyanHaTa My NpUHaLNEeXHOCT U edBa Toraea, Ja pasuckBame pasyMHO
3HAKOBOTO pasnpocTpaHeHune/pasnpeaeneHne. Cneg KOeTo cMe B CbCTOsIHME Aa
onpedenuM KakBO TOYHO MNpeacTaBnsaABa KOHKPETHUAT 3HAK/CTPyKTypa B
CLEHUYHN YCMNOBUA U MO KaKbB HAa4YMH Ce CbOTHACs C OCTaHanuTe eauHuumn, T.e.
NO KakbB Ha4MH MPUCBCTBAT/OTCHCTBAT B  KOHKPEKTHUTE  3HAKOBU
dopmupoBaHus. Tasn CTbMKa ganey He e TONKOBa €enemMeHTapHa, KOMNKOTO
narnexga v npegnonara egHa oTHoCUTenHa CTabuITHOCT B KOHLUEHTpaumdaTa Ha
3HaKOBW CTPYKTYpPU Ha CLEeHaTa M BHMMATENTHOTO W3SAACHSBAHE KakBO TOYHO
PU3NYEKN NpPeacTaBAT KOHKPETHUTE 3HauM KaTO KOMMSIEKCEeH NpuHUMN,
XapakTtepuaupall M3rpaxxgaHeTo Ha 3HaKOB CMWUCBHIT Ha ChnekTakbia, CrpsiMo
XagHOTO, 3a CMUCBLM, Cb3HaHME Ha Bb3npuemawms 3puten. OT Tasu rnegHa
TOYKa, B TeaTbpa, NoOBeYe OT BCHAKO APYro WM3KyCTBO, CME B CbCTOSHME Aa
pernaMmeHTupame 3Ha4yeHMeTo Ha NPUCHCTBMETO/OTCHCTBMETO Ha 3HaKa B eOuH
OTHOCUTENHO MaTepuaneH CMUCHST Ha B3anMOLENCTBME C OCTaHanuTe eauHMum
OT cucTtemata, KOH(urypvpaHa Ha cueHata W ga npegnosioknmMm wu  eaHo
N3BbHMATEPMANHO CEMMOTMYO MPUCHLCTBME/OTCBHCTBME HA CbLUNTE 3HAUM,
CbOTHECEHM KbM MeHTanHata akTUBHOCT Ha Bb3npuemalima N chbnpexunsssaly,
OEenNCTBMETO 3puTen-agpecart, T.e. BMECTEHW B €OUH WU3ABEHO haHTa3eH,

N3BBbHCb3HATENEH U CeHCUOUNeH e3nk Ha Bb3NPUEMHYNBOCT. ToBa, OT cBoA
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CTpaHa, nogdepraBa OBOWHCTBEHOCTTA Ha TeaTparnHusa €3uK, apTuKynupal, no
TO3M Ha4YMH CaMOTO OTCbCTBME Ha KaTeropuyHa cuctema, KOATO Aa Aapu
TeaTbpa C HeroBusi ocHoBononarawy significant character 1 ga cboTHece Taau
YacTHa BM3NSA KbM eHa M3BbHCb3HATETHA NPOEKLUUS B YACTO NCUXOAHANUTUYEH

cmuncbn (Approachig Theatre 1991: 104):

“The theatre takes up the challenge of evoking this absence in the most
outrageous way, since nowhere else does language maintain the discourse
of presence with such brilliance. Thus, the theater of representation alone
is tempted to annual this presence, but is forced to recognize the
impossibility of such an attempt. One must seek rather the locus of
absence in the theater in the duplication of respoken speech. It constitutes
a differential replication of the exchanges of spoken language. The
production of the statements that unfold before us has passed through
writing, and a theory of writing for the theatre is therefore inevitable. But
such a theory cannot afford to forget that this writing is intended to be
respoken. Therefore, a dual theory of writing is necessary, that of the
writing of speech and that of respoken writing. The specific effect of the
theater lies perhaps in the fusion of these two processual aspects. The
spectator becomes entirely caught up in the work of decoding what — in
spoken language — the actor means. The spectator believes that he has
registered the translation of this spoken language, whereas he has
encoded his own displacement. And it is by means of this difference,
bearing on reduced statements and forming an integral part of an
uninterrupted chain, that the absent signified has slipped into his mind.”
(Green 1969: 243)

Beue kaTeropnyHo Mmoxem Aa 3afBMM, Ye BCUYKN 3HAKOBM KOMMOHEHTU Ha
TeaTpanHusa cnektakbn (BepbGanHm wnu He-BepbanHu), npeactaBeHn WU
NofIOXKEHM Ha cueHaTa, noasnexar Ha CTPUKTHO cemmnoTuampane: , All that is on
the stage is a sign.” (Veltrusky 1964: 84). Ha cybekta/obekta (Bb3npueT KaTo

3HaKOB eKBVIBaJ'IeHT) Ha cueHaTa He MY € npegocrtaBeHa Bb3MOXHOCTTA Aa Ce
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orpaHn4M B eOHOpOAEeH CMUCBLN M Aa O6bae NpocTo ,Hewo”, a HanpoTus, B
OTHOCUTESTHMTE NapamMeTpun Ha cueHaTa-CBAT TeaTpanHUAT 3Hak, 6un Ton cybekT
unn obekT BMHaArM e B MNO3NUMATA Ha oOcmasauwj-8-OmHoweHue  CnpsiMo
OoCTaHanuTe KOMMOHEHTM OT cucTemMaTa M O3Ha4vaBall, BUHArnM TOBa, KOETO
TBOpeUbT/apTUCTbT My e npuaan. EgHo nogobHO HMBO Ha 3aBMCMMOCT Ha
TeaTpasnHusa 3HaK OT BOSiiTA Ha Cb3JaBallWs ro € BCbLUHOCT, Han-yHUKaNHOTO
My Ka4yecCTBO, pa3rbpHaTo KaTo 4aAeHOCT OT camaTa My ocTeHauBHa (Eco 1977,
Elam 2002) cbvuwHoct. Ponata My Ha ToBa-koeTo-ce-nokassa (npusmxga) ro
WMHTEepnonvpa KaTo o3HavyaBalwo Ha ToBa-KOeTo-ce-pas3bupa (npugasa CMUCHI U
€ HocuTen Ha 3HayeHue). PakTbT, Ye BCEKM CLEHUYEH 3HAKOB KOMMOHEHT
npuTexaesa efHa OTSBfieHa OCTEH3MBHOCT NpuaaBa CrOXHOCT Ha UKCUPAHETO
Ha CMUCbNa/3Ha4YeHNeTo Ha TeaTpanHusa 3HaK U B TO3N CMUCHI, CEMUOTUYHUAT
npouec Ha cueHaTa BbBfAMYa Ta3uM B3aMMO3aMEHasieMOCT Ha 3HaKoBUTE
opMMpOBaHNS B e€Ha CrOXHa Urpa Ha OTCbCTBME/MPUCHCTBME Ha 3HaKa KaTo
BepbanHa unu He-BepbanHa eanHuua. [lanu Ha cueHaTa e NoCTaBeH CTOM, TPOH,
Kparcku nepcoHax, Mey, KOpoHa U T.H. (KaTo XxapakTepHu aTpubyTu Ha BnacTTa)
noHsikora € 6e3 ocobeHo 3HayeHwe, 3HaKOBUAT eKBUBANEHT (3amectuTen) Ha
Kparncka BnacT, TupaHusi, cBoboaa unm NpocTo KpariCkM ABOP € NoSoXeHa Kato
CMUCDBST M B CAMOTO NPUCHLCTBUE N B CaMOTO OTCHCTBME Ha 3HaLUTE, XapakTepHu
3a pa3bupaHeTo Ha KOHTEKCTa, T.e. HUe MOXeM Aa M nocovmm KaTto obekT, aa
N3KaXkem 4Ypes3 CrioBO UNn Aa NnokKaxem rnocpencTtsoM XecT. B MHOro otHowweHus
MEHTaIHUAT ONUT, aHanUTUYHUTE CNocoBHOCTW, MHTenurnbunHaTa ObNOOYNHA
Ha NepcoHariHOTO 3HaHMe Ha Bb3NpueMallmMs € MHOro Mo-BaXkeH B Crny4yas,
OTKONKOTO BCSKa OykBanHa OCTEH3MBHOCT Ha 3Haka W B TOBa OTHOLUEHWE
TeaTbpbT € YHMKAITHO U3KYCTBO JOPU U B KOHTEKCTa Ha efHa U3sBeHa CLeHUYHa
b6enHocT. B TeaTbpa HMe 4ecTo cMe u3npasBeHu npen 3agadarta ga opasnuymm
3Haka, Hes3aBUCMMO danu e BepbaneH unu He-BepbaneH, KaTo MOMoXeH U 3a-
cebe-cv ¥ 3a-HeLo-Apyro M ToBa Apyro Aa CTOM BMECTO-Hello-Apyro ad
infinitum. N B egHa nogobHa nrpa Ha CMUCNN 1 3HAYEHMS, B3aMMOOTHOLLEHNATA
MeXay akTbopa W 3puTens, B KOHTEKCTa Ha CrnekTakbna, BMHaru npegnonarat

eqHa Obnboka cemMumoTuya 3aBUCMMOCT, MHTErpupalla napaMmeTpute Ha eauH
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oTBOpeH cemunosuc. MogobHa KoHcTaTaums pernameHTupa u Pavis , makap un He

B TECHUA KOHTEKCT Ha eHa onepaTtnBHaTa CEMUOTUKA:

»It has now been understood and accepted that staging is not the mere
physical uttering of a text with the appropriate intonation so that all can
grasp the correct meaning; it is creating context of utterance in which the
exchanges between verbal and nonverbal elements can take place. The
utterance is always intended for an audience, with the result that mise en
scene can no longer ignore the spectator and must even include him or her
as the receptive pole in a circuit between the mise e scéne produced by
artists and hypotheses of the spectators, artistically involved themselves in

the mise en scéne.” (Pavis 1988: 99)
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CemaHTuKa Ha npeBbuNbLUEHNETO -

stage figure B KOHTEKCTa Ha crekTakbna

Kakto otbensisaxme u B npeaxogHuTe rnasu, B efHa CUEHWHMYa
CcUTyaumns OCHOBHaTa 3HaKoBa eAnHMLA Ha CnekTakbiia no npesymMmnums ce aBsBa
aKTbOpbT, KOMWTO, KaToO HOCWUTEN Ha OEeNCTBMETO, € W 3HAKOBUAT Meamartop,
CBbp3Ball OTAEeNHWTE 3HaKoBM (HOPMUPOBAHUA B cucTtemaTa M npuaasaly
CMUCBIT Ha CaMOTO MpeAcTaBsHe. M3rpaxxgaHeTto Ha gpamaTypruyHusa obpas
(dramatis personae) kaTo penpe3eHTUpaH ob6pas, T.e. CaMUAT CLEHUYEH
€KBMBANEHT Ha XUTEWCKM UCTMHHOTO MM (paHTas3HO CbTBOPEHOTO BOAW M A0
KOHCTpyMpaHeTo Ha efHa stage figure (cueHnvHa urypa), KOSTO B CbLUHOCTTA
CM Cce sBsIBA KOMMIMEKCEH MNPOAYKT, POAEH OT ApaMaTypruyHus U
penpeseHTMpaHua obpas. [MpaxkuTe CTpykTypanuctn obpbliaT 3HaAYUTENHO
BHMMaHME Ha Tbi HapeyeHaTa CUueHUYHa purypa, KaTo KOHCTPYKTMBEH €MeMEHT
Ha akTbopckusa 3Hak (npu Mukafovsky 1931, 1978 - dramatic figure, npu Zich
1931, 1995 — actor’s figure), onpegensiikn s Kato OCHOBEH KOMMOHEHET Ha
cnekTakbna. Ho gokato dpamamuyHama ¢puaypa Ha Mukarovsky ce orpaHnyaBa
B CbOTHOLLEHNETO aKTbop/apamaTyprMyeH TekCT, a npu Zich enemMeHTbT 3acdara
NPeAVMHO  3pUTENICKOTO  MCUXOMOMMYECKO BBL3NPUATME HA  aKTbOPCKOTO
NpeBbNTbLLEHNE, T.€. €ONH NPOAYKT NPEANMHO Ha aKkTbopckaTa aKTMBHOCT, Npwu
Veltrusky (goHskbge u npu Honzl, Bogateryov, Brusék) cueHuyHama cbueypa
BeYe Ce sABsiBa CMNOXHa CTPYKTYpa, CUHTE3 OT €MEeMEHTU, JIMHIBUCTUYHM N CBPDBX-
NVHIBUCTMYHM 3HAUW, KOUTO MO-CKOPO MpeacTaBnsaeBaT CUCTEMa B cMCTeMaTa B

LUANTOCTHNA KOPMNyC Ha CneKTaKkblia:

,As a rule, the Stage figure confronts and combines with other stage
figures. The figures form a structure within which each has a specific place
of its own and is conected by all sort of relations to all the others as well as

to each of them separately. Naturally, the respective relations between the
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figure A and the figures B, C, D, etc., differ from each other a) in quality / ...
/ b) in intensity. / ... / All the figures of the same play both differ from and
concert with each other. If they didn’t differ enough, they would turn into a
sort of chorus. But if they were not concerted, not only the performance as
a whole but also individual stage figures would tend to disintegrate.
(Veltrusky 1976: 557)

“The stage figure is a complicated structure of signs, which includes all
the components, whether linguistic or extralinguistic, whether constant or
variable. /.../ It is a structure of structures. /.../ As a structure of sign, the
stage figure is not only a structure of structures but also an integral part of
that broader structure of sign, the whole performance.” (Veltrusky 1977:
108-109)

OT Tasu rnegHa To4Kka, ce MocTUra eaHa CTporo CEMMOTUYHA MEpPCrneKTMBa Ha
51858aL40MO Ce Ha CLeHaTa, He3aBMCUMO Janu e ro HapevyeM gpamaTtuyHa unm
CUEeHU4Ha durypa, M [BEeTe TMOHATMS OTpas3sBaT [Pe8b/IbUEHUemMO KaTo
OCHOBEH CTPYKTYPEH €fleMEHT Ha CrekTakbfa, U B TO3U KOHTEKCT OTCbCTBMETO
UNN NPUCHCTBMETO HA 3HAKOBM KOMMOHEHTM Ha CLeHaTa 3aBWCU CbLLECTBEHO OT
TOBa, Janu Bb3npueMalusaT pa3no3HaBa UM He Te3n KOHrnomMepaTy OT 3HauM,
T.€. Aanu Te 3a Hero npoussexgat signantia (Veltrusky 1976: 593). N Tbi kaTo
TeaTpanHOTO AEWCTBME KaTo Signatum BuHarM npegnonara egHa ABOWYHOCT,
KOHCTpyupaHa U3BbH aBTOHOMHMS CMUCBLIT Ha Tasu signantia Ha cnekTakbna, B
KOSITO CLEHWYHa durypa M CLEHUYHO OENCTBME CE OpPraHm3npaTt B CIOXHO U

KOMMEKCHO B3anMoaeuncTeme:

» The signans producing in acting are twofold; they consist of the stage
figure on the one hand and the stage action on the other. They are mutually
complementary by way of metonymy but at the same time they oppose one

another as two inseparable poles of the same sighans. (Veltrusky 1983: 70)

W kakTo n ga cboTHacame dramatis personae cnpsmo represented character, T.e.

BeYe KOHgurypmpaHaTa cueHudHa durypa n obpatHO, BUHArM Hacpelja Hu ce
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n3npaeBa egHo  signans/signatum  B3aMMOOTHOLUEHWE, KOeTo dopmynupa
TeaTpanHaTa penpeseHTaunsa 4Ype3 akTbOPCKOTO MPeBbNMbLLEHNE, NpUaaBanku
Ha CbLMHCKOTO [OEeNCTBMe CblMHCKO theatralité. Tasnm TeaTpanHocT
pernameHTupa efHa OTBOPEHA CUCTEMA Ha mpaHcgopMayus/npesbiibujeHue,
U ToBa npespbliaHe Ha Hew,omo B Hewo Opyzo (Npun Bogatyrev 1976: 31 —
mpaHcgopmupaHe 8 Opyea ¢popmMma), KOeTO cucTemaTmsvpa 3HakoBuTe
KOMMOHEHTM Ha CueHaTa U opraHuM3mpa M3rpakgaHeTo Ha CLEHUYHUSA CeMUO3MC
OT aKTbopa, NpeBbNbTEH B 0Opasa npe3 CUEeHUYHOTO NPOCTPAHCTBO, KOCTIOMA,
My3KanHaTta cpefa A0 KOMyHMKauusaTa CbC 3pUTENs U HeroBaTa uTepnpetaums.
N T kato HMWO Ha cueHata He 6u MOrNo Ada ce Bb3npuemMe B HeroBaTta
OykBanHa CMMCIIOBOCT, BCMYKO ce TpaHcdopmumpa B 00ekTM Ha ppyra
MaTtepuanHa wunm ugeornoruyecka cpepga. [lpeBpbluaHeTo Ha OelcmeaHemo
(n3BbpLIBAHETO Ha gencTBue BbOOLLE) B meamparsiHo delicmeue (HOCUTEHO CbC
CTUNN3aUNs Ha KOHKPETHUS aKT) Beye npegnonara gpyra ectetmdecka nosnuus,
efHa MHOrogyHKLMOHANHOCT Ha cucTemata, KOATo pedepupa 3HaA4YeHMETO B
eQuH HOB cmucnoB obxeaT. B To3nM cMuCbn, TeaTpanHuUSAT CNekTakbn KaTo
cCeMmoTnyHa cpeda e cdopmaums oT PyHKUUK, CTPYKTypa, MOsiCHABALLA ApYru
CTPYKTYpPU U B CBOSITa CaMOCTOATENHA MyNTU(YHKLMOHANHOCT M3UCKBa edHa
HaToBapeHa Cxema OT KOMyHUKauuwW, pernpeseHTauum K ecTeTudecka
dyHKUMOHaNHOCT. B npoueca Ha KOMyHUKaumMsiTa Mexagy cueHata n nybnukarta,
Tasn AnanekTMka Ha B3aMMOTHOLLEHUATA akTbOp — 3pUTEN paxga OCHOBHUTE
napameTpy Ha Tasnm 3HakoBa cpega. B npoueca Ha penpeseHTaumAara,
CMeKkTakbbT KaTo rnpedcmassiHe Ha CBAT, U3ABSBa CBOATA OCHOBHA (DYHKUUSA —
KOHCTPYKUMA Ha TeaTpanHua CEeMUO3UC nocpeacTtBoM cyb-enemeHTuTe Ha
3HaKoBUTE POPMMPYBaHUS, BCUYKO TOBA, KOTO HME (pOopManHO noppasgensame
Ha akTbOpCKa urpa u npeBbnnbleHne (CueHMyHa durypa), LEeKop, KOCTHOM,
My3uKanHa cpefa, ocBeTfieHMe U T.H. B cueHuyHaTa TeaTparnHa pearnHocT
opraHmsaumata Ha OUKTUBHO CbTBOPEHUSA CBAT pernameTHupa cseTa BbobLie
KaTO 3HaAKOB KOHUrypaT, KaTo edHa pasyneHuma um obospuma cemMuoTudHa
cpepa. [opeynomeHatata cCueHW4Ha durypa pecnektupa 3pUTENCcKOTO

Bb3NpnAaATMe MMEHHO CbC CBOATA 03HaqaeaLua-HeLuo-Opyeo-3HaKoeocm, KOATO
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npegnonara egHa nepgopMaTtvMBHA OUMXOTOMUS, siBABalWla €4HOBPEMEHHO U
pesyntara v npoueca Ha theatralité, T.e., ABABAaHETO €OHOBPEMEHHO W Ha
npoaykta M Ha HEeroBoTO MNPOW3BOACTBO, akTbOpcKaTa penpeseHTauus Ha
dramatis personae n cob6cTBEHOTO My AencTBMe/MMUTaums — mimesis. bueaua
KOHCTaHTa Ha aKTbOPCKOTO NpeBbMNblUEHne, cueHuvyHata durypa usuepasa
3HaKa, aKTMBMpanKu Cb-MPOAYKTUBHOCTTA MexXay akTbop W 3puTen, ToBa
CbBMECTHO KOMYHUKATUBHO OENCTBME, ABABALLO Ce NO npe3ymnumsa TeaTpaneH
e3uk, eguH , artifact functioning as perceivable signifier”, ecteTudeckn obekT
unu , significant registered in the collective consciousness” n ,relationship
to a thing signified.” (Mukafovsky 1977: 9) PasmuBanku rpaHuuute Mexay
cBeTa OTBbH U (PUKTUBHUA CBAT BbTpe, TeaTpanHaTta 3HAKOBOCT pernpes3eHTupa
eaHa heHoMeHonorn4yHa MaTtepuanHa peariHocCT, npumMeceHa c
WHTENUIMOUNHOCTTA Ha Cb3HaTenHata W TpaHcdopMaunsa, nNpeBPbLLANKM
akTbOpa B pernameHTUpaH 3Hak-Ha-3Haka, OUXOTOMWYEH KOHCTPYKT Ha efHa
ABYM3MepHa peariHoCT — Ha eCTeCTBEHUSA, HOpMarieH, CBETCKM YOBELLKU XXMBOT U
TO3M B 3HaKOBaTa CUCTEMa Ha CLeHM4YHaTa maTpuua, KbAeTo akTbOpbT urpae
ponsita eQHOBPEMEHHO Ha Cb3daTesn N KpaeH NpoAyKT Ha TOBa CbTBOPEHME, T.€.
ObuBanikn ebmpe-g8-cebe-cu  cpewly OuBawms  U38bH-cebe-cu  3puTen,
KOHCyMMpall, Tasn HeCKOHYaeMa 3HakoBa Oprusi OT CEeMUOTUYHO-CLIEHUYHA

nepdOpMaTUBHOCT:

»Performativity in the theatre, like it is in the language, is on the one hand,
that what of the theatrical performance may be understood as an
inescapable citational, decentred and discursive text (whether or not it has
been scripted); on the other hand, it offers itself as a unique act (whatever
its textual and discursive citationally) determined by pragmatics of its
social context, and, as such, instanting its authors or subjects.” (Sidnell
1999: 98)

B Tasu nepdopmaTMBHOCT TeaTpanHoOTO npeacTaBsHe npuaobuBa egHa
cuctemaTmanpaHa TPU-KOMMOHEHTHA WM3pas3HOCT, KOHUrypupaHa oT akTbopa,

CUueHU4HaTa cbl/lrypa (npeannbmeHmeTo) n gpamMaTnyHUA Xapaktep Ui ako ro
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AeduHMpame OT CEMUOTMYHA rfnefHa Toudka, efHa B3auMO3aBUCUMOCT Mexay
cybekTa Ha npeacTaBneHneTo, HeroBata Tema UM noHATUE N YUCTO aBTopoBaTa
nspasHoct (ped) (nogobeH KOHTEKCT ce pasBvMBa OETWNHO B Teopudata 3a
akTaHTHUA mogen Ha Greimas 1966, 1982, 1983 nHcnvpupaHa oT TpygoBeTe Ha
Propp 1986 Bbpxy pyckute (PONKMNOPHU NPUKA3KM U YaCTUYHO Ce OTKpMBa U B
pascbxgeHuata Ha Mukafovsky 1977). CueHnyHata  urypaTmMBHOCT
pernameHTupa eauH AuanekTuyeH npouec Ha nepdopmMaTUBHOCT, KOWTO B
CbLLHOCTTa CU € CUMYNTaHeH, KaTo AencTBne (MMmUTauus) u penpeseHTaTuBeH,
Kato pesyntaT. T.e., UMEHHO penpe3eHTUpaHeTo Ha dramatis personae kaTto
CTPYKTYpanHa CbBKYMHOCT OT aBTOHOMHW W WHMOPMAUMOHHM  3HaKOBU
dopMMpoBaHNSA  XapakTepuampa  M3KYCTBOTO  Ha  CMNeKTakbna  KaTo
n3obpasntenHo, B CMUCBbSIa Ha NOKa3Ballo, SABABALWO 3Hayewm obpasn u
Npe3eHTaTMBHO, KaTO CbBKYMHOCT OT Te3n SABABaHWSA, AOPU M B CMUCbMa Ha
npeactaBn, T.e. Ha CTPOro MCUXOMOrMYEeCKO HWUBO, KbAETO aKTbopbT, CaMm Mo
cebe cu u3pasuTen, unm NO CcKopo BGuxme MOrMM Aa ro ONpuUInYMM  Ha
obeguMHMTEN Ha Ta3uM TPOMYHOCT, ce siBABa MMeHHO sign of the signs , T.e.

ocHoOBaTa Ha an acting sign:

» The tripartit structure of the acting sign: actor, stage figure, and character
—is related to the three functional terms of Karl Blihler’'s semantic érganon-
model: expressive — relating to actor him/herself, connotative — relating to
the audience’s preceptio constituting ‘the mental aesthetic object’, and
referential — relating to producing Stage Figure. (kypc. MQ) (Quinn 1989: 80)

3HaKbT Ha aKTbOPCKOTO MpeBbMNNbLlEHNEe, pa3dupa ce, He BKMOYBa B cebe cu
€0VMHCTBEHO M CaMO akTbopckata urpa (nokassaHe), a B MbflHA CTENeH e
3aBUCMM M OT 3puTenckaTa akTMBHOCT. KOHCTpyMpaHeTo Ha cueHn4YHaTa durypa
N Bb3npmMemaHeTo Ha dramatic character e npsik pesyntaT OT KOMyHUKaumudaTa u
KpeaTuBaTa aKTUMBHOCT Ha BuHapHaTa ono3vums akTbop — 3puUTen, BCreacTeue
Ha KOeTO ce KOHCTpyupa obuiata npeacraBa Ha nybnukaTta, Bb3NpUSTETO Ha
3Ha4Yeuw,o0mo-8-cMuch1a-Ha-3Ha4yumo. B 1031 ceMmnoTnyeH anckypc Gmuxme mornm

Aa OOYTOYHMM U pakTa, Ye TyK Beye obpasbT ce NMpeacTaBs OT 3HaKa, KOMTO e
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n3pasuTten Ha onpegeneH koa, cnocobcTeal, pa3duMpaHeTo U KOMTO UMEHHO,
KOHBEpTMpa NpeAcTaBeHOTO, KaTO CMUCHA M 3HAYeHMe, B Cb3aHMETO Ha
Bb3npuemawms. M ot Tasm nosmumsa, B TpoMyYHaTa B3aMM0O3aBUCMMOCT Ha aKTbop
— CUeHMYHa durypa — gpamatvyHa nepcoHa ce nopaxga camarta KpeaTuBHa
ecTeTMka Ha CUEHMYHOTO rloka3saHe. BcneactBme Ha ToBa nokasBaHe,
NnosIBIBAHETO Ha aKTbOpa Ha cueHaTta CUrHuguumpa camoto My u3ny4ecko
NPUCHLCTBME, HEeroBaTa MepcoHanHa uaeHTudukaums, cueHnyHata durypa
(MpeBbMMbLEHNETO) O3HA4yBa BuAMMAaTa, oOce3aemara npegcrtasa Ha
akTbopa/pexucbopa BbpXy camaTa CLUEeHMYHa  TBOpYEecka  MHBEHUUSA
(n3rpaxxgaHeTo Ha obpasHaTa napTuTypa), a To3nm BTOPUYHO M3paboTeH obpas
Ha OpamMaTUYHUA XapakTep Bede pagvkanuaupa CbBKYMHOCTTa Ha NpeacraBuTe
B OvHapHaTa onosvums akTtbop-3puten. W Tyk ycnewHo 6uxme mornu ga ce
no3oBemM Ha CceMuoTudHa aHanm3 Ha  Fischer-Lichte, peduHupaly

KOMYHUKaTUBHATa CbLHOCT Ha TeaTpaliHnA CNeKTakbl1 B TO3N KOHTEKCT:

... actor A portrays X, while observer S looks on. All of the signs we have
discussed so far refer to the special relationship between A and X. The
actor’'s appearance and activity function as sign of X’s appearance and
activity. Therefore, these signs also implicitly refer to the relationship
between X and S, because, whereas the actor produces them in order to
signify X, the audience interprets them in order to be able to constitute
their meaning as character X. In other words, they are signs which apply,
on the one hand, to the relationship between A and X and, on the other, to
the relationship between X and S.” (Fischer-Lichte 1992: 93)
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TeananHaTa KOMYHUKaUNA N TeaTpPpanHnAT Kog — 3HaKoBa

eCTeTn4ecka KOHBEHLNA N 3PUTETICKO BBbINPUATUNE

KakTo Buasixme o Tyk, OT KakBaTo M NO3ULUUSA Aa ce B3peEM B Cry4BaLLOTO
Cce Ha cueHara, To, caMmo no cebe cu, Npegnosiora eaHa KOMMIIEKCHA urpa Ha
NPUCbLCTBME W OTCbCTBME Ha TeaTpanHuTe 3Hauu, KOMUTO NOoCTbhaTesnHo
narpaxxgat cobCTBEHUSI CUM MEXaHM3bM Ha MPOMEHSIMBOCT B 3aBMCUMMOCT OT
NPOCTPaHCTBEHO-BPEMEBOTO OrpaHMYeHME Ha THAXHOTO CblUeCTBYBaHe Ha
cueHata. U kakTto M ga ce uarpaxaga To3uM hopmarnHO He3aBUCUM CBSAT, TOW
BMHarn 6GuBa npuBreYeH, KaTto 3aBUCMMOCT, OT €OWH CTPUKTEH, YHWUKareH,
KpanHO HeobxoaMm U U3KNKYMTENo OasnceH KOMMOHEHT — 3puTenckarta
nosuums. LlsnoctHata cuctema OT 3HaYeHUs, KOUTO 3HAKOBUTE KOHCTPYKTM Ha
cueHaTa aBsaBaT, NpnaodbnBa NNbTHOCT €ANMHCTBEHO KaTO KOXEPEHTHa USANocT m
KpanHa eKkcnnukaums Ha nopeguua OT npeactasBu B Cb3HaAHMETO Ha
Bb3npuemawima 3puTten, nnog Ha HeroBoto BbobpaxeHue. CxogHa no3uvuma e

nspaseHa u ot Zich:

“... by emphasizing the imaginary level, /.../ concentrated on the radical
proposition that the theatrical sign, as it exists in time and space, coheres
not so much in the pre-arranged playscript or score, but in the imagination

of the spectator, as a sequence of images” (Zich 1931, in Quinn 1995: 49)

B cneacteue Ha ToBa, 3puTernickata Bb3NpUeM4YMBOCT MbK € 3aBuUcKUMa, OT CBOS
cTpaHa, OT AMHaMuKaTa Ha TeaTparnHuTe 3Hauu B NpoLeca Ha UHTErpMpaHeTo u
cbyeTaBaHeTO UM KaTo Cb3HaTenHa uanoct. W B To3u cmuchn, 6u morno aa ce
3aKmn4yM, Ye camaTa ecTeTuka Ha TeaTpanHusi 3HaK, B OCHOBHATa CU (PYHKLMS U
KauyeCTBO Ha 3Hak, € NPOeKUMsl Ha NepcoHarnHus Cb3HaTerneH TBOPYECKN MMMNYIIC
Ha Bb3npuMeMalus. 3HakoBaTa cpeda Ha cueHaTa ce cryvyBa €OUHCTBEHO

AOKaTo 3pUTENAT Bb3rnpueMa o0bekTuTe, 3ByuuTe, AencTBmeTo, busalum, camm no
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cebe cun, 3HaKOBU CUCTEMU, KOUTO HE BMxa O3Ha4YaBanm HULWO K buxa 6unn 6e3
KOMyHMKaTMBHa CTOWHOCT K3BBLH obcera Ha 3puUTENcKoTo Bb3npusatTve.EaHa
cucTemMa chbluecTByBa GnarogapeHue Ha HanuuMeTo Ha fpyra cucrtema, KoeTo
npegnonara B3anmMHaTa UM KOMyHUKauus Ha pasHuLe significant.

MmeHHO B npoueca Ha Tas3u [BOMHA apTUKynauusi nomexgy um,
pednekTMpawa BbpXy akTMBHOCTTA Ha OTCbCTBME/MPUCHLCTBUE Ha 3HaKOBU
KOHMrypaTtu Ha cueHarta, ce pasrpblia TOBa nosfie Ha 3pUTeNCKOTO Bb3npusaTue,
KOeTO pernameHTMpa nNpaBOTO Ha O3HayaBallo CbLLeCTByBaHe Ha TeaTparnHarta
cpefa c yanata geepus oT npobnaceawm 1 yracBalim 3Haum B €0HO U CbLUO
ANHAMUYHO CnyyYBaHe/siBABaHe Ha cueHaTta. 3puTenckoTo Bb3NpuUATUE 3aBucu Ot
MHOXECTBO O3HayaBally, KOUTO Wu3rpaxpaTr 3HaK cnej 3Hak 3HayYeHuneTo,
UANOCTHUSA KOPMYC Ha BUASHOTO KaTO SABEHO Ha CLeHaTa U ToBa O3HayaBallo He
Ce CbOTHacA €AMHCTBEHO MO OTHOLWEHWe Ha paskasa/TeaTpanHua TekcT, a
obxBalwla B MNbMHOTA BCEKM OpMarHO MNPUCHLCTBALL/OTCHCTBAL, 3HAKOB
KoHurypat. 3a nepdpekTHaTa KOMyHMKaUMOHa cpeda Ha 3puTend He e
AO0CTaTbyHO TOM Ja € Ha SICHO, Ye Ha cueHaTa e Hanun4yeH akTbop, a U KoM € TO3U
aKTbOp, HeroBaTa UCTOPUS, HEFOBUTE FMEeOHN TOYKU, HEFOBUTE 3HALM — XXU3HEHN,
TBOPYECKU, NUKaAHTEpUn 1 Ap. To3n akTbop NpeBbnfblLiaBa KOHKpeTHa dramatis
personae, usrpaxga Bb3MOXHaTa Stage figure, HO U ToBa He e JOCTCTbYHO 3a
3HaKoBO OyQHOTO 3pUTENCKO Cb3HaHue. Ton Bb3npnema obpasa Ha XamneT, [JoH
KyaH, Manka Kypax, cdukumnara ['ogo, TexHute cueHudHu urypu, mctopum,
3Haumn, enoxm, HO Te3n 3HaKOBWM O3HaYaBallM ca camMoO 4YacT OT MbTH, 3all0TO B
Ta3u ranaktuka ca u Wekcnup, Monunep, bpexT, bekeT, KOMTO UMaT CbLLO CBOUTE
ncTopuun, ceoute 3Haum 1M enoxu. CbLOTO € OTHOLIEHNETO M KbM pPeXmncbopa,
cueHorpadpa/kocTiomorpacdpa,  komnosumTopa, xopeorpacda. W TexHuTe
TBOPYECKU/ XKUTENCKMN 3HAKOBM (POPMUPOBAHUSA Ca HaNM4YHM Ha cueHata. T.e.
aKTbT Ha NpeseHTauumsa U penpeseHTaumsa He ce orpaHu4yaBa eanHCTBEHO N CaMo
C aKTMBHO HaNW4yHOTO, @ B OrPOMHA CTEMEH M C aKTMBHO OTCbLCTBYBALLOTO OT
OCHOBHUS KOpryc Ha npeacrtasneHveto. KomyHukaTuBHaTa cpega Ha
crnekTakbfia npegnonara egHo Hanuyune/oTCbCTBUE HA 3HAKOBU KOMMOHEHTU U B

TO3N CMUCDHI1, NUncata Ha eanMH OT Te3n 3HaKOBU KOHCbVIpraTVI on morna pga
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OCyeTW O3HayaBaljaTa npencraBa B Cb3HAHMETO Ha Bb3nNpuemalius unu no
SICHO Ka3aHo, Aa nomnpeyn Ha CEMUOTUYUS KOMYHWKaTUBEH OOMEH wmexay
6asncHaTa GuHapHa ono3nuusa B cuctemaTa akTbop — 3puten. ogobHo 3HakoBO
AENCTBME HA OTCbCTBME/MPUCHCTBME BCBLLHOCT Npeaonpenens TeaTpanHaTa
KOHBEHUMS, CbOTHECEHa KbM KOMMETeHuusTa Ha 3puTens, T.e. 3acsarawia
onpegeneHa rpyna ot xopa, TAXHOTO MOBeAeHMe, TsXHaTa KOXepeHTHa cpeaa,
TEXHUA OMUT U MCUXONOrMYyecka adekBaTHOCT. M1 BCUYKO TOBa MOMOXEHO KaTo
KOMYHMKaTUBHA 3aBUCMMOCT Mexay ono3uumuTte. Tasu 3aBUCUMOCT npeanonara
B3aMMHO pa3bupaHe, T.e. KOMyHUKALNA Ha paBHULLE OTHOCUTENHO eAHAKbB e3UK
Ha cboblaBaHe (He caMO B CMUCBHIA Ha JNIMHIBUCTUYEH OBEKT) N OTHOCUTESTHO
efHaKkBa Koaupala/gekoavpallia mMatpuua, nocpeacTtBOM KOSITO Aa ce noctura
NMoOHe OTHOCUTENHA CbINacyBaHOCT MEXAY Ono3numnaTa Koampally-gekoaupall.
KasBame omHocumesiHO, Tb KaTO CTEMEHTa Ha KOAMPAHOCT HA CEMUOTUYHOTO
nocnaHue OT CLeHaTa He e 3a4b/MKMUTENHO A € eKBMBaNeHTHa Ha cTerneHaTa Ha
AeKkogupaHeTo My OT CTpaHa Ha nybnukata, T.e. B 3aBMCMMOCT OT
KOMMNETEHTHOCTTa Ha 3puUTeNns W HWMBOTO Ha BroxeH/pasbpaH cmMucbn B
TBOPYECKOTO NocnaHue we 6bae pasnMyHo U B TO3M CMUCHI, OTHOCUTENHO. B
TOoBa OTHOLUeHMe Ouxme mornu ga ce no3oseM Ha Fischer-Lichte n HenHoTO

n3cnensaHe ,The Semiotics of Theatre”:

,communication between A and B occurs if, in order to constitute a
meaning and by drawing on a code. This definition by no means implies
that communication takes place only if A and B constitute the same
meaning — a case that, given the concept of meaning provided at the outset
of the present study, would not appear to be conceivable. Rather, it would
suggest that communication requires solely that partial agreement as to
the meaning exist, whereby the degree of concurrence can vary.” (Fischer-
Lichte 1992: 137),

KbOEeTO Ha CbLLOTO MACTO, Marnko npean To3n untart, T4 Ce Nno3oBaBa N Ha Helbo

(1975), kouTO (popmynupa AeKOOMPaAHETO KaTO KOHCTUTYTUBEH €ENeMEHT B
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KOMYHUKaTUBHUA TeaTpaneH npouec, B npotmeosec Ha Mounin (1970), konTto
Gasupankn ce Ha Buyssens (1967) peanHo oTpuya HanMyYMETO Ha TeaTparnHa
KOMYHMKaUMSA, Tb KaTo Mexay akTbopa M nybnukata Hsama TakaBa (TyK TOM
BM3NPa OTCLCTBMETO HA JIMHIBUCTUYEH KOHTAKT, KakbBTO B TeaTbpa He €
3a4b/DKUTENEH 3a HaNMYMEeTO Ha KOMYHMKaTMBEH npouec) (BX. nak Tam, Fischer-
Lichte 1992: 137)

EnHa nogobHa cuTyaumst Ha KOMyHUKaTUMBHA 3aBMCUMOCT B CTEMNeHTa Ha
KogupaHe/aekogupaHe € npeanoctaBeHa M OT MU3KMYTENHO Gnmn3kara penaums
Mexay TeaTbpa U OENCTBUTENHUS XMUBOT. TeaTpanHaTta 3HaKOBOCT, B CTeneHTa
cn Ha meTtadopuyHm urypu, owe ot BpemeTo Ha Plato n Aristotle ce e
nona3eana kKato XyOoOXeCTBeHa TpaBeCTUs Ha peanHaTa OouTuinHa cuTyaums B
Tb HapeyYeHns OEeNCTBUTENEH XUBOT U TYK TeaTbpbT, KATO Orfedano Ha ceeTa,
He BMHarM e 6un NMUEenpuUaTEeH B O-CbLUHOCTSABAHETO Ha TO3U CBAT. N MMeHHO
nopaguM KOMyHUKaTMBHOTO HMBO Ha KogupaHe/gekogvpaHe Ha TpaBeCTMPaHOTO
cboOLleHne, ponsaTa Ha CrekTakbfla MOHsikora € Hagxebpnana ganed
3abaBreH4YecKkns cu xapakTtep, 3a 4a Ce NPeEBbPHE B KOHCNUPATUBEH NPOAYKT Ha
TOBa OrfefanHo OTpaXeHwe Ha OENCTBUTENHOCTTA, B CTEMEHTa CUM Ha 3HaKOB
nMnepaTMB Ha O3Ha4YaBaHEe Ha KOHKPETHUTE eneMeHTWU OT Ta3u cuctema, npea-
ykaszaHn pga ObagaTr HaToOBapeHM C KOHKPETHUTE CMMUCIIOBM MapameTpu Ha
3HayeHueTo. CoumanHaTa (PyHKUMS Ha TeaTpanHOTO NpenCcTaBfEeHME BUHArn e
M3NCKBana HanuyneTo Ha HacUTEeHM 3HaKOBU cuUcTeMu-ornegana (akTbOPCKO
npeBbnbLLeHne, HeBepbanHu Bu3yanHu atpubyTn, criyxoBa cpega), KoMTo ca
TpaHCnMpanu CMUCIN W 3HAYEHUA B KOpMyca Ha KOHKPETHUS CEMMO3NC,
CEMMO3MC, KOUTO € Bun 1n e HaToBapeH C TeXecTa Ha Koga M  OTroBOPHOCTTA
TO3n ko4 na 6bae pasbpaH. B TO3M XxepmeHeBTUYEH OUCKYpC TeaTpanHaTa
KOMYHMKaUuUs e npeanonarana 1 HanmyuneTo Ha onpegeneH nsbop, gasaly npaso
W Ha TBOpeua-agpecaHT M Ha 3puTensa-peunnueHT ga HanpaBAT AoCTOosiHME
CBOETO XenaHue. EQUHMAT - KakBO M Kak [a naHcuMpa KaTo 3HaKoB KOHdurypar,
APYTUAT - KaKBO M B KakBa cTeneH aa o6o3pe NOHATUNHO, T.€. Aa AeKOAMpa KaTo
cMucbn 1 3HadeHue. CeobogaTta ga ce nonsesa U3bop M CNpsiMO O3HAYaeMOTO U

cnpsAMo O3Ha4aBallOTO BMHArM € npuaasasjia Ha TeaTtpaliHOTO npeacrtaBlieHne

50



e[Ha cakparnHa npunoBAUrHaToCT, e4Ha pUTyarnHoCT Ha 3aTBOPEHOTO O6LLECTRO,
B CMMCbIa Ha 3aTBOPEH CaMO B Kpbra Ha NpucbCTBalLUTE cemuosnuc. [opu u
YINUYHUAT TeaTbp e npea-nonaran egHa KoHKpeTHa ,Bsipa” OT cTpaHa Ha 3puTens
B abcontoTHaTa peanHoCT Ha moea-Koemo-akmbopbm-e-usu-npasu, T.e. eauH
KOO Ha ecTecTBeHa [ipe-meopeHocm WM MO-CKOpOo, ecTecTBeHaTa Cb-
MeopeHOCM Ha pearnHOCT, Ha CBAT, TakbB, KakbBTO Cb3epLaBaluaT e rpeod-
rnosiazan B Cb3HaAHWETO CU, UNN € 1ckan aa npeod-rosioxu, T.e Aa aekoavpa. B
efHa nogobHa cuTyauusi 3HaKkoBaTa KOHKPETHOCT Ha BWASHOTO € Mfofg Ha
B3auMMHaTa 3aBUCUMOCT Ha MNPEeAroXXeHOTO 3HayYeHue CrpsMo NpMeTUss CMUCHI,
Ha Tas3un kopenaTMBHa CbrnacyBaHOCT MeXay NpeacTaBsLnsa U Bb3npuemallms,
KOSITO Ha HMBO 3HAK OTCTOSIBA CBOSITA KOMYHMKATUBHA KOXEPEHTHOCT (B
OoTHOCUTENHaTa forMka Ha WHTEHUMOHANHUS M He-UHTEHUMOHaneH akT) wunu

kakTo Alter nocou4Ba:

,Signs are produced and received in the process of a communication
based on a shared convention. Thus they are always taken to be
intentional, though the intentions of the producers can be misinterpreted
by the receivers. When we perceive what could be a sign on the stage, the
theatre convention requires us to assume that is intended as a sign
referring to the fictional story. When an actor stumbles, for example, we
trust that the stumble is an intentional sign standing for a stumble by the
character played by the actor. But what if we have good reason to believe
that the stumble was unintentional? In that case, we no longer see it as a
sign. We no longer see the actor as a sign of a character but as an actor on
the stage. In short, we desemiotize that segment of the performance,
switching from the story space to the stage space, from a process of
communication to a directly experienced reality /... / This split between
intentional signs and events ruled by causality has a special relevance to
those story characters who are expressing unconscious emotions through
their words or gestures. Their strange behavior is communicated

intentionally by the actors in order to inform us about some psychic
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disorder of the characters; and we have no trouble understanding these
intentions of stage signs. But, in the story space, that strange behavior is
not conveyed by their intentional signs. In order to understand the psychic
disorder of a character, we must therefore have recourse to causality, that
is, to our knowledge of natural psychological laws that operate in our world
or in the fictional story world. ” (Alter 1990: 23)

Ceobopata Ha wu3bopa, NO OTHOLIEHME Ha ChekTakbna, € peanHa
Bb3MOXHOCT fa ce KOHCTpyupa CBSAT, 3HAKOBO 6anaHcuMpaH CbrnacHo
TBOpYECKaTa MHBEHUMSA Ha Ccb3gaTtend My M TO3M CBAT Ja HaMepu cBosiTa
KOMYHMKaTUBHA Cpefa B Heuyne Cb3HaHue, KaTo Bb3npusatve. B egHa
CbBpPEMEHHa TeaTpanHa CuTyauus, pexumcbopbT npaBu un3bopa Ha TekcTa,
nogbopa Ha akTbopuTe, cueHorpad/kocTiomorpady, komnosmtop u ap. Pelwasa
KakbB Aa ObAe CTUNbT Ha NpenCTaBfEHMETO, KakBM U3MEHEHUS N OOMbITHEHUS
Aa HanpaBu B TEKCTa, CbBMECTHO C aBTopa OM MOrbs Aa NPOMEHW CTuna Ha
e3nka cbobpasHo HyXXOUTE Ha crnekTakbna, CTPyKTypaTta Ha CloeTa unv npocTo
Aa KOHCTpympa cobCTBeH cueHapuil. AKTbOpuUTe ca oTopusvpaHn ga 6baar
npeknTe MeamaTopu Mexgy pPexucbop, ApamaTypruyeH TekcT/cueHapui u
nybnuka, nonsBaMkm ce C npueunernara ceobogHO [[a wuHTepnpeTtupart
NOSIOXXEHOTO OT aBTopa/pexmcbopa U Ha Tasn 6asa ga marpagat cobecTBeHa
3HakoBa obpasHocT. Cobwara e cuTyauuara W C  gusanHepuTe
(cueHorpadd/kocTiomorpacdp) unm KomnosuTop/xopeorpad, Cblo cBoboaHW B
KOHUenTyanHaTa Cu WHTepnpeTauus Ha PeXMCcbopcknsa 3amucbn. U B kparHa
CMeTKa, UenuaT To3um CBODOOAEH TBOPYECKM akT ce 4BsiBa 0bOpeyeH Ha
nHauemayanHata csoboga Ha WHTepnpeTaumss Ha Bb3npuemMalumsi 3puTten,
pasnuCcTBall, KOHBEHLUMOHANHWS 3a ekuna meampasieH mekcm B cCbuliaTa, a
MOXe Ou, B KOPEHHO pasfniMyHa nocoka. I nMeHHO B npoueca Ha Bb3MOXHUSA
NHTenekTyaneH n3bop Ha TBOpeLa, CbNoCTaBUM C TO3M Ha Nybnukara, ce paxaa
MW CTUNBT W HAYMHBT Ha KOHCTPYKUMS Ha ChnekTakbfla, CIOXHOCTTa Ha
N3NbfHEHME, CTeneHTa My Ha HaTOBApPEHOCT MO OTHOLIEHWE Ha CMUCHII-

3HayYeHne, 3HaKoBUTE Mepuenuuu, ¢ ApyrMn OyMU, U3rpaKgaHeTo Ha LSNOCTHUS
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CeEMMO3NC U OT TyK, Ha USMNocTHaTa KOMyHuKatMBHa cpepa. M Bcsika nogobHa
cuTyaumss M Morna arpecvMBHO [a HapyluM BCsika KOHBEHLMS, OOKOSIKOTO €
Bb3MOXHO afeKBaTHO Ada cblyecTByBa NogobHa cnpsiMo TBOpYeckusi akt. Ho
aopu 1 ga ce npuemMe oakTbT, Y€ € Hann4yHa HsikakBa OTHOCUTESTHA KOHBEHLMSA
3a O3HayaBaHeTO WM wu3obpassBaHeTO Ha Hewarta B TeaTbpa (B eAuH
CbBpPEMEHEH, YNnTpa-mMoAepeH TeaTpaneH KOHTEKCT npocrosyTara ,4yexoea
nywka” panedy He e 3aabliDKUTENHO Aa rpbMHE Ha duHana), cueHata e ToBa
ngeanHo MSCTO, KbOETO BCSika KOHBEHUMS MOANIeXW Ha paspyluaBaHe, T.e.
Onxme MornmM B eOuvH CEMUOTUYEH CMUCDHST Aa KaXem U de-cemuomusupaHe wu
KapavHanHa nogmsiHa, UnNu cemuomusupaHe B CTUMa Ha egHa He3aBucuma u
ocBobogeHa OT CTaTykBOTO eCcTeTMKa. 3a pasnvka OT peariHus XUBOT, KbAETo
BCAKO HapyllaBaHe Ha KOHBEHLMOHANTHOTO Bb3NpUATUE W3UCKBA He Marko
BpeMe 3a HanaraHe Ha npomMsHaTa, B TeaTbpa BCsika NogobOHa npoMsiHa Ha
KOHBEHLMOHANHOCTTa Ce U3BbpLUBA U3KITIOYUTENTHO 6bP30, B KOHLEHTPUPAH BMA
(pa3bupa ce, ToBa e xapakTepHO 3a BCsika (hopma Ha U3KYCTBO, BKITHOUMTEMHO U
3a MopaTta, KOATO cyuTam, 4Ye oThaBHa € 3aena [LOOCTOMHO MSCTO cpefn
oCTaHanuTe W3KycTBa) W Ce AeMOHCTpUpa MO Han-paUHUPAHUS HaYMH.
MHoroobpasneTo OT 3HaKOBM KOHBEHUMW BMHArnM € BapuaTMBHO Ha CLEeHaTa wu
HWe ycnewHo buxme mMornmM ga npocnegMm emaHauusitTa Ha KOAoBeTe Ha efHa
3HaKoBa TeaTpasiHa cpefda BbB BPEMETO U napaneHo ¢ TOBa, Aa KOHCTaTupame
CTeneHTa U YeCTOTHOCTTa Ha Bb3NpueMaHe, T.e. AeKoaupaHe Ha NpeanoXeHus
,JeaTpaneH TekcT” (cnekTtakbn). PermameHTMpaHeTO Ha OTBOpeHaTa TeaTparHa
KOMYHMKaUNA KaTeropuyHo 3aBMCUM W OT OTBOPEHOCTTa Ha TeaTpanHarta
cuUTyaumsi, OT CTeNneHTa Ha NnpuemMaHe/HapyLlaBaHe Ha KOHBEHLUATA, OT HUBOTO Ha
penpogyuupaHe Ha peariHOCTTa CHpPsiIMO HMBOTO Ha MOHATUMHA peakumsa oT
CTpaHa Ha Bb3NpMEMAaLLMS Tasu peanHocT, OT obxBaTa W CIOXHOCTTa Ha
ekcnnmuupaHe Ha camaTta KynTypHa cutyaums. TeaTbpbT (B 4acCTHOCT
CMNEKTaKkbTbT) € (PeHOMEH OT TakoBa paBHULLE, Y€ € B CbCTOSIHME Aa ua3rpaam
CcOBCTBEHO KYNTYPHO HMBO, €4HO METaHMBO Ha WHTENEKTyanHO OTHOLUEHNE KbM
cBeTa, CpaBHUMM C efHa rnobanHa KynTypHa cuTyauus M ToBa U3KITHOYUTENHO

aHanuTU4Ho e uHTepnpetupaHo ot De Toro, no3oBaBsall, ce, OT CBOSA CTpaHa, U
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Ha KanaumTeTn B TeaTpanHaTta ceMuOTUKa OT paHra Ha Patrice Pavis (1983) un
Marco De Marinis (1993):

“This concretization is determined by various elements that can be
summarized in Patrice Pavis’'s notion of metatext. (kypc. FDT) The metatext
should not be confused with the intertext, which has to do with the
relationship of texts among themselves, for indeed the metatext is much
more elaborate concept. Metatext includes the cultural setting, or that
which Marco de Marinis has called General Cultural Context (GCT) (kypc.
FDT), that is to say, the metatext is composed of non-dramatic text, the
director’s ideological position, his/her idea of the performance, of history
and its place in the social context, and the general knowledge of both of
the director and of the spectator. Because of the GCT, the DT (dramatic text
— Ben. moq), transformed into performance text, passes through the filter of
the director, who imposes in a certain way a concretization onto the public.
But the relationship of the director with the text cannot lose sight of the
public, to whom the performance is directed, or of the relationship of that
DT with history. For example, if one has a classic text or simply a non-
contemporary text, the director can either adapt this text, as was often the
case in Brechtian or Artaudian works, or attempt a reconstruction of the
original work. Whatever the position of the director, a guide or conductive
system must be set up to allow the public to perceive and trace a direction
in the performance text. This may be achived by a number of different
organized in such a way that the spectator would be able to follow it
without a major lapse; a) the conductor system could by based on the
narrative path if the plot were organized in such a way that the spectator
would be able to follow it without a major lapse; b) the plot could be
organized around a generic path, where the very genre would itself
establish a horizon of expectations, as is case in tragedy, comedy, satire,
etc.; c) the ideological route, in which the spectator could recognize certain

utterances and gesticular attitudes pertaining to one ideology or another,;
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d) the generic path could be used for the opposite effect, that is, when the
genre is taken apart in order to say the opposite of that which is normally
inferred by the genre, keeping only the label of the genre. For instance, the
plot could be altered as well, especially in an adaptation, changing at the
same time the public’s horizon of expectations. /.../ The same is feasible
with respect to ideology, where ideologically marked dramatic texts
undergo an ideological inversion in the performance text. This whole
process of changing or conserving the text passes through the filter of the
director and establishes itself in its concretization. /.../ One aspect that is at
times fundamental in various productions is the ambiguity that permeates
the performance text. This ambiguity can proceed from the actual text or
from the director, who could choose to resolv, conserve or create this
ambiguity. There may exist an ambiguity that is programmed into the text,
but ambiguity may also emerge from the aesthetic and ideological distance
between the dramatic-performance text and the public. /.../ Thus, it is
important to realize that the director must always consider this social
context and the ever-changing horizon of expectations. In fact, the director
must often articulate historicities of either the literary and social context of
the dramatic text, or of the literary and social context of the public, and its
system of ideological and aesthetic expectations. It is obvious that the
work of the director, particularly as it relates to the message transmitted by
the fiction, will be reduced to the construction of a referent. The dramatic
text relates a referent by means of the fiction, a referent that is a pure
referential illusion since it has no existential value. Nevertheless, the DT
maintains a mimetic relationship with the referent of the real social context;
hence, the possibility of transmitting this fictitious referent to the public’s
reality.” (De Toro 1995: 106-107)

B Kpa|7|Ha CMeTKa, 3HaKoOBUTE €eCTeTUYECKM KOHBEHUUWN peann3npart

EKCTpEMHUTE CU 3HAYEHUA MMEHHO B NOJIETO Ha TeaTpalyiHata KOMYHKauud,

ocobeHo Ha HMBO cueHa - nybnuka, TBopel - 3puten. [OKONKO CMUCBLIBLT €
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YCMNELLHO NPeHeCceH OT cueHaTta KbM nybnukata 1 AOKOSKO OTAENHUAT 3puUTen ro
e penpeseHTnpan B Cb3HaHNETO cu Bu MOrno Aa ce cbau, OO ronisMa cTeneH, ot
TOBa, [AOKOMKO TOW Bb3NpMema WM Mo-CKOpo, AOKOMKO TOW € BbTpe B
KOHBEHUMOHaNH1A 13pas Ha npeacraBneHneTo (B cny4das, nog KOH8eHUUOHasTHO
ce pa3bupa KOHKpeTHaTa KOHBEHLMS Ha KOHKPETHO NpeacTaBneHune, ekun, CTu,
WUHTeprnpeTaumMs M T.H.) U OOKOSMKO TasuW KOHBEHUMOHAarHocT e ynotpebeHa oT
cammna 3puTen B npoueca Ha AeKoaMpaHeTO Ha KOHKPETHOTO MocnaHue, T.e.
AOKONKO TOBa MocraHue e nocTurHano agpecata. M e cbBcemM ecTecTBeHO
(kaKTo € 1 B peNnHUs XMBOT), ako eAHa KOHKpEeTHa 3HaKOBa KOHBEHUNA He Obae
pasbpaHa, npuveTa OT agpecaTta, Ja Ce NMopoauM aBTOMaTUYHO W CEPUO3HUAT
npobnem 3a He-pa3dbupaHeTo Ha fageH npobnem/cnektakbn (TBOpbGa). TyK
CEepuo3HO Ce pernaMmeHTMpa OrpoMHaTa BaXHOCT Ha  3puTernckara
KOMMNETEHTHOCT (B €AWH MO LWMPOK CEMWOTUYEH KOHTEKCT MO OTOLUEeHWEe Ha
NMHTeprpeTaumaTa TYK MOXe fa ce roBopy LOPU U 3a eHUuKronedusi, B CMUCbNa
konto My npugaBa Eco 1984, 1986) B npoueca Ha AUCKycusiTa OTHOCHO
TeaTpanHuTe 3HauUM W TAXHaTa cTpaTternyecka PyHKUUA B KOHCTPYMpPaHETO Ha

CEMUNOTUYHNA YHUBEPCYM Ha ClreKTaKbJlla.
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Pednekcus Ha JOMUHMpPaHETO -

3HAaKbT KaTo OTC'bCTBVIe/I'IpI/IC'bCTBI/Ie

Naxoxpgankm OT CcTeneHTa Ha CMNOXHOCT W MHOronnacTtoBOCT  Mpwu
KOHCTPYMPAHETO Ha 3HaKoBUTE KOMMOHEHTM B CMeKkTakbna U OT TyK, Ha
N3BEXOAHETO Ha MO-CMOXHW WHBEHLUUW U 3HA4YEeHUss Ha OTAEeSNHUTE 3HAKOBWU
KOHBEHLUMM, [OOPU W KOHKpeTHaTa KOHBEHLMOHANHa 3HAKOBOCT [da e
Bb3NpMeMunBa OT MHOXECTBO 3pUTENN, BCEKN TeaTpaneH TBOpeL, ce onuTea aa
penpeseHTMpa CBOETO MOCMaHWe npen ayautTopusi, kosato e cbop oT
WHOMBWUAYaNHUTE 3HAKOBW CUCTEMU Ha BCEKU OTAENEH 3pUTen U, UMEHHO B Tasu
WHAMBMAYaANHA KOMYHMKaUMS Ce CbAbpXKa KMYbT KbM MO-rnobanHus CMUCHI
Ha usinocTHaTa TeaTparnHa KOMYHUMKaTUBHOCT. TyK MOXEM Aa NPeAnonoxuMm, 4ye
3pPUTENN C HUCBK KanauuTeT Ha TeaTpanHa KOMMETEHTHOCT (OOpPU U NPUHLMIMHO,
Aa npuTexaBaT TONAM WHTENeKTyaneH noTeHuuan) He Ouxa Mornmu pa
KOHCTpyMpaT USIOCTEeH 3HaKOB KOPMYyC Ha CrekTakbfa B Cb3HAHMETO CU U, B
OrpoMHa cTeneH, He 6uxa MornMM Aa obxBaHaT BUASHOTO B MbNHOTA. Tyk
onvpamMe 00 efdHa, GuxmMe MOIMKM Oa A HapeyeMm, hepapxus Ha 3HauuTe B
cuctemarta Ha CnekTakbrfa, KOMTO nomnaraT KOHBEHUMATa npen 3pUTENcKoTo
BHMMaHWe 1 KouTo, camu no cebe cu, npeanonaraTt akTUBHO B3avMOOENCTBUE
CbC 3puTerickata KOMMETEHTHOCT Ha HUMBO 3HakoBa pednekcusa. LlanaTa
AVHaMMKa Ha NPUCbCTBMETO/OTCBLCTBMETO Ha 3HaKa B MpolLeca Ha 3HakosaTa
ANCTPUBOYLNS Ha cLeHaTa e AbNOOKO 3aBUCUMM OT 3PUTENICKOTO Bb3NpUATAE U OT
caMusl aKT Ha OuHaMu4yHa pedriekcuss Ha, Heka ro Hapeyem, CEMUOTUYOTO
Cb3HaHMe Ha To3u 3puTen. Ml camoTo ocb3HaBaHe, OT CTpaHa Ha 3puTens, Ha
Tasn NepapxmMyHOCT Ha 3HaLUUTe, Ha TAXHaTa B3aMMO3aMEHSEMOCT B KOHTEKCTa
Ha CreKkTakbna € e[OVHCTBEHUAT Bb3MOXEH aKT Ha MblNHa TeaTparnHa
KOMYHUKaLus Mexay cueHaTa v nybnukata. KoHCTpyupaHeTo Ha HapaTuBa Ha

cueHaTa e nopeguvua OT pPasnUYHU oB6pasHM KOHCTPYKUUWM, DOpMUpPaHU OT
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pasnuyn 3HaKoBM KOHMUrypaTn, KOUTO MOOMMNHO npucbCTBaT/OTCHCTBAT B
pasnMyHUTE YacTu Ha cnektakbna. lpen Bb3NPUATUETO Ha 3puUTeEns TO3n
HapaTMB Ce MosiBABa B MbJfIHOTA, KaTO BCEKM OTAENEeH 3HaK B HeroBaTa
TenecHocT Moxe Aa 6bae 3aMeHeH C Opyr TakbB 3HaK OT cMcTemarta, HO 3a ga
6bae pa3bpaH, Ton n3nckea, kakto nocoysa Corvin , the possibility of grouping
the significant units in paradigmatic categories and determining the
syntagmatic relations which unite them.” (Corvin 1973, in Fischer-Lichte
1992: 131-132)

AKO 3a MOMEHT ce cnpeM Ha mnscneaBaHeTo Ha Fischer-Lichte we Bugnm,
Yye nosoBaBankm ce Ha Barthes u HeroBaTa 3abenexka: ,What is the relation
between this signs, organized in counterpoint, i.e., signs that are at the
same time both dense and expansive, both simultaneous and successive?
By definition, they always signify the same thing, but use different
signifiers.” (Barthes 1969, nak Tam: 132) , KakTO U Ha KOHCTaTaumsaTa My, 4e
TeaTbpbT: ,represents a privileged semiotic object, for its system is clearly
original (polyphonous) compared with language (which is linear).” (Barthes
1969: 103, nak Tam: 134) camarta Ta cTura 4o M3BOAa, Ye B efHa nepapxmyHa
nogpenba Ha TeaTpanHuTe 3HaUM € Bb3MOXHA OOMUHAUMS Ha HAKOS WNn
HAKONKO 3HaKoOBW CUCTEMW U criegoBaTtenHo: , The meanings of these signs
generated must in turn be conceived of as the signal meanings, and those
constituted by the subordinate signs must then be related to them. Such a
formation of dominants can be valide either for a single performance or for
individual parts of it. The formation of the dominant signs can, in order
words, change within a performance.” (nak Tam: 135). B xopa Ha
pa3cbXeHndTa cu, TS ce no3oBaBa B NogobeH KOHTEKCT um Ha Durand 1975,
Corvin 1973 - N0 OTHOLIEHME Ha pa3aensaHeTo Ha TeaTpanHusa Kog Ha XOMOreHHU
o3Ha4yaBawn, Ha Jansen 1972, Polti 1944, Souriau 1950 no oTowleHune Ha
pasgensiHeTo Ha  MpeacTaBfeHMETO Ha  cuTyauumn (T.e. Ha  3HAKOBWU
KOH(purypatu/rpynu). B xoga Ha pascwxaeHudata cu 14 criegsa Ruffini, konto nbk
»divides theatrical signs into ”"segni partiali” and “segni globali”: a segno

globale is constituted by several simultaneously generated segni partiali.
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As a consequence, the course of the performance can be described as a
series of such segni globali. “(kypc. EF-L) (Ruffini 1975, nak Tam: 132), HO
KaTo usano, obwmnsa s3HameHaTen nonaga B obcera Ha No-rope naHcupaHata Tesa
3a JOMMHAUMATA Ha OTAENHN 3HAUM UM 3HAKOBM CUCTEMU U FPYNUPaHETO UM B
CUrHMULMPALLN CTPYKTYPMW.

B obcera Ha 3HakoBaTa [JOMMHaUMs Ha OTAENHUS 3HaK WK Ha
KOHMrypaums nnm rpyna oT 3Hauu Ha cueHaTa, ce CTura 4O akTUBMPAHEeTO Ha
npouec Ha pasno3HaBaHe, fekoaupaHe Ha cucrtemaTta/te. Koeto, OT cBoA
CTpaHa, npegnonara Hann4MeTo Ha eaHa KOHKpeTHa HopMa WUNn KpuTepun, n B
noBeyvyeTo crydau npeacraensasa obLONPMETOTO HUBO HA KOHBEHLIMOANHOCT Unu
KOMMETEHTHOCT Ha Bb3npueMalims 1 HeroBaTa NCUXOo-UHTENeKTynHa pednekcns
KbM KOHKPETHMUTE O3HadaBalln cuctemMmn. AKO efuH ChnekTakbf € u3rpageH B
KOHTekcTa Ha bpextoBua Verfremdungseffekt (Egpekm Ha OmuyyxdeHuemo),
CTeneHTa Ha anueHaumsa Ha akTbopa oT ponata 6w morna ga 6bae ocb3HaTa
€0VHCTBEHO OT €4HO CEeMUOTMYHO Cb3HaHMe Ha Bb3NpUeEMaLLUs, WMEHHO
pedrieKTUBHO KbM CLEHUYHUTE MPUHUUNN Ha TO3U edeKkT, B NPOTUBEH Criyvyan
moega-Koemo-ce-cily4ea Ha cueHaTa 6u Morno ga octaHe ToTanHO HepasbpaHo,
Aopu 61 Morno fa ce CTopu rnynaBo Ha HAKOW.

Buxme wmornv pga npeanonoxuvMm, Ye OOpUM U BCSKa €[Ha 3HakoBa
KOHBEHUMS, naHcupaHa B CrekTakbna, fa e pasbvpaema M HanbiHO
pasno3HaBaema OT OOMLWMHCTBOTO OT 3puUTENUTE, U camaTa KOMMNETEHUMs Ha
nybnukata ga e CTpyKTypvpaHa CbobpasHO Tasu 3HAKOBOCT, JOPW M B efHa
TakaBa mgeanHa cutyauus, Hewata Ouxa mornu ga m3nAsat U3BbH KOHTPO,
nopagn orpoMHaTa BapuaTMBHOCT Ha XMBW, B CMUCBbIA Ha CrydBalin ce TyK U
cera, Harnegu, KOMTO MoraT Aa MOPOAST MHOXECTBO CMOHTaHHW 3HaKOBU
KOHdMrypaumm n ga trnacHaT cMUCbia B HeodakBaHa nocoka. B 3aBucmumocT ot
3PUTESICKUA UHTEPEC N MCUXOSTOMMYECKNSA LLEHTBHP Ha BHUMaHue, eguH 6u morbn
Aa CbCPedoTOMM BHUMAHMETO CWU U3KNIYUTENHO B akTbOpa M HeroesaTa urpa,
Apyr B My3uKaTa, TpeTu B [eKopa, KOCTIOMa, CLeHuMyaTta MmexaHuka u ap.,
chepaTa Ha JoOMMHMpaLlaTa 3HakoBa cuctema OM Morna nepmMaHeHTHO Aa ce

M3MEHA N NnpeHaco4Ba, T.e. NnepmMmyTaunmnTe Ha CcuctemMarta Cb3haBaT aAeKBaTHU
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npeanocTaBkM 3a NOpaQaHeTO Ha KapAMHanHO HOBa 3HaKoBa CMCTeMa, HUKora
A0 TO31 MOMEHT HECbLLECTBYBALLA, WX NMOHE HE U B Cb3HAHWETO M NpeacTaBuUTe
Ha npoayuupalTe 3HaKOBMSI CEMMO3UC Ha cueHaTa. Tyk Guxme mornu aa
3aKknyMM, Ye AoMuHpallata/Te 3HakoBa/M cuctemal/v, B KpanHa cmMmeTka, ce
onpeagens OT 3pUTENCKOTO BbBL3NPUATUE, a He KakTo Ouxme mMornum Aaa
npeanonoXumM oT camuTe TBOPLM Ha 3HAKOBUTE CTPYKTYPW, KONKOTO U Ta3u Tesa
Aa 3ByuM napagokcanHo. MHOro 4ecto OpPUNSIHTHU 3HAKOBM KOHCTPYKTMW,
BMMETEHM B LANOCTHUS KOPMYC Ha CrekTakbna, octaBaT ToTanHo HepasbpaHu
UMEHHO nopagm akta Ha pasMmHaBaHETO Ha HMBATa HA KOMMETEHTHOCT MeXAay
TBOpEL, W 3puUTEN W, B TO3M CMUCHLIl, € Bb3MOXHA WM YacTM4yHaTa nunca Ha
TeaTparnHa KOMyHMKauusi, MOHe Ha HMBaTa Ha CNOXHUTE 3HAKOBU KOHCTPYKTW.

B npoueca Ha penpeseHTUpaHETO Ha TeaTpanHu 3HauuM B TeaTparnHa
cpega Hue ce Bb3nons3Bame OT BUCOKATa UMM CTeneH Ha MOOWUITHOCT wn
B3aMMO3aMeHSIeMOCT, KoeTo obade, OT CBOS CTpaHa, € aKTop, KOWTO
YCIOXHsIBa YCTAHOBSIBAHETO Ha MepapxmyHaTa UM B3aMMO3aBMCUMOCT, OCOBEHO
oTunTanku dakrta, Ye 3HauuTe B TeaTbpa HE Ca CaMO MaTepuarnHo npeacTaBeHn
Ha cueHaTa, a ca 3aBMCMMM M OT [JyanuctMyHata Cu wurpa Ha
oTcbeTBMe/npuckeTBmne. OTHOCHO edHa paumMoHanHa CLeHWYHa cpefa Hue cme
npuHyaeHn (pasdbupa ce, TOBa € BanugHa 3a BCEKM CeEMMO3UC) pfda
npedopMynmpamMe MOCTSHHO MOHATUETO U YyCroBMsiTa 3a OOMMHAUMS  Ha
TeaTpanHus 3Hak, Brnexnanku ce BHMMAaTeNHO B MOMEHTHATa Npe3eHTUpPaHoCT
Ha KOHKpPEeTeH 3HaK W HeroBoTo pasno3HaBaHe. B cnegBawmsa MOMEHT,
BEPOSITHOCTTA TO3U 3HAK Beve Aa € Apyr e noseye OT pearnHa, OTCbCTBMETO Ha
euHus siBSIBa NPUCHLCTBMETO Ha OPYrvst U TO3M AyanucTUYeH NpoLec € 3aBUcuMm
U3KITIOYMTENHO OT 3puTenckata nepuenuusi, KOSTO, OT CBOS CTpaHa, € CUITHO
NoBnNusiHa OT adeKkBaTHaTa KOHBEHLMSI Ha cnekTakbna n HeobXoAMMOTO HUMBO Ha
KOMneTeHuns Ha camus 3puten. Npu BCUYKM cryvan, B3aMMOOTHOLLEHMETO Ha
3HauMTe B cucTemaTta  (mapagurmatvka) — 3aBUCM  NpPeauMHO  OT
B3aMMOOTHOLLEHNETO aKTbOp-3puUTEN (CMHTaKTUKa), Nopagun AUMpeKTHaTa UM

CbMPUKOCHOBEHOCT B CTAaTyTUTE CU Ha rnogartest n agpecar.
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It bears repeating: theatre is a form of live communication, and hence
always involves a constant interaction between senders and receivers of
signs. In that sense, as in many others, theatre differs from cinema, which
only involves a one-way transmission of signs. And, within theatre, the
two-way communication specifically concerns the actors. In contrast with
the author of a dramatic text, who ever observes the reactions of individual
readers, or the director who can observe an audience’s reaction but cannot
respond to them, actors are in contact with the public, and both perceive
reactions and respond to them. Furthermore, that communication cannot
be broken off during the performance. Actors are always expected to
discharge all of their acting obligations on the stage. Strictly speaking,
spectators have more freedom: they can leave the theatre, or withdraw into
slumber or dreams; but this behavior also constitutes a form of
communication, albeit rarely perceptible from the stage. Besides, it is
limited to a small part of the audience. As a rule, actors and spectators are
forced to communicate during the entire performance.” (Alter 1990: 265)
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JINHrBUCTMYHO © napa-JIMHrBNCTU4YHO B3anMOLENCTBUE -

3HaKoBa TpaHCMUCUA, perpe3eHTauns, aktuBHa KOHBEHLUNA

OT KakBaToO M NO3NUMA Aa pasrnexgame WUHTepakTUBHaTa KOMYHMKaLus
Ha 3HauuMTe Ha cueHaTta, Ts, ©0e3ycnoBHO, ce cBexaa [0 aKTUBHO
B3aMMOAENCTBME B TPWU acnekTa Ha penpeseHTaumsaTa — BepbanHu-sepbanHm,
HeBepbanHn-HeesepbanHu, BepdbanHu-HeBepbanHun n obpaTHo, B 3aBUCUMOCT OT
aKTMBHaTa KOHBEHUMSA B JadeHaTa 3HakoBa CMCTEMAa Ha KOHKPETHUS MOMEHT OT
pa3BUTUETO Ha crekTakbfa. Tyk Buxme Mornm ga KOHKpeTM3aMpame npuHuuna Ha
B3aMMOOENCTBME Ha TeaTpanHuTe 3Hauu Kato TpaHCMUCUA Ha obpasun (Tyk
OuxmMe MOrMM Qa uWHTerpypame U MNOHATUETO u30bpaxeHue wnu  no-
CEMUOTUYHOTO UKOHA) 1 Aymun (Kouto, camm no cebe cu, CbLLo ca obpasun, MKOHW)
C BCUYKMTE MOCNEACTBUSA OT Ta3n UHTEPAKTUBHOCT. EAMHCTBEHOTO M3KOYEHNE,
KoeTo 6uxmMe MOMMM Jda KoHCTaTMpame B Crydas, € My3uKaTa, KOATO
AENCTBUTENHO MOXEe [Oa ce pasrnexga KaTo CaMOCTOATEeNeH CEMMUOTUYEH
NPUHUMN B TeaTpanHaTa KOHBEHUMUHA, HO B AajeHarta cuTyauus Ts, OT efHa
CTpaHa, He e OOeKT Ha HaweTo uacnegBaHe (B YaCTHOCT) M OT Apyra, He e
3a4bIDKUTENEH CEMUOTUYEH aTpmbyT Ha TeaTpanHusa cnektakbi. [JonycTumo e
(ocobeHo B cbBpeMeHHaTa TeaTpanHa cuTyauusi) My3ukata ga 6bae HambiHO
N3KnoYeHa OT obuMs CLUEHWYEeH KOHTEKCT Ha NpeacTaBfeHMeTo M OT ToBa
penpes3eHTaTMBHUAT 0b6eM HAMa ga noctpaga, Ho € abcypaHo Aa CbluecTByBa
TeaTpanHo noka3eaHe 6e3 HaNMYMETO Ha NOHe eauH OT ABaTa pPenpe3eHTaTUBHU
npuHumna — BepbaneH wunu HeeepbaneH. Bcuukm 3Haum B cuctemarta Ha
TeaTpanHaTa urpa cCbllecTByBaT B e€OHO OOLLO nofie Ha KOMYHUKaTMBHOCT,
B3anMOOenCcTBanKkmM BCEKN C Bcekn. Ha cueHaTa e abcorntoTHO HEBB3MOXHO eanH
3HaK fa cbliecTByBa caM 3a cebe cu, KaTo camoCToATeNHa eanHMLa U B TO3M
CMUCBHI, OpPU U Aa ce nosiBM nogobeH napagokc, 3HakoBaTa cMCTeMa Unu Le ro
agantupa aBTOMAaTUYHO KbM OCTaHanNMTE 3HaUW WNU LWe ro M3XBbPAn OT

cucteMaTta kato HeagekBaTeH. CNokKOMHO MOXEM Aa 3asiBUM, Ye TeaTpanHusT
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cemmo3nc (B obxBaTa Ha crekTakbfa, T.e. TyK W cera representation), kaTo
NMOCTaHOBKa Ha PasfNYHM 3HAKOBU CUCTEMMU € UIKITIOUUTENTHO XUB, KOXEPEHTEH
OpraHu3bM, KOWTO MEepdEKTHO CaMOKOHTporMpa npouecute B cobcTBeHaTta cu
TENEeCHOCT, B akTa Ha u3rpaxaaHeTo Ha TeaTpanHaTa CMMBOJMKA KaTo CLEHUYEH
eauk. De Marinis MHOro ymerno roBopu 3a edHa ,TpaHcnapaHTHOCT® Ha
cemMmoTMYHaTa pernpeseHTaTVBHa CUCTEMa Ha CleHaTa, 3acsrawja camo-

pednekcmsaTa CnpsiMo CriekTakbrla KaTo peasieH akT:

» This means that while it is very difficult, if not impossible, to find
representational performances where there is a complete absence of some
presentational and self-reflexive element (given the indispensable fact that
a staged event has a real, concrete existence, and that the actor is “truly”
there, in the here and now), it seems equally difficult to imagine
performances of a presentation type that are completely lacking in
representational and symbolic components. /.../ The production
conventions within which the performances in question are located are
extremely important. In representational theater, the mise-en-scéne
functions on the whole as a transparent semiotic system of renvoi, and as
a fictional event, by presentational elements — real action, concrete objects,
and so on — which by themselves, at least to begin with, lack a symbolic
aspect. The exact opposite accures with theatrical events that can be
placed mostly or entirely outside the canons of representation. In this case,
the underlying production conventions cause the performance to present
itself generally as a self-reflexive and nonfictional entity, although it can
contain fictional elements that point beyond it.” (De Marinis 1993, 2004: 234)

Camn no cebe cm obpasute (KaTo WKOHWYEH e€eneMEHT Ha efHa
cTatnyHa/gnHammnyHa HesepbanHa penpeseHTaTMBHOCT) 1 AymuTe (KaTo NpPoayKT
Ha nureucTMyHaTa BepbanHa cpefa) ca HOCUMTENW Ha pasnuyHa BapuaTUBHOCT
OT KOMYHMKATMBHM CbOLEHna, 6uno To BKynom unmn no otgenHo. KoraTo

B3aMMOAENCTBMETO MM € KOMMMeKcHO (BepbanHm n HeBepbanHu, B efuHHa
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KOHBEHUMS) Bb3MOXHUTE BapuvauMm Ha 3HAKOBUTE CbOOLIEHUS HaaXBbPNAT
3HaYUTENHO CaMOCTOATENHUTE WM Kopenaumm. MHOro no-HacuTeHa, KaTo
signifiers, 6u 6una cueHa, B KoATO AymaTta ,yOMWACTBO” € pasurpaHa wu
HeBepbanHO, KaTo UANOCTEH cnekTakbn (np. ,Xamnetr” Ha LWekcnmp -
ybUNCTBOTO Ha CTapus Kpan e ,M3urpaHo” OT akTbopuTe npeq ounte Ha Knasaun
N Lenunsa Kpancku gBop, onvueTBopsaBaniki oymuTte Ha XamneT) — obpas u gyma B
HEeNPUKOCHOBEHO B3ammopgencTene. Pasbunpa ce, ako HAKOM M3KpeLLM Ha cueHaTa
,lle Te ybus’ (B KOMyHMKaATUBHMA XO4 Ha €AWH Juarnor) u BreTu passipeH,
rHEeBEH, pa3maxBall oOpbXue, ToOBa HEMUHYEMO O3HadaBa 3ansfiaxa u pedpeH
KbM HACUICTBEH aKT CNPSAMO APYrus, HO CblaTa CueHa, pasurpaHa npes spbk u
3apasuTeneH cMmsax M opMBONHO noBedeHue, 6u o3HavyaBana 3abaBneHve unu
Han-mMankoTo, opma Ha wera (B egHa nogobHa, YNCTO XUTEWCKa cuTyaums,
O3HavaBalLnTe BMxa uManu CbLOTO 3HaYEHMe).

BonwuHcTBOTO penpeseHTaTUBHU aKkToBe  Ha KOMYHUKaTUBHU
B3aMMOAEUCTBUS MeXOy 3HaumTe B XO04a Ha NpeacTaBfeHWeTo U3NbhHABaT
ejHa OCHOBHa W rpaguBHa, OT TeaTparnHa rnegHa Tovka, pons Ha CTuMynaTopwm
Ha TeaTpanHOTO [AeNcTBMe, Ha €efneMeHTU, KOpUrMpalln WHTepeca KbM
cuTyaumsitTa n npyaasalwimn 6es3cnopeH edpekT Ha 6orato o3HayaBaHe. [logo6HO
aKTUBHO B3aMMOAEWNCTBUE HA 3HAKOBUTE MPUHLUMUNKN Ha BepbanHo n HeBepbanHo
HMBO nopaxgaT akT Ha npecnefBaHe, pasno3HaBaHE M O-CbLUHOCTABAHE Ha
nocrnaHmaTa B npoueca Ha NepuenTUBHOTO BBL3NPUATME NpPU 3puUTeEna M Tasu
aKTMBHa urpa Ha npecrnegsaHe 1 OoTKpMBaHE Ha CMUCbBbNa nopaxaa opmarta Ha
TeaTpanHoTo npeacTaBleHmne.

Tyk moxem pga o6obwum, 4Ye B3aMMOAEWNCTBMETO Ha BepbanHuTe U
HeBepbanHUTE 3HauM B TeaTpanHUa CMNeKTakbfl, TAXHaTa [OOoroBopeHa
KOMMMEKCHOCT, BapuaTUBHOCTTA Ha Bb3MOXHWUTE O3HayaBawyn edekTn
obcnyxBaT aKTMBHO HMBaATa Ha penpeseHatTuusaTa. M3nons3BaHeTo Ha 3Haka-
obpa3 caMOCTOATESNTHO UM B KOMOMHaLUA CbC 3HaKa-gyma (Kakto n obpaTHOTO)
nosiara OCHOBHUSA NPUHLMIM HA TPAHCMUCKSI HA CMUCBIIA Ha XXEenaHoTo cbOuieHne
N NepuenTMBHUA M3pa3 Ha O3HA4YaBaHETO B Cb3HAHWETO Ha Bb3npuemMalims

3puten Ha onpegeneHoto cemMmoTtnyHo HUBO (J'IVIHFBVICTVNHO nnn napa-
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NMHIBUCTMYHO). States e npas, OTYMTaMKM (pakTa, Ye KaTo caMo-u3passiBaHe U
coumnarnHa akTMBHOCT, KaTO NOCTaHOBsIBAHE Ha O3Ha4yaBaLMs/3HAKOBUS YOBELLKU
ONUT, KaTo B3aMMOCLINAcyBaHOCT B OMpeaensHeTo Ha cybekta Ha eaHo
YoBELIKO ObLEeCTBO TeaTbpbT € Noka3BaHe/rToBOPEHE Ha/3a HeLLO, T.e. UMEHHO
penpeseHTMpaHe Ha Hewo, BanuAHO 3a CbLUECTBYBAaHETO M Ha akTbopa U Ha

3puUTens, 1 o3HavyaBallo HeroBoTo AeNCTBME:

» The general idea of the representational mode is implicit in much of what
we have said about the others. In effect, the self-expressive and the
collaborative modes of performance display theatre in its extraverted
personality, or what we might call its courtship plumage. In one case, the
performer comes forth and astonishes us with the possibilities of
virtuosity; in the other, theater says to the spectator, “Why should we
pretend that all this is illusion. We are in this together.” Perhaps the more
persistent source of theatre’s seductive power is the drama of its subject,
or, to use Aristotle’s term in a very loose sense, its praxis. Theatre’s
endless mission is to be about (kypcuute ca Ha BS) something, not about
men but about their actions, wherein they are happy or unhappy. Theatre
is, after all, representation /.../ Behind the representational mode of
performance, and our perception of it, is the shared sense that we come to
the theatre primarily to see a play, not a performance. Continuing my
analogy of the self-expressive with the lyric and the collaboration with the
epic, we might describe the representational as the dramatic key of
theatrical presentation — the key of he, she, it and they — in which we look
in objectively on a drama with a beginning, middle, and end that is
occurring before our eyes. /.../ All of the actor’s artistic energies now seem
to be bent toward becoming his character and, for the audience, they cease
to be artistic energies and become the facts of his character’s nature. It has
nothing to do with credulity; the audience simply sees through the sign
language of the art to the signified beyond. The play is not a text, classic or

brand-new, out of which theatre magic can be made; it is now an enactment
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of significant human experience. /.../ So the virtuosity now lies in the power
of the subject, the collaboration in the mutual agreement by actor and
audience on the value and appropriateness of the subject to the community
of men./.../ Theatre is not simply an interesting fiction being performed it is
a collaboration, a set of mannerly assumption about our participation in
these other two modes of perception.” (kypc. BO) (States, 1985: 181-183)

AKO npoaobfKMM [a pa3uckBame ecTeCTBOTO Ha ChekTakbfa KaTto
OTHOLLUEHME MeXAY JIMHIBUCTUYHATA WM WUKOHMYHATa KOHBEHUMS, TYK MHOrO
ycnewHo 6uxme Mornn pga ce no3oBeM Ha Barthes, konto BBLB CBOETO
nacnegsaHe ,Rhetoric of the Image” pasrnexga B3anmmHata AyonupaHocT Ha
006pa3HOTO M CrOBECHOTO CboOweHne KaTto pedepeHuMs Ha efHOTO KbM
Apyroto n obpatHo: ,certain of the information given in the text by a
phenomenon of redundancy or does the text add a fresh information to the
image.” (Barthes 1977: 33-41) Cnopep Hero, B3anMOAENCTBMETO MeXay ABETe
61 Morno ga ce u3pasu Ypes yHKUUMUTE UM Ha ycmaHo8eHoCm 1 nooMsiHa, T.e.
MMEHHO rnpoLueca Ha B3aMMO3aMEHSIEMOCT WM npexoga OT CTaTU4HO KbM
AVNHAMUYHO €CTECTBO M MpenvBaHe Ha eaHoTo B Apyroto. Barthes nogyeprtasa,
Yye npUHUMNA Ha YCTaHOBEHOCTTa 3acdra cTpemexa pa ce dukeupart
NPOMEHSALLMTE Cce Nopeanun OT 3HAYEHUS, KOUTO OTHOCUTENHO CbLLECTBYBAT B
nonuceMatmMyHata aypa Ha wu3obpaxeHMeTo U TbW KaTo, WUKOHWYHOCTTa Ha
BCUYkM oOOpasnM no npe3ymnumsa e nonmceMaHTMyHa, [a Ce OorpaHuvyn Ao
MWHMMYM MHOFOCMIOMHOCTTa Ha 3Ha4YeHnATa U OTHOCUTENHaTa HecTabunHoCT Ha
significance. A (pyHKLUMOHANHOCTTa Ha nogmsaHaTa, OT CBOSA CTpaHa, AonpuHacsd
32 CTMMYNMpaHETO Ha B3aMMOOTHOLIEHUATA MEeXAy UKOHMYHaTa MU
NNHIBUCTMYHATa M3pasHOCT, Tbih KaTto ,the words, in the same way as the
image, are fragments of a more general syntagm and the unity of the
message is realized at a high level, that of the story, the anecdote, the
diegesis.” (nak Tam) W B TO3M CMUCHI, TON OOYTOYHSIBA, Y€ B CPaABHEHNE CbC
CTaTMYHO (pUKCUpaHUs MKOHMYEeH oOpa3 Ha kapTuHata, B TeaTbpa Taswu
MKOHMYHOCT € WU3KMIOYMTENHO AUMHaAMMYHA U NpuHUMna Ha obpasHo-cnoBecHaTa

(n cboTBETHO, OBpaTHaTa) NnogMsaHa 61 MOrbS Aa urpae U3KNIYUTENHa Kno4oBa
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pons B WM3rpaxxgaHeTo Ha obwms KOHTEKCT Ha npou3BedeHMeTo (TeaTtbp W
KnHematorpadus), kbgeto ,dialogue functions not simply as elucidation but
really does advance the action by setting out, in the sequence of the
message, meanig that are not to be found in the image itself.” (nak Tam)

Pasnnumuma oT egHO cTaTtMyHO M3obpakeHue, AMHaMmM4yHaTa CbLOCT Ha
3Haumte B TeaTbpa MO3BOMsSIBA MNbJfHAaTa B3aMMO3aMEHSEMOCT MeXay
n3obpaxxeHneTo M gymarta, kaTo npoayuMpaHeTo Ha CMUCNKW, B MNOBEYETO
crny4vaun, ce yMHOXaBa 3Ha4yMTeNHO, KOETO B 3aBUCMMOCT OT KOMMNETEHTHOCTTa Ha
Bb3npremallms 3puten Moxe fa ro odobpka unm ga My oTBOpU HOBU XOPU3OHTU
Ha curHudukaums. B 3aBMCMMOCT OT CTeneHTa Ha B3auMOLENCTBUE MeXay
obpasa n gymarta € Bb3MOXHO Te Aa CTUMynupaT pasBUTMETO Ha CLEHUYHOTO
AENCTBME WNU CbOTBETHO, MPM MO HMUCKA CTeneH Ha WHTEpPaKTMBHOCT, AOa
nogMmnHaT/3a0BbMKONAT OCHOBHOTO 3a4yeHue, OCTaBsANKM OTBOpeH significance B
npoueca Ha penpeseHTauusita n Bb3npuaTneTo. CteneHTa Ha AOMMHAUMA Ha
ABarta Tuna 3HaKoBOCT ornpefens v Buaa Bb3npusTve, CbOTBETHO CIyXOBO (Mpu
AWHIBUCTMYHATA OOMMHAUMS) MnM Bu3yanHo (NpyM WMKOHMYHATa LOMUHaUUS).
PaskasbT 3a ybuMCTBOTO Ha Kpans B ,Xamner' € [OOMWHMPaH MbpBO OT
NNHIBUCTMYHA M3pas3HOCT, Guaenkm camo paska3d C AyMW, HO MoOKasaH oOT
aKTbOpUTE Ha MNpuHUA KaTo m3obpaxeHwe, BNOCNeaCcTBME TOM € MNpOoAbITKEH
(AOMUHMpPaH) 1 KaTo MKOHWYHA N3Pas3HOCT, NPean3BUKBanKM arpecuBeH edpekT Ha
Bb34ENCTBME, KAKbBTO BEPOATHO HE B ce nonyyun npu eguHudHa ynotpeba Ha
eanH ot npuHumnute. CamaTta npoMsiHa Ha HapatMBa OT CIYXOB KbM
n3obpasnteneH, T.e CMECBaHEeTO, B3auMOAEWCTBMETO Ha [BaTa npuHuMna
dukcmpa abcontoTHaTa 3aBUMCUMMOCT Ha CrioBecHata M um3obpasuTtenHarta
3HaKoBa KOHBEHLMS B e4Ha CLEeHMYHa TeaTpanHa cpeaa.

MO OTHOLIEHME Ha NPUHLMNA Ha YCTAHOBEHOCT Ha 3HA4YeHMETO HellaTta
Ouxa w™mornnM, [0 M3BEeCTHa CTeneH, fga Ce YCIMOXHAT, TbW KaTo,
B3aMMO3aMeHsieMOoCTTa Ha oTaenHuTe (BepbanHu-HeBepbanHu) 3HauuM He
BUHArn npeanonara TaxHata abConTHa CUMHXPOHHOCT B MpPeBeXOaHeTo Ha

cMmucbna. Korato nmame npunokpmeaHe Ha JIMHIBUCTUYHO C MKOHNYHO 3HA4YEHUE
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(roBopu ce 3a ybBMIACTBO M CbOTBETHO, Ce M3obpassaBa caMoTO yOMNCTBO, BbB
BeYye uuTupaHata no rope cueHa ot ,Xamner’) buxme Mornu ga yTouHUM, 4e B
Crny4asi 3HakoBUTE CUCTEMW penpoayuupaTt MAEHTUYHO U CUMHO peayHOaHTHO
AEHOTaTMBHO MOCNaHWe, KOEeTO CMyxOBO W BWU3yanHO Cce Bb3npuema oT
3pUTENCKOTO Cb3HaHWEe C eAHakbB signifier. Ho npu egHo pasmuHaBaHe Mexay
NVHIBUCTUYHNA U UKOHUYHUS 3HaK (PUKTMBHATa NygoocT Ha XamneT) Beye ce
npoayumpa egHo KOHOTaTUMBHO CbOOLeHne, KOeTo npegnonara ycunueTo ga ce
yCTaHOBU KOHKPETHUAT CMUCHI Ha HeroeaTa MaTepuarnHa
(Bu3yanHa/HeBepbanHa) HOpPManHOCT CNpsIMO  JlorMkata Ha  HeroaTta
NWHIBUCTMYHA (cnoBecHa/BepbanHa) nygocT. Tyk Beye He HUM UHTepecyBaT
AEHOTaTMBHUTE CTOMHOCTW Ha OTAESNHUTe 3HaKoBW CUCTEeMM, a Npeau BCUYKO
npecyno3uuuaTa Ha TAxHOTO signified/signifier. ogoGHa OKCMMOPOHHA W
napagokcanHa CbLIHOCT Ha CLEHMYHUSA aKT € M3KIYUTENHO XapakTepHa 3a
TeaTbpa Ha abcypaa, Kakto U 3a )eHOMeHanHuTe TeopeTUYHU TeaTpasiHu
ekcnnukauunm Ha Artaud (1932) wn  Witkiewicz (1919), kbgeto nopobHa
KOHOTaTMBHa OWHApPHOCT (B MHOrO OTHOLWIEHUS, JocTurawa [o abContoTHO
OTCBLCTBME Ha NOrMKa MM CMUCBLI Ha 3HAYEHMETO) Urpae CUITHO 3HaKoBa pons
Nno OTHOLIEHWe Ha dopmaTa M U3pa3HOCTTa Ha cnekTtakbna. Korato egHun 3Haum
M3NCKBAT HanNUuMeTo Ha JApyrm 3Haum, 3a ga Obae naHcupaH CMUCHI,
KOMMETEeHTHOCTTa Ha Bb3NpuemMawmsa 3puTen W3NCKBa BUCOKO HUBO Ha
NMOCBETEHOCT B MNpoueca Ha AeKoaupaHeTO Ha 3HavyeHMeTo (Mpu SAMNOHCKUTE
Teatpu ,Ho” un ,Kabykn’, wHaoumnickmsa ,Kartakanu®, [lekuHckata onepa
KOHOTaTUBHUAT MNPUHUUN € OCHOBHO M3pa3HO CpeacTBO M B TO3WU Chy4vaw,
3HakoBaTa cucTema npegnonara egHo puTyanusMpaHe Ha cMucbina wu
MaKkCMMarnHo YCIOXHSBAHE Ha CUEHUYHUSI CEeMUO3UC, KOEeTO, CbOTBETHO
CTeCHsiIBa 0O MakcMMyM cdpepaTta Ha BNuAHME Ha nogobeH TeaTpaneH AUCKypC.
[ekognpaHeTo Ha CUEHWYHOTO CbobLleHMe TyK W3WCKBa BrialeeHeTo Ha
cneumduyeH TeaTpaneH es3uK, YMeTO HMBO Ha OBfnagsBaHe npegnonara u
CbOTBETHOTO HMBO Ha pa3bupaHe, KOETO € U NpeanocTaBka 3a M3KIMHYUTENHO

HUCKOTO HMBO Ha KOMYyHUKaUMA MeXOy nogarten n agpecart.
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B MHOro OTHOLIEHMS,, MPUMHUMMUTE Ha YCTAHOBEHOCT W MOAMSHA Ha
CMUCBbMa ce CbBMECTSIBaT CMMYNTAHHO B NpoLieca Ha TeaTpanHOTO NoKa3BaHe U
MOHSIKOra B3aMMHOTO HanpexeHue wmexagy obpasa v gymarta, B akTa Ha
B3aMMOOENCTBME MOMEeXdy WM, Urpae peluaBalla pons B M3rpakgaHeTo Ha
3HakoBaTa cpefa. KonkoTo m TeaTpanHUAT CNeKTakbil Aa € CbBKYMHOCT OT
CTpPOro opMynupaHu 3HAKOBU CUCTEMW U FOMMYECKM 3HAKOBU KOHCTPYKTH,
NMon3BaHyM OT TBOPYECKMS aKT, OrpOMHaTa MOOMMHOCT (3HaK-Ha-3HaKa-Ha-3HaKa-
Ha-obekTa!) Ha TeaTpanHUTe 3HaUW M KpeaTUBHATA UM AMHAMUKA npegnonarat
HaNUM4MeTo Ha eanH HeorpaHM4YeH CEMMO3NC Ha O3HaYaBaHeTo. XapakTepbT Ha
TeaTpanHuTe 3HauM 1 TAXHaTa cneunduka: KOHCTaHTHaTa UM urpa Ha OTCbCTBME
MW MpUCbCTBME B  CLEHMYHOTO  CryyBaHe,  cTpartermyeckara  um
B3aMMO3aMEHAEMOCT, TAXHaTa TOoTanHa pedriekcus CnpsMoO  3pUTENCKOTO
Bb3npuATMe noa opmara Ha oO3HayaBalwla USMAOCT, TEXHUTE penaTuBHU
B3aMMOOTHOLLUEHMS, 3aBuUCELUM M3UAN0 OT 3puTenckata KoMneTeHuus W
CNoCOBHOCTTa Ha Bb3NpUEMALLUSA pPeuunuMeHT Aa OeKOAMpa MHOronnactoBoTO
UM O3HayaBaHe, BWHarM npeagnonara efHa CTeneH Ha HEeCUrypHoCT U
HeonpegeneHocT Ha signifiers (pasbupa ce, ToBa B NbiHa cTteneH 6u morno ga

ce OTHece N KbM TBOPYEKNA €KUM Ha CﬂeKTaK'bJ'Ia).
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I HACT

CIEKTAKBJT 1 O3HAHABAHE
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CnekTakbnbT KaTo TeaTpalieH TEKCT — MOp(*)OJ'IOI'VIFI Ha CLueHW4YHaTa

3HaKOBOCT

TeatpanHata cemmnotuka (ot Bogatyrev, Veltrusky, Mukarevsky, Zich go
Elam, ot Pavis go Fischer-Lichte, ot De Marinis n De Toro po Alter u
Aston/Savona) oTaaBHa 0bcnyXBa €4AUH paguKkaneH CTPEMEX 3a reHepupaHeTo
Ha ngeaTa 3a CnekTakbiia KaTo TeaTpaneH TEKCT, KOSTO KaTeropuyHO ce siBsBa
eQHa WHOBaTUBHA CTbMNKa Hanpen B cdepaTa Ha pasnCcKBaHe Ha MOAenuTe Ha
cueHu4yHaTa 3HakoBocT. Bu mormo pa ce npueme, 4ye Bcsika ekcnpecus OT
cueHaTa KbM nybrvkarta ce NpunoKpMBa C €4uH TeaTparieH 3HaKoB EKBUBANEHT,
KOWTO € NPeKMAT pe3ynTaTt OT egHa MyNTUBANEHTHOCT Ha 3HAKOBUTE CUCTEMM Ha
cueHaTa MMEHHO KaTO KOMMMEKCEeH 3HaKOB CEMMO3UC: OT BM3yanHOTO [0
BepbanHoTo, OT WMKOHWYHOTO A0 CMMBOJSIMYHOTO, OT HEMNOCPenCTBEHOTO [0
KoHBeHuUMnoHanHoTto (Veltrusky 1976, De Marinis 1980, 1982, Pavies 1982, Alter
1990, Fischer-Lichte 1992, De Toro 1995, Quinn 1995, Ubersfeld 1999, Elam
2002). 3nakosoctTa (Veltrusky 1976) permameHTMpa ApamatuyHaTa durypa
KaTo ecTteTudeckn obekT (stage figure) Ha cueHaTa (B n: Mukarovsky 1978) n,
B TO3M KOHTEKCT, OLLEe NpaxKUTe CTPYKTypanucTu pasrnexgar crnekTakbia kaTo
cnoxHa mspasHa nnartdopma. Otakar Zich B ,Aesthetics of the Art of Drama”
(1931, 1986) n Jan Mukarovsky B ,An Attempt at a Structural Analysis of a
Dramatic Figure” (1978) Gasupat egHa 4acT OT CBOUTE pPa3CHXOEHUA BbPXY
ceMuMoTU4HaTa NpMpoAa Ha TeaTparnHuTe penpeseHTaunst n KoMmyHukauuna. Kakto
ka3Ba Elam B cBoeTo nacnegsaHe ,The Semiotics of Theatre and Drama”: “...in
1930s the Prague School theatre theories radically changed the prospects
for the scientific analysis of theatre and drama” u ,laid the foundations for
what is probably the richest corpus of theatrical and dramatic theory
produced in modern times” (2002: 4)

HacnepgsaBankm TbpceHMsTa Ha MpaxkuTe CTPYKTypanuctu, buxme mornu

Aa npoabipkKmMm Hanpea M ga KoHCTaTtupame, 4e 3HakKoBaTa XapaKTepHOCT Ha
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TeaTpanHus CrneKTakbIl nma M3ABEHO  AMarekTuyecko €eCTecTBO,
penpeseHTupankn Hewo, Guaenkn deHoMeH, BbNnalibBall, €4HOBPEMEHHO
ABOVYHA pearnHoCT - MatepuarnHa W maeonorndecka, T.e. penpeseHTupTaia
3Hauu Ha 3HauuTe, KOeTo € U (pyHOaMEeHTanHUAT eneMeHT Ha nepopMaTUBHUSA
TekcTt (Bogatyrev 1976). Llanata cueHnyHa 3HAKOBOCT, NogobHO Ha Tasn oT
BCEKMOHEBHUA >XMBOT, Ce cBexga [0 BepbanHa n HeBepbanHa, dopmarnHo
pas3rbpHaTa BbB BPeMeTO u npocTtpaHcTBoTO (Jakobson 1987). B egHa nssaseHa
BepbanHa KOMyHMKaumMsa Ha cueHaTa € HeobxooMMo fa ce 3Hae Kak ce Kogupa u
agekogupa TO3M CUEHMYEeH €e3WK W Kak, HaW-BaXHOTO, ce OgopMAT Teau
KOMMNMEeKCUn OT eCcTeTUYeCKM 3HaKOBW CUCTEMM B cCrekTakbna. LanoctHuart
CreKkTakbfl, KaTo TEeKCT, CEeMUOTMYEH KOHCTPYKT OT 3Hauu U 3HaKOBMU
opMmnpoBaHNA, € UMEHHO AeUHUPaH KOMMMEKC OT KOAOBE, KOUTO B NOBEYETO
cnyyam ca cBpbx-TeaTpasiHM KynTypHU KOAOBe, BbpXy KOUTO ce Oasupar
BTOPUYHUTE 3HAKOBM CUCTEMW Ha ChnekTakbfla — nuTepaTtypa, My3uka,
n3obpasnTenHo M3KyCTBO, MWUTOMNOMNA, penurns, 4opu U camusa TeaTbp, Kato
n3kycteo. [lepdopmaTuBHuTEe KOOOBE (3HAKOBM CUCTEMM) B CreKTakbia
PYHKUMOHUPAT OOMKHOBEHO Ha CUMYMTaHEH NpuHUMN (napagurMaTtuyHO) unn
NMHeapHO (CUHTarMaTM4yHO), KaTo MO TO3M HauYMH Te aKTMBHO npoayumpaT
signification (De Toro 1992: 52). 3HauuTe, KOUTO 3pUTENAT nonydasa oOT
BapvaTMBHUTE 3HAKOBW CUCTEMM Ha CueHaTa ce Bb3npuemaT Ha npuHuuna Ha
CUMYNTaHHUSA KOHTaKT, KOMTO, camun no cebe cu, ca B CMHTarmaTuyHa Bpb3Ka no
Mexagy cu, npoussexganku signification. NosoBaBankn ce Ha De Marinis, Hue
Ouxme mMornu fa kateropuaupame nepdopMaTMBHUA TEKCT KaTo macrotext nnm
text of the text (De Marinis 1993: 47-59) npon3BeaeH OT BapuaTuBHU CEPUN OT
YaCTMYHU NepdPOpPMaTUBHN TEKCTOBE, KOUTO B KOHTEKCTa Ha UANOCTHUA
CMEeKTaKbST KOHCTUTYMpAT YHUKaNHUS eKCNpecuBeH pesynTtartaTr, KoMnuriaTuBeH
NpOoAyKT OT CrOBO, My3uMKa, KOCTIOMU, XXECTOBEe, TaHL, NnacTuka Ha TAnoTo u ap.
Cobwo n De Toro, ocHoBaBanku ce Ha Te3zaTa Ha De Marinis, koHCcTaTupa, 4e
Te3n TekcToBe (enemeHTuTe Ha obwms nepdopmaTtmBeH TekcT — 6en. mos) ce

KOHCTUTYUpaT n AB4ABaT B €4UH 0606uLeH cMUCH, KaTo:
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»/...I @) the special or performance context (Bcu4ku Kypc.-FDT) that consist
of the conditions of production and reception of the PT [performance text —
6en. mos] /.../ b) the general or cultural context that is made up of the
ensemble of cultural text, whether they be from the theatre (mime,
scenografical, dramaturgical, etc.), or from outside theatre (from literature,
pictographic, rhetorical, philosophical, etc.) and these belong to the
synchrony of the PT. That is, they are socio-cultural surroundings of the
PT. In fact, these texts are intertexts. Also, both the theatre texts and extra-
theatre texts form the general cultural text (GCT). The articulation of these
two contexts is fundamental in understanding every PT, for in the first case
(performance text), the elements for understanding the PT are provided in
situ, and in the second case (cultural text), the referents of this text are
inserted into the GCT. Any analysis of performance should necessarily
consider both contexts if it is to be competent (De Marinis 1980). It is only
in the PT that both contexts are found, for in the DT (dramatic text — 6en.
mos) the performance context is absent as performance, as enunciative

situation and as production of this situaton.” (De Toro 1995: 53)

B cueHn4Hn ycnoBus, cb3gaBaHETO Ha LUSINOCTEH KOPNyC Ha TeaTpanHus
TEeKCT M3UCKBa Cb3[QaBaHETO Ha CMWCBLI, MPUMNOXUM KbM OOLOTO TANO Ha
cnekTakbna W U3rpageH OT MHOMBMAOYANHUTE €fleMEHTM Ha TO3U TeKCT. Tyk
OTHOBO onMpame 40 KOMMEeTeHUMATa Ha 3puTensi, HO BeYe CMe NOABMAacTHM U Ha
NPUHaANEeXHoCTTa My KbM AafdeHa KynTypHa obwHocT. 3a eguH opTogoKkcaneH
3puTen, NpeacTtaBUTEN Ha eBponenckata KynTypa, eauH CrekTakbil Ha TeaTbp
Ho, n3rpageH Kato TEKCT B WM3TOYHUTE KyNTYpPHW TpaguuuKn, € MEKO Ka3aHo,
HenoHsTeH. 3a Aa ce NPeBbPHE CMNEeKTakbbT B MOHATUEH TEKCT € HeobxoamMmo
KogoBaTa cucTeMa Ha KynTypHaTta cpefa ga 6bae agekBaTtHa Ha 3putenckaTta,
T.e. Aa 6bae narpageHa Ha 6asarta Ha eguH ObLWO-NOHATUEH e3uk. [pobnembT
3a e3uka, kaTo BepbanHo cpencTBo € ocobeHHO GonesHeH B egHa TeaTpanHa
peanHocT, pa3bupa ce, B CUTyauumuTe KOraTo CIIOBECTHOCTTa [AOMMHMpaA

3HA4YNTENIHO Ha BuU3yaliHaTa €KCrpecu4. Ho BbB BCUYKM cnydyaun, eguHCTBO Ha
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€3MKOBUSA KOHCTPYKT MNpu M3obpasaBaHeTo U Bb3NpremMaHeTo Ha CrekTakbna e
Heo6XxoaQMMOo B MnpoLeca Ha AeKoaMpaHeTo Ha eduH, ako ce AoBepuM Ha Pavis,

TeaTpaneH metalanguage:

“The status of the language used in the description of the performance is
highly problematic; we might define it as metalanguage, but this
metalanguage either employs a linguistic discourse or on the contrary is
articulated by means of an independent system of units. There, too, only a
semiotics (in a sense used by Greimas) would be capable of visually
representing the theatre object described, of giving a symbolic notation to
it, i.e., a notation which “uses in the conventional graphics (geometrical
figures, letters, abbreviations, initials, etc.) a set of symbols” and “is used
in the visual representation of constitutive units of a metalanguage”
(Greimas 1979:257) No metalanguage of this type has ever existed for
theatre: this can easily be explained by the diversity of meaning systems in
performance and the impossibility of homogenizing them into one sole
notation. Thus we have to return to a semiology which attempts at best to
combine iconic notation and symbolic notation, to assume the
presupposition of its critical discourse and to match its theory to the
particular performance. Consequently, one should not detach the
metalanguage from the analyzed object, but should seek its traces or
suggestions within the performance itself.” (Pavis 1982: 114)

Bb3npuemarikn obwata nepdopMaTMBHOCT Ha CnekTakbna 3puTtensd
pearMpa Ha CNyxoBM W Bu3dyanHu 06eKkTW, KOUTo pedepupatr CMUCbIIA Ha
NMoKa3aHOTO B Cb3HAHMETO My, KaTo B npoueca Ha Bb3npuemaHeTo Te ce
OTOENAT KaTo CUMYNTaHHW U nocriegosaTerniHn.  TyK MOXeM OTHOBO Ja ce
BbpHeEM kbM Jakobson, npuemankm 4ye ,a complex visual signs involves a
series of silmultaneous constituents, while a complex auditory sign, as a
rule, of serial successive constituets” (Jakobson 1987: 469). Jakobson

n3xoxpga oT npe3ymMmnuusaTa, 4Ye cnyxosarta cpeda (3Hak) B paMkuTe Ha pedTta ( B
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HalLMA cryyYyan, CueHUYHaTa ped) e KaTo Lano nonimgoHnYHa 1 ce KOHCTpyupa 1
Bb3npuema kaTo komnnekc ot ,phonemes, simultaneos bundles of distinctive
features” (nak Tam: 469) xapaKTepHU CbC CBOMTE MPOCTPAHCTBEHU N BPEMEBU
o3Havyaemu (nak Tam: 471). NpeacraBaHeTo Ha pedta ce ,conceptualize by the
speaker which implies no time sequence; the message as a whole may be
simultaneously presenting the mind of the speaker, [...] the performance
itself, [which includes] two faces — production and audition” and “the
stage of comprehension, where the sequence appears to be changed into a
concurrence”( nak Tam: 472). Tyk 6buxme MornuM ga KoHcTatupame, ye Tasu
CYMYITaHHOCT Ha Bb3npuemMaHeTo npuaasa Ha CueHW4YHaTa pedy eqHOBPEMEHHO
BPEMEB WM NPOCTPAHCTBEH XapakTep, Kato ToBa 6u morno ga obxeaHe, CbLUO
Taka, >XeCTOBUTE W MNPOCTPAHCTBEHUTE OPMU B KOHTEKCTA HaA TEXHUTE
KOMYHMKaATUBHM U eCTeTU4eckn TeaTtpanHu yHkumn. Pas3bupa ce, Teopusata Ha
Jakobson He 3acdara KOHKpeTHO TeaTpanHus ChekTakbfl, a nurepaTypHaTa
dopma, HO e nepdeKkTeH NpMMep 3a ToBa Kak buxme mMornu fa pernameHTnpame
pedta (aKTbOPCKOTO CMOBO) KaTO 4YacT OT TeaTpanHua TeKCT. Tyk Moxem fa
AeduHupame TeaTparnHus TeKCT kaTo ,composed in the language of theatre”
(Fischer-Lichte 1992: 181), kaTto TO3M €3uKk ,is characterized in particular by
the fact that it cannot be reduced to one smallest homogeneous unit, but is
instead comprised of heterogeneous sign system” u “cannot all be divided
up into their smallest elements of signification” (nak Tam: 181) u B TO3MU
KOHTEKCT, Heka [fga nogyepTaemM OTHOBO, Y€ CreKTakblbT KaTo TEeKCT ce
KOMMo3Mpa OT pasfMyHW 3Hauu W 3HAKOBM CUCTEMM, WMaLLM UK3SIBEHa
NpoCTpaHCTBEHA 1 BpeMeBa cpeaa, Kouto doopMmpat 1 NoabpxaT cneununyHng
TeaTpaneH e3uvk. TO3M TEKCT Ce npeHacsa MnocpeacTBOM [Ba OCHOBHMU
KOMMOHEHTa Ha CneKTakbfa: akTbOPbT U CLLEHNYHOTO NPOCTPaAHCTBOTO (Ha KOUTO
LLle ce cnpeM B crnegpawlTuTe ABe rnasu), eAMHCTBEHUTE, KOUTO Buxa mornu ga
npeHecaTt u octaHanuTe 3HakoBu cuctemun. M egHo nogobHO npeHacsiHe B MHOIO
OTHOLLEHMSA € He caMO BepbanHo (IMHrBUCTUYHO), HO U HeBepBanHO (aKTbOPCKM
TENEeCTHOCT M >XeCT, apXMTeKkTypa Ha NPOCTPaHCTBOTO, 3BYKOBA M CBET/IMHA

cpena), T.e. Tasn YHMBEpCanHocT Ha nepdopMaTUBHMS TEKCT NO3BOSisiIBA Ha
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BCEKW 3puUTen, HE3aBUCUMO OT JIMHIBCTUYHUS MY ONKUT, Aa ro ,npo4vete” B ronsama
CTeneH, OCHOBaBaWKM Ce MMEHHO Ha B3aMMOOEWCTBUETO UMW HanpexeHueTo,
ako ce nososeM Ha Ubersfeld, mexagy gpamatyprmyHus n nepdopmMaTuBHUA

TEKCT.

» The shaping of space by physical movements and by phone (3Byk — 6en.
mosi, kypc. - AU) can be determined or informed by a reading of textual
structure, but those physical movements can also have a history, a
precedence against which textual structures (syntactic, for example) might
be applied (or not). Physical, gestural activity (mime or other) can
construct, finally. A space that develops in a parallel or indeed even
opposite direction to that which might arise from the imaginary of the text.”
(Ubersfeld 1999: 112)

CbLUMHCKOTO MNpeacTaBsHE Ha CMUCHLST B TeaTpaniHOTO MPOCTPAHCTBOTO €
pe3ynTtaT OT pa3bupaHeTo, OT CTpaHa Ha 3puTens, Ha To3n nepdgopmaTnBeH
TEKCT KaToO nMpoYeTeH MNOCPeACTBOM  aKTbOPCKOTO MNPEBbLMMbLUEHNE B
NPOCTPaAHCTBOTO Ha cueHaTa (KeCToBO/BM3yanHO) M MMEHHO B TeaTpanHug
cnektakbn ,establishing the ‘I am here in the space’ is achieved both by
verbal and gestural deixis. In speaking the dialogue, the actor is also using
the body to point to her/his relations to the on-stage dramatic world,
her/his action within it” (Aston&Savona 1991: 116) TekcTbT Ha cnekTtakbna ou
MOMbM [a ce pasrnexga Kato KOMMeKCeH NpoAayKT, B CMUCHIa Ha KOHCTpyMpaH
OT MHOXECTBO 3HAaKOBM HOCWUTENW- MUCaH TEKCT, KapTUHW, M300paxeHus,
mMaTepuanHum obekTu, 3ByuM, cCamuTe aKTbOPU U CLEHUYHOTO NPOCTpaHCTBO. U
TYK, BCEKM €OQUH OT Te3n KOMMOHEHTU Ce fABsiBa €AuH BUA MeauyMm, NocpeaHuK
Mexay ABa Unu noeeve 3Haum B €4Ha UM MHOXECTBO 3HAKOBU CUCTEMM, KbAETO
KOMYHMKauusATa Nno Mexay MM Mnopaxaa OCHOBHUSA €3UK Ha CrekTakbila KaTo
TekcT. CamaTa xeTeporeHHa npuvpoda Ha TeaTpanHuTe 3HauuM no3BOMsBa
Cb3faBaHeTO Ha nogobHa MynTMMeaunHa cpeda, B KOATO 3HauM OT efHa

3HaKoBa cuCTeMa, KOopecrnoHaupaT M ce npe-npedasaT KbM Apyra 3HaKoBa
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cuctema u ToBa, 6B MOrno Aa ce OCbLECTBM OT e4uMH UM NoBevYe 3HAKOBWU
nocpegHuun. B egHa maTepuanHa CuUeHM4YHa 3HakoBa CUCTEMa, KakBaTto
HanpMMmep e CcueHuM4yHaTa apxuTektypa, buxa mMornmm ga ce HaMecAT 4UCTO
MVHIBUCTMYHW 3HALM, KOUTO fa O6baaT npeHeceHu nocpencTBOM 3BYLM UMK
TenecHOCT (4pyrn 3HaKoBM CUCTEMM) KaTo bopMmpaTt TeKCTa Ha chnekTakbna B
HeroeaTa cneunduka (ObPBOTO UM KaMbKa Ha cueHaTa MOXe Aa ce ABUXMW,
TaHuyBa, roBopu, Aa nsgaesa 3Byuu, ga nee). N B nogobeH criyyan, OCHOBHUAT
CMUCDBST Ha TeaTpanHusa TEKCT ce reHepupa OT NOCPeHMYECTBOTO Ha OTAENHM
KOMMOHEHTM Ha Pa3fMYHUTE 3HAKOBW CUCTEMW, MPEBPbBLUANKN MO B reHepaneH
nocpeaHuK Mexay CMUCbMa U 3HaYeHWETO Ha Bb3NPUETOTO OT 3putend. Kato
BCEKN eOWH OT 3HAKOBUTE KOMMOHEHTU MOXeEe [Aa Ce U3sfBsiBa Kato OCHOBEH U
reHepaTtvBeH MeauyMm B OTAEMNHUTE CMUCITIOBU KOHCTPYKTU Ha TeaTparHus TEKCT,
cTura ToBa ga obcnyxsa B JOoCTaTbyHa CTEMeH CMUCHba Ha crnekTakbna, ToBa,
pa3bupa ce, 3aB1MCU 1 OT NMYHUA M3bop, hopmoobpasyBaHe n KoMOMHauuaTa Ha
3HaumMTe M 3HaKoBUTE cuUCTeMM 3awloTo ,there is a sense in which signs, or
certain kinds of signs, or signs in a certain stage of their life cycle, achieve
their vitality — and in turn the vitality of theatre — not simply by signifying
the world by being of it.” (Bert O. States, 1985: 20 - kypc. BS). Korato
Cb3[aBalLMAT CcnekTakbna n3bvpa ga onvueTBopu pyxBaHETO Ha eauH Usan CBAT
nocpenctsom lleta cumdoHna Ha beToBeH M paspyllaBaHETO Ha cueHuM4yHaTta
apxuTekTypa B OyKBanHWs CMUCHM, NpeHacsaHeTo Ha uMdopmaunmoHHuss obem,
HY>X€H 3a KOMyHMKauusaTa TBOpeL-3puTen, e pesyntart oT 4acTHus nsbop npu
dhopmoobpasyBaHeTO U KOMOMHaLMATA Ha 3HaUMTE W 3HAKOBUTE CUCTEMMU, T.e.
CMeKTakbMbT KaToO TEKCT e pe3ynTaTt OT nuyeH usbop. bu morno ga ce cnomexe,
4ye TO3M Nu4eH n3bop Ha signifier kopecnoHanpa ¢ 4eKoaMPaHOTO OT 3pUTENS, HO
TYK OTHOBO OnMpame A0 HEeroBusi MHTENeKTyaneH kanauyuteT (KoeTo Gelwe obekT
Ha pasrnexgaHe B npeauwHa rnaea oOT Tasn pabota). M3knuuTenHo
MHOMBMOYaANHUAT NOOXOA4 Ha O3HavYaBaHe W fekogupaHe B nepdopMaTuBHUA
TEKCT € TUMUYHO U XapaKTepHO 3a MNoBe4vyeTO CbBpeMeHHM cnektaknu (Helbo
1982: 1-9, BbB Fischer-Lichte 1992: 179 ). CMucbnbT Ha NepgopmMaTUBHUS

TEKCT, AeKoaupaH Ha Gasata Ha egHo BbTpELWHO MNone Ha O3Ha4dYaBaHe
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(nepcoHaneH n3bop), BUHarn e 3aBMCUM OT €fIEMEHTUTE CWU, BCEKN OT KOUTO Ce
obycnaBsa OT Apyr enemMeHT OT cucTemaTa Ha CbLUUSA TO3M TEKCT B €4Ha CbBCEM
He-joopManHa 3aBUCMMOCT OT BCUYKM nNpeaBapuTenHn OOCTOATENCTBa,
dopmupaln U reHepmpaliM OCHOBHOTO 3HadeHue. W Tyk OTHOBO MOXeM Aa
nogyepTaem, Ye B U3rpaxkaaHeTo Ha BCEKMN NnepdopMaTUBEH TEKCT Ce aHraxupar
MHOXECTBO XeTeporeHHu 3Haum (KogoBe) M OorpoMeH obxBaT Ha pasnunyHu

3HAaKOBN CUCTEMU, KOETO KOHCTaTMUpa 1 De Toro:

» The theatre performance is textualized in that a series of common codes
function on-stage and thus are disseminated in various performances as
text (kypc. FDT). The particular nature of the PT (performance text — 6en. mos)
resides in the fact that, when compared to other dimensions of theatre,
there is a heterogenety of codes, a complexity over and above the dual
absence of the performance object: ,a first time as ‘scientific’ object ... and
a second time as material, ‘pre-scientific’ object”.(De Marinis 1980: 202)”
(De Toro 1995:52)

Kato B npoueca Ha pernameHTMpaHeTO Ha kKogoBaTa CuUCTeMa Ha
nepdopMaTUBHUA TEKCT U MU3XOXOAWKM OT MapTuKynapHaTta My npupoga, Tom

afekBaTHO ro gedmHupa kato pluricoded:

“The heterogeneity of codes does not simply mean a plurality of codes or
the simultaneous presence of diverse codes of sub codes. A clarification
is needed here on what is meant by code, for there are various ways of
defining the term code — at least five, according to Eliseo Veron: a) code as
synonym of la langue (Bcudku kypc. - FDT), that is, as an ensemble of rules
necessary for producing the message or speech (generally, the following
equivalences are made: code-la langue, message-speech, at least from a
linguistic perspective); b) in the area of theory of information, code
designates the ensemble of transformation that make it possible to pass

from one system of signs (for example, morse) to another (la langue); c) as
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a synonym of ‘ensemble’ of ‘contraintes’ that defines the nature of the
signifier of a given system; d) In the area of semiotics, it is a repertoire of
units (signs) common to the users and that is used for communication; e)
finally, code can refer to a social practice, that is, the ensemble of
institutional norms that make up the way social system functions. (Eco
1976, 1979:49-50) Code as used here has three meanings: it is a social
code, the ensemble of rules or the repertoire of signs. At the basis of these
different ideas, however, there is a common fundamental element: a code
is invariable a group of rules that regulate a message, whether this be
linguistic or of some other nature (gesticular, musical, etc.). Whereas
verbal text is monocoded, the performance text is pluricoded, not only
because it includes various types of codes, but also because it has
substances of expression (visual, gesticular, auditive). The theatre
performance, however, is characterized as being pluricoded.” (De Toro
1995:52)

BbanpuemaHeTto Ha cnektakbfia Kato TeaTpaneH TeKCT  WUnu
nepdopmMmatmBeH TeEKCT, 6e3CNOpHO € CBbp3aHO C HanuM4MeTo Ha enuH
cneundunyeH TeaTpaneH Kod, KOWTO [Qda [OencrtBa HOPMATUBHO OTHOCHO
NPOn3BeEX4aHETO M NpeafaraHeTo Ha CMUCHI N 3HAYEHWE MO NIMHMATA CueHa —
nybnuka. MNMogobeH ko Moxe Aa G6bae akTbopckaTta TeNecHOCT, CLEHWUYHUSA
XeCT, cueHorpadusaTa nnu KoCcTioMa, BoKanHata unm MysukanHa naptutypa. B
TpaguumsaTa Ha TeaTbp Ho, Kabykn, Katakanu, [NekmHckata onepa xectoBaTa U
TenecHa eKCNpecMBHOCT Ha akTbopa M3rpaxaaT OCHOBHMSI KOHLUENT Ha To3u
TeaTpaneH koa. B TpaguumsaTta Ha bpexToBusa TeaTbp, Th HAapedYeHuTe 30H208e
(songs — neceHHM MOTMBM, JONbIiBaWM W perynupawim obuimMsi KOHTEKCT Ha
CLIEHUYHOTO OEeNCTBME) MoraT da ce Bb3npuemarta Kato OCHOBEH MOHATUEH KOA
npu Bb3NPUEMaAHETO Ha cMuCbna. B egHa Tpaguuma Ha aHTMYHATa gpamMa unum
nnutyprudeckata  u - nonynutyprudeckata gpama ot CpegHOBEKOBUETO,
nosiBsiBAHETO Ha H6OXeCTBOTO KaTo deus ex machina, KakTo 1 pasurpaBaHeTo Ha

Nno3HaTM MUTOSTOMMYHN U BUBNENCKM MOTUBM Ce sIBSIBa HE CaMO BU3yali€H, HO
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N cneunduyeH NUHrBUCTUYEH Koa. TakmBa npumepun 6uxa mornu ga ce nocoyat
MHOrO, HO MO-BaXHOTO € Aa oTbenexum, 4e BCekn cneumduryeH TeaTparneH Kog,
He3aBMCMMO OT 3HaUWUTE N TAXHOTO KOMOBWHWMpaHe, ce BNusie B U3KNIOYUTENHA
CTeneH OT OTHOLLUEHMETO MYy CMpPSIMO CBPbX-TeaTpanHuTe KynTypHUM KOOOBE, Ha
KOUTO Ce OCHOBaBa BCska AOMWHMpaLLa KynTypHa cuctema. lNMogobeH npuHumn
Ha B3aMMOOencTBue U 3aBUCMMOCT 3acsra Bcsika TeaTparnHa cpefa, He3aBucmMmMmo
Aanu ce oTHaca 40 €AWH NCUXOMOrMYeCcKn 1 peanUcTUYEH Unu He-peanucTnyeH
N aBaHrapAeH CnekTakbsl, KaTo B CbLHOCTTa ¢ 6u moren aa 6bae ,the vehicle
that generates the aesthetic object as a dynamic image in the minds of the
perceiving audience” (Quinn 1989:76). NogobHa rnegHa To4Yka ce oCHOBaBa Ha
noeaTa, Ye N akTbopbT U 3pUTENAT Ca B efHa efHOM3MEpPHOCT Ha obuwarta
MbpBUYHA KYNTypHA CUCTEMA, KOATO JOMUHMPaA B 00LmMa TeaTpaneH TekcT. EaHo
cueHorpad)cko pelleHvne, C¢ HeobxoguMmarta CTUNUCTMKA WK KOCTIOMUTE, B
TAXHaTa XapakTepHOCT, MoraT fa Hu pedepupaTr cboTBeTHaTa cpega, enoxa,
coumnanHa knaca, cbbutne (Kakto, CbOTBETHO M TuMMa TeaTpanHa KOHBEHLMS).
MopobHa e cuTyaumsita M C e3nka unu gpamatyprvHus TeKCT, KouTo OGuxa
NpeHecnn CbOTBETHUA CMUCBLIT €OMHCTBEHO aKo KOHKpeTHaTa CueHW4Ha
penauusa pedepupa ycrnewHo CnpsMo CbOTBETHaTa KynTypHa cuctema (Kofa),
TbM KaTo ,in the theatre, a focusing of codes is the norm; there is usualy
hierarchy of signs systems that triggers the elimination or temporary
domination of a given system” (Issacharoff 1989:104) PasnuyHuTe NbpBUYHU
KyNnTYpHM CUCTEMM B MUME3MCa Ha ChekTakbfa — €3MK, akTbOopCKa ekcrnpecus,
MUMUKa, XeCT, Tuna [OBWXKEHWe, TPUM, KOCTIOM, WHTEPUOPHUS Au3anH U
uanoctHata cueHorpadus ca  CTPYKTyparHu  eneMeHTW, onpeaenswim
ecTeTMkata Ha BCEKM CBPbX-TEKCTyanieH KynTypeH Ko4 B paMKuTe Ha
nepdopMaTMBHUA TEKCT N Ca HEOTMEHHA YacT OT Cb34aBaHETO 1 pedepupaHeTo
Ha CMUCbMa U 3HaAYeHWeTo, KbaeTo ,in semiotic terms, the signs of that
system can be defined as all fictional vision of a world, that is, all vision of
world communicated in fiction /.../ the association between signifier and
signified is provided by the special code (xunep nnun ekctpa-kog — 6en. mos)

of the system of world vision” (Issacharoff 1989:130) . U oT Tyk, cboTBeTHaTa
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3puTencka KOMMETEHTHOCT MO3BOMSIBA [fJa Ce MNPexBbpnaAT CcMuUcbia MU
3Ha4yeHMeTO OT cueHaTa KbM 3puTenHaTta 3ana, OCHOBaBaWkM Cce Ha
Bb3MOXHOCTTa [Jda Ce nMpeHacs CbOTBETHUAT CMUCHLS, KOHCTpyupaH oOT
erieMeHTUTe Ha CbOTBETHUA nepopmaTMBEH TEKCT, KbaeTo ,the impact of the
cultural performances depends, of course, on the expectations of
individual spectators” mn ,the exact mechanism by which referentiality,
theatrical performance, and cultural performance interact in a given
Performance depends on many factors: condition of the production,
intention of producers, dispositions of performers, composition of
audiences, evolution of culture, and social pressures.” (Alter 1990: 79 —
kKypc. JA). lNMopobeH pakypCc KbM AOMUHMpaLLaTa KynTypHa cuctema e B
OCHOBaTa Ha perfnameTupaHeTo Ha BCAKa TeaTpanHa KOHBEHLNS, BKITHOYUTENHO U
cbBpemMeHHaTa. Tpabea na otbenexunm n gakra, Ye B KOHTEKCTA Ha CrnekTakbna,
KaTo nepdopmMaTUBEH TEKCT, ropeyrnoMeHaTuTe CBpbX-TeaTpanHu KynTypHU
KoOoBe MoraT fa ce CbOTHecaT M KbM BCSIKa BTOPMYHA KYNTypHa cuctema, Kato
nutepatypara, n3obpasntenHoTo U3KycTBO, My3nkarta, KUHOTO, MUTa, penuruaTa
n ap. (Fischer-Lichte 1992). I ako B TO31 KOHTEKCT OTHOBO Ce BbpHEM KbM De
Marinis, moxxem ga nogyeprtaem, 4Ye nepdopMaTUBHUAT Kof ,is that convention
which, in the performance, makes it possible to link determined contents to
determined elements of one or more expressive system (kypc. MDM)” (De
Marinis 1980: 215, B De Toro 1995: 53), kaTto eAHOBPEMEHHO C TeaTpariHus
CrneKkTakbfl H1Ee MOXEM Aa OTKpuem nogobeH Koa v B pasnuUyHUTE XyA0XKeCTBEHU
NPaKTUKKN, KaKTO N BbB BCEKMOHEHBUS XNBOT. HO TOBa, koeTo npasu TeaTpanHus
CrneKkTakbfl OEeNCTBUTENHO YHWKaneH e M3MNOoN3BaHeTO Ha TO3W TeaTpaneH Ko
Kato enemeHT oT obwus kynmypeH mekcm (De Toro 1995, kypc. mon) B
pamMKuTe Ha TeaTpanHusi TEeKCT, MO CTPOro cneunduyeH HaynuH KM 4vuctarta
B3aMMO3aMeHAEeMOCT W YCBOMMOCT Ha kKogoBeTe, 6unu Te FMHIBUCTUYHW,
NPOKCEMUYHU, BU3yanHW W Op., UMEHO KaTo KOA4OBe, NpuvHaanexawm KbM
KOHKpeTHaTa JOMMHMpaLLa KynTypHa cpefa Ha nepdopmMaTUBHUS TEKCT. 3alloTo
nepopMaTMBHUAT TEKCT Ce siBSiIBa KaTO AUCKYPCUMBEH KOHCTPYKT MMEHHO BbB

B3aMMOTOHOLLUEHNETO Ha CaMUA ChneKTakbll CbC cneu,mcbquaTa KynTypHa
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cuctema(kon), kbgeto ,the preformance code are the result of the usage,
more or less particular and specific, in the performance, of non-specific
cultural codes... The distance between an extra-performance code (as we
will call the cultural code before its use in the performance — for example a
code of an everyday gesture) and the performance code the gestures of the
actor in a performance) varies notably according to performance,
‘genres’.authors, periods, etc.” (De Marinis 1980: 224, B De Toro 1995: 53,
Kypc. — MDM) un pecnektupa B 3puUTENICKOTO Bb3NpUATUE, KaTo nepdopmMaTnBeH
KO4, WMEHHO KoraTo KynTypHUTE W CBpbX-necdopmaTtMBHUTE KOOOBE Ce
KOHQurypupat B nepdopmatmBHa UANOCT. Llanata cbBpemeHHa TeaTtparnHa
cuUTyaumsa ce OCHOBaBa Ha B3aUMOTHOLUEHMETO Mexay TeaTbpa (KaTto usmno) u
crnekTakbfia (kato nepdopmaTuUBEH TEKCT), KaTo Cce Hanara wugesra, 4e
TeaTbpbT, B CbLIHOCTTA CWU, € €AMHCTBEHO W CaMO CMNeKTaKbfbT, KOWTO ce
npeacraes, a nepdopmMaTtmBHUA TeKCT ,is a performance unit which the
analyst’s intention (or the intention of the ordinary audience member)
designates as semiotically complete.” (De Marinis 1993, 2004:244)
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AKTbOp'bT B NMPOCTPaAHCTBOTO Ha CueHaTa — ceMaHTUKa Ha

npeBbMTbLLEHNETO

B cBosita ctygusa ,The Prague School Concept of the Stage Figure” Quinn
(1989) onpepens naente Ha Aristotle n Diderot kato nsxogHa nos3uvuus 3a egHo
pagukanHo OCMUCIISIHE Ha TeaTbpa KaTto CeMMOTMYHA 3HakoBa cucTema.
Pasbupa ce, Tyk TO BM3Mpa NPeaANMHO TEOPUUTE Ha MPaXKUTE CTPYKTypanucTu
OTHOCHO stage figure, HO npegnonara M egHO CONMWAHO BNUSIHNE BbPXY Te3n
TEopUn N OT ropecnoMeHaTUTe aBTopu B €Ha YMCTO CEMUOTUYHA NepCrnekTmBa.
Kakto Quinn noguyeptaBa, Aristotle’s Poetics n Diderot’'s Pradox of Acting 6u
TpsAbBano HanbHO HedbopManHo Aa 6bAAT Bb3NPUETU KaTo pre-semiotics acting
theories, kouto ObNOGOKO ce okycmpaT BbpXy npobrema 3a akTbopckaTa
penpeseHTauMs KaTto CUEHWYHO MpeBbMIbLEHNE OT no3nuuaTa Ha eaHa
ANCTaHUMPAHOCT KaTo NoAXO4 3a Cb3faBaHeToO Ha BCska TBopba Ha M3KYCTBOTO
(1989). Tyk 61 morno aa ce otbenexu, Ye AePMHMPAHTO Ha aKTbOPCKUA 3HAK OT
Mukafovsky cblo kopecnoHavpa yChnewHO C MNOSIoXeHUTe B apucToTenoBara
Poetics ngeu: ,for the structure of any given work [of art] it is very important
to know whether it treats its subject as a ‘real’ (perhaps even documentary)
one or a ‘fictitious’ one whether it oscillates between these two poles”
(Mukafovsky 1977: 7) Camuat Aristotle He pasrnexaa, B 4aCTHOCT, akTbOPCKOTO
AeNCTBNe OoTAeNneHo OT TeopuaTa Ha gpamarta. Ho HEeroBoTo OTHOLIEHME KbM
e3nka, KaTto NpuHUMN Ha u3pasasaHe, OM MOrno ga ce npuveme Kato maed 3a
efHa dpopManHa Teopusa Ha aKkTbOPCKOTO MpeBbhnelleHune: , Aristotle comes
closer to a distiction between diction, the medium of language (akTbopbT —
6en. mos), and thought, its object” (Quinn 1989: 75). lNo-kbCHaTa kKoHUeNuna
Ha Diderot, koATO aprymeHTMpa popmanHaTa Hyga oT eMOLMOHaNeH akTbOPCKu
noTeHuMan B penpe3eHTUPaHOTO Ha cueHaTa, u3rnexaga noBfvsHa UMEHHO OT
apuctoTtenoBaTa Poetics. HeroBaTta nosmumst 61 morna cbLLo Aa ce Bb3npuema
KaToO OCHOBa 3a Cb3[aBaHETO Ha CbBpPEMEHUTE MAEeW Ha efHa KomnapaTuBHa

TeaTparnHa CeMMoTuKa - OT TEOPUUTE Ha NPaXKUTE CTPYKTYpanucT 40 HambIHO
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CbBpEMEHUTE TbpCEHMs B Tasm obnact unu, Kakto ka3ea Quinn: ,Diderot’s
discussion of the French actress Clarion frames the problem of the
paradox of acting in terms that are drawn from Aristotle, yet continue to
dominate our understanding of acting technique today” (Quinn 1989:75)

Ot Aristotle Hacam TeaTpanHuTe TeopeTun (B YaCTHOCT - CEMUOTULM) Ce
onuTBaT ycuneHo pga geduHupaT aKTbOPCKOTO MPEBbMIbLIEHME  KaTo
KOMYHWKATUBEH KaHamn U penpe3eHTaTUBEH €3MK. AKTbOPCKOTO MPEBBLNITbLLEHME,
KaTo YacT OT TeaTpasiHus CrekTakbi unv nepopMaTMBHUA TEKCT € U hopmMa Ha
€3MKOBO npecTaBsaHe (B NoBe4veTo criydam) u 6u Morno ga ce Bbanpueme Kato
HapaTuB MO OTHOLLIEHME Ha 3puTens. B pesyntat Ha ToBa, HMe Buxme Mornu ga
Bb3MpMEMEM TeaTparHaTta CUEeHMYHA KOMYHMKaLMsl KaTo 3HakoBa TpaHcnauus
MeXay akTbopa (TpaHcraTtop), KOUTO MMEHHO onepupa u MaHunynMpa KogoBseTte
Ha cucTemarta B Xo4a Ha paskasa (apamaTypruyHmust TEKCT U CNeKTakba, KakTo u
TEXHUTE CELEHUYHW penpeseHTaumm) n 3putens. Moxe pa ce npueme, 4e
penpeseHTMpaHeTO Ha nokanHa wnu rnobanHa KynTypHa  3HaKOBOCT
Xapaktepuaunpa cboblieHneTo (MocnaHueTo) M apTUKynupa C nepcoHanHaTa
Bb3MPMEMYNBOCT Ha HMBO Cb3HaHue (Quinn 1995, Torop 1995, Dolezel 1998)

ApuctotenosaTta BM3nS 3a aKTbOPCKOTO nogpaxaHue (NnpeBbhnnbllaBaHe)
0e3cnopHo € noBnusHa OT kKoHuenumata Ha Plato 3a wm3kycTBOTO KaTto
nogpaxaHme Ha OOXECTBEHOTO MMM Ha WUCTUHCKaTa WAEA, KOSATO MHTENEKTbT
CMOHTaHHO M3BMMYa OT JeTaunnte Ha ceTMBaTta U Cb3HaHueTo (Aristotle/Butcher
1927: 153). MmeHHo B cBosTa Poetics, Aristotle reHepupa NnaToHoBaTa naes 3a
mimesis, eaHa pauMoHanHa B13us 3a pearHus CBAT KaTO HECBHbBbLPLUEHO Konue

Ha eOvH ngeaneH apxetun (nak 1am : 122), kbM gpaMaTn4eCcKoTO N3KYCTBO:

»Epic Poetry and tragedy, Comedy also and dithyrimbic Poetry, and the
music of the flute and of the lyre in most of their forms, are all in their
general conception modes of imitation. They differ, however, from one
another in three respects, - the medium, the object, the manner or mode of
imitation, being in each case distinct.” (Aristotle 7)
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C pecnekT kbM Aristotle, mimesis KaTo SipKO ecTeTUYeCcKo AencTBME aaneu
He e NPoCTO M caMO MoApaxaHue Ha peanHocTTa, pennukauus nocpencrsoM
TEXHONOorMsaTa n MeTofa Ha U3KyctBoTo. Mimesis e nogpaxaBaHeTo Ha ,,one of
three objects, - things as they were or are, things as they are said or
thought to be, or things as they ought to be” (Aristotle 97). AkTbOpbT TpsibBa
Aa nogpaxasa (NpeBbnnbliaBa) He ToBa KOETO My € JafeHO Mo nNpe3ymMnums ot
3aobukanswara ro peanHocT, AeACTBUTENHUS NPUPOAHO MPOEKTUpPaH CBAT, a
TOBa KOETO durypupa npeam Hero, Kato maeanHa obpasHOCT M npeacrtaBa Ha
Tasn pearnHoCT, Hewo KaTto udearneH apxemun (NogobHM naen B cbBpemMeHaTa
TeaTpanHa Teopusi ca mspasssanun Witkiewicz 1919, 1959, M. Chekhov 1953,
Artaud 1932, 1958, Grotowski 1968, Barba 1995 n gp.) . 3awoTo, ako akTbopbT
ymee pJa ,imitate things as they ought to be, he may place before him a
unrealized ideal” (Aristotle/Butcher 1927: 122). Npon3BegeHNETO Ha U3KYCTBOTO
(B Hawwma cnyyan, TeaTpanHuAT CrekTakbfl) € pearneH npoaykT Ha
eCTeTUYEeCKOTO BbMMbWeEHME Ha ideal image or imaginary substance, kouto
CbBCEM HE € HYXHO Ada KopecnoHaupaT ¢ ToBa, koeTo e 6uno nnmn Tpsabea aa
6bae npeBbNAbTEHO. B3aMMOOTHOWEHUATa Mexay ApamaTypruyHusi TEKCT WU
nepdopmMaTnBHUSA TEKCT, KaTo imitated object, e Be4e cemmoTudeH npobnem,
pasrpbliall CcBOATa 3HaKoBa U3pas3HOCT MMEHHO 4pe3  aKTbOPCKOTO
NPeBbNIbLLUEHNE, OOTONKOBA, [AOKOMKOTO ApaMaTypruyHUMAT TeKkCT signifies
AENCTBNETO, EMOLMUTE U XapaKTepuTe NOCPEeACTBOM fIMHIBUCTMYHA cpeda unu
e3nka, a nepopMaTMBHUAT TEKCT € MnpsikaTa BU3yarnHa 3HakoBa uTepnpeTauus
Ha ToBa O3Ha4yaBaHe (nNpeBbnNbliaBaHe) kaTto signification. WmMeHHO
ecTeTMyeckata penpeseHTauus B CMeKTakbfa ce Xapaktepusumpa C efHa
nsaBeHa auctaHus mexay real object n ideal image, mexagy matepuanHarta
M3pasHOCT Ha  nepdopMaTMBHUA  TEeKCT M HeroBata  ekcrnpecus
(NMuMHrBMCTMYHA/e3KkOBa WM3pa3eHOCT), KaToO [OeWCTBUTENEH apTtedakt mexay
signified u signifier (Lotman 1977, Bogatyrev 1982, Eco 1984, 1994, Hinz 1992,
Maneti 1993, Lecoq 2000).

CobwHocttTa Ha ApucToTENoBUTE MAEN OTHOCHO apTUCTMYHOTO

BbMbLUEHNE/MMUTALNA Ce CbCTOAT B pasnnumMeTo mexay natural imitation, kato
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KOHCTPYKTMBEH MPUHUMN Ha pasBuMTME W OpraHu3auusi Ha 4YOBELUKOTO
cbuiecTByBaHe ,, implanted in man from a childhood” w artistic imitation, Tasn
CTpacT KbM AbNOOKOTO NpeBbNNbliaBaHe Ha ceBeTa B ,harmony and rythm”
(Aristotle 15). Tean 3HakoBU NPUHLKUNN HA NPEeBbLNITbLLABAHETO peanHo ca ABeTe
CTPaHM Ha €A4HO HepasgerniHo LSO, KOHCTUTyMpalum nepdekTHO aKTbopckaTa
kpeatmBHocT. Natural imitation ce BbnnAbLiaBa OT €CTECTBEHM 3HAKOBU
obpasyBaHus oOpraHM3anpaHn Ha npuHUMna Ha nogobHOCTTa, Aokato artistic
imitation ce opraHuaupa OT NPOU3BOJSIHA 3HAKOBU KOHCTPYKUWUW, CTPYKTypupaHu
OT efHa XyOoXecTBeHa KOHBeHUuss. B TeaTpanHus cnetakbn, KbOeTo
AENCTBNETO e npedBapuUTEnHO yKasaHO W MNpPOBOKUPA 3PUTENCKUS UHTepec,
3HAKOBUTE CTPYKTYypU Ca He CamMO KOHBEHUMOHANHW, HO WU KOMYHWKATUBHW,
npegasaiim, nocpencTeom XXeCToBU dopmu, MHdopMauus 3a

obekTa/cueHn4HaTta durypa Kkbm nybnkarta:

» This is the appropriate point at which to recall Aristotelian notion of
mimesis as (theatrical) representation. This notion leaves the potentially
conflictive horizontal imitation of others [Peircian model] to the subject-
matter on stage and retains as its formal definition only the conflict-free
vertical representation of reality [Saussurean model]. In the ordinary scene,
the Aristotelian concept of mimesis applies not to the original appropriative
gesture, which depends on the other mimetic model, but to the new
designative-representative gesture of the sing.” (Gans 1995, 2003: 5)

OT nosnuysATa Ha egHa CbBPEMEHHA ANCTaHUMSA, APUCTOTENOBOTO NOHATUE
3a mimesis ce npuabpXa KbM BbNbLUEHMETO/MMUTALMATA U penpe3eHTauunsaTa
Ha MNEepCoHaXuTe W TexXHUTe AEeNCTBus, Kato U aBete OGuxa mornnm pa ce
Bb3rpMemMaT OCBEH B €CTETUYECKMS U B aHTpoOnosiormyeckn cmucbn (Sebeok
2001) n Ha HMBO cnekTakbn, stage figure (kaTo 3HaK) PyHKUMOHMpPA U Cce
npeactaBs He caMO KaTto (pu3Myecko MpeBbhfalleHne n penpeseHTaums, a
CbLLO U KAaTO KOMYHMKaTMBHO CPEACTBO MeXAy CLUEeHWYHOTO MPOCTPAaHCTBO Ha

akTbopa M NPOCTPaHCTBOTO Ha nybnukarta: , The sign does nothing but ‘point’,
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not in anticipation of further action, but as re-presentation, calling to
attention” (Gans 9) W, Tbi kaTo, TeaTpanHUAT CNEKTaKbsl, B CbLLHOCTTaA CU, Ce
KOHCTpyMpa MMEHHO Ha NPUHUMMUTE Ha MNPEBbBMTbLIEHMETO MM MIMeSIs, To
aKTbOPBT peanHo nogpaxkasa/npeBbnnbliaBa U penpeseHTupa stage figure kato
KOHKpEeTHa CeMMOTMYHA CUCTEMA, CTPYKTypuMpaHa OT MOXECTBO CEMMWOTUYHMU
eanHnum (3Hauu/kogose). TeaTpanHUAT CNEKTaKb KAaTO CEMUOTUYHA CUCTEMA €
KOMNnekc OoT BapuvatmBHu GOPMM Ha MImMeSsiS, KOMOMHMpALLUN HSKOSKO

CEMUOTUYHUN CTPYKTYpPW:

» 1...I imitation does not let us merely see again something that we
already saw, but provides an image of what could not have been seen at all.
Mimetic activty is singular, yet the particular visible form of representation
lets the universal, the possible, and the intelligible shine through. The
actions of an Agamenon or an Oedipos are subjects for the actor’'s mimetic
activity, yet in themselves they are representations of the idealzed
characterizations of human actions and personages /.../.” (Drost 1986: 311)

AKO ce no30BEM Ha edHa OoCTa MO KbCHa penpes3eHTaTMBHA Teopusi Ha
aKTbOpPCKOTO npeBbnnbleHne, B Paradox of Acting, Denis Diderot ce Brnexaa
BHMMATENO B NPUYUHUTE, NO-rOpe CNOMEHATN KaTo eMouMu, KOUTO dhopMynmpa
KaTO OCHOBHO CpeAcTBO 3a aKkTbopckaTa KpeaTMBHOCT. Ton wu3cneasa
AnanektMkata Ha B3aMMOTHOLUEHMETO akTbOp — XxapakTep (npu npaxkuTte
CTPYKTYpanuctu Bevye CMe CBMAETENU Ha MpeBpbLiaHETO Ha Ta3u pernaums B
stage figure), NnpoTMBONOCTaBANKM CE Ha HEO-KanacuuucTUYHUTE KaHOHWU 3a

B3aMMO3aBMCMMOCTTa Ha ABaTa aBTOHOMHU cybekTa (gpamal/akTbop):

»It is hardly surprising that acting and actor occupy a central place in
Diderot’s thought. Standing at the intersection of the written and the oral,
the intellectual and the corporal, mediating between one symbolic system
and another, translating from one into another, the actor rehearses or
repeats the text of an Other” (Gossman & MacArtur 1984: 113)
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Diderot pasrnexga ponsita Ha akTbopa KaTo ABOWYEH NPOAYKT, CneacTBue OT
ApamMaTypruyHMsi NepcoHaX W MNPUCbCTBMETO HA CaMusi  akTbop  KaTo

XapaKTepHOCT 1 Ta3n CbBMECTHa Kopenauus nopaxaa obpasa unum stage figure:

,Great actors, all read copyists of Nature, in whatever art, beings gifted
with fine imagination, with broad judgment, with exquisite tact, with a sure
touch of taste, are the least sensitive creatures. /.../ But he (the actor — 6en.
Mosi) is not the person he represent, he plays it, and plays it so well that
you think he is the person; the deception is on your side; he knows enough
that he is not a person.” (Diderot 1957: 17-20)

N ako Bb3npuemem Diderot oT cbwaTta CbBpEMEHHA CEMUOTUYHA MEPCNeKTMBa
kKakTo Aristotle, we Baum, 4e ToOW Bb3NPUMEMA M NoabpXka naoesTa 3a TeaTbpa
KaTo CTPyKTypa OT CUMBOMKN, KOUTO KOHCTpyMpaT SApOTO Ha TeaTpanHus

cneKkTaKbJ1 nocpeacTBoOM ApaMaTyprtdyHuna u I'IepCbOpMaTVIBHVIFI TEKCT:

,Words are more, and never can be more, than symbols, indicating a
thought, a feeling, or an idea; symbols need action, gesture, intonation,
expression, and a whole context of circumstances to give their full

significance” (nak Tam: 13)

Toan ,context of circumstances”, cnopef Hero, KOHCTpyMpa akTbopckaTta
nepdOpMaTUBHOCT U KpeaTMBHOCT. TOW M3TbKBaA OOCTAaTb4yHO HACHO SsBHAaTa
AnarnekTMka Ha akTbOPCKMS Mimesis, ToBa npeBbhbliaBaHe Ha YOBELLKOTO
noBegeHne n MeHTanHuTe obpasmn Yypes M3no3BaHEeTO Ha cucTtemaTa Ha TAnoTo,
XecTa, rnaca kato CEMMOTUYHU CpeacTBa 3a penpeseHTaunsa u KomyHukaums.
kakto Gossman nogyeptaBsa, 3a Diderot akTbOpbT ce Hyxgae oT cuneH okyc
Bbpxy ponsaTta, Tbpcenkun the fluidity of the boundary between Self and
Other, for he finds the Other in himself and himself in the Other” (Gossman

& MacArtur 1984: 113) AKTbT Ha aKTbOPCKOTO MNPEeBbMANbLUEHNE W
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penpe3eHTauna nN3TbkBa eauiH apTecpaKT, KOMTO ce nopaxmna oT konebaHusaTa
MeXxay HatypanHaTta U KOHBeHLUOHaliHaTa 3HaKOBOCT. B TeaTpalHnAa CneKkTakbll,

aKTbOPbT U3rpaxzaia v npeebnbliaBa obpasa Ha cueHaTa NocpeaCcTBOM:

» .../ a great deal of judgment. He must have in himself an unmoved and
disinterested onlooker. He must have, consequently, penetration and
sensibility; the art of mimicking everyting or, which comes to the same
thing, the same aptitude for every sort of character and part” (Diderot 1957:
14)

AKTbOPBT TpsibBa Aa BApBa AEVNCTBTENHO B CBOUTE €MOLMK, HO Aa rv npoBepsiBa
OT AWUCTaHUMA N CbBCEM Cb3HaTENHO, Guaenkm BHUMATENEH KbM OKONMHUTE U B
rOTOBHOCT [a NPEBbMTbTM BCAKAKBU PONW, BOAELLUM U BTOPOCTENEHHN, TPArnyHu
N KOMWYHW, B CTUX UNM Npo3a, T.e. Aa Bnagee u npunara Bcsikakea dopma Ha
3HakoBa wu3pasHocT. [lpuvemankm paOBe @opMn Ha pasgenieHa akTbopcka
nepdopMaTUBHOCT: peneTuumns n crnektakbn, Diderot pasrnexga aktbopckaTta
aKTMBHOCT KaTo MUMETUYHaA M AmareTuyHa, BKMNio4vBalla B CTpyKTypata cu u
agete  dopMum MnNM B egHa CEMMOTMYHA NeEpCcnekTuBa, CueHuYHaTa
penpeseHTaums. Ton pasgens mimesis Ha ABe pasfiMyHU YacTu (gpamatuyeH
XapakTep M aKkTbOp), KOUTO BKMNHOYBAT edHa obuia CeMMOTUYHA CTpyKTypa —
CLIEHVNYHUA XapaKkTep Ui ToBa, KOETO MPaXKUTe CTPYKTypanucTn Hapudart stage
figure. CueHn4HNAT xapaktep Ha Didrot ce cbCTOM OT NpeBbNNbLLABAHETO Ha
apamatmyHata nepcoHa (nocpeactBoMm  HabnogeHwe, BbobOpaxeHue U
pasMMUCBbIT) U HeWHaTa penpeseHTauus Ha cueHaTta, KaTo KpaeH MpOoaykT, B
npoueca Ha cnektakbna. W kakto kassa camuat Diderot, Han-rnaBHaTa 3agadva
Ha roniemMmnsa akTbop € Aa cnpe ga 6vae cebe cu gokato e B obpasa (MHOro no-
KbCHO, bpexT we Hapede TO3M npuHumn Verfremdungseffekt - egpekm Ha
omyyx0eHuUe Ha akTbopa OT ponsTa), HO Aa Ce Brrexna BHUMAaTEsNHo B Apyrute
N TSXHaTa CbLHOCT C uaesaTa ga ycunBa U MaHunynupa edgektute OT ToBa
HabnogeHve, T.e. ga npespbllia NPEBLNbLLIEHNETO B HELWO 108€Ye, B HELLO

3HakoBO. AKTbOpPbBT TpsbBa fa wuarpaxga obpasa ot “thought, from study
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human nature, from constant imitation of some idel type, from imagination,
from memory” (nak Ttam: 14-15) npe3 uenus cnekTakbfl, BUHArKM MO Hau-
AeTanneH HayvH, Bb3NpuemManku, KOMOMHMpanKW, M3yvaBariku, apaHXupanku
BCUYKO, KaTO O3HavaBalla UAnocT B Cb3HaHWeTo cu (nak tam: 15). CueHnYHnAT
xapaktep Ha Diderot e 3Hak, KOUTO B npoLeca Ha CnekTakbia npovsBexga u
Bb3npomsBexga 3HauMm W 3HAKOBW  CTPYKTypu  (NpesBbnnaiwleHve u
penpeseHTauMa Ha OelcTBME M 3HAKOBOCT) UMM TOBa, KOETO TOWM Hapwu4a
Opamamud4a nepcoHa (stage figure) (nak Tam: 16). U B T03n KOHTeKcT, Didrot n
Prague School ca unskniountenHo 6nmn3ko BbB Bb3NPUATUETO CUM 3a aKTbopa,
npucnocobsBaly, kato nepdopmMaTmMBHa M3PasHOCT (TEKCT): AEeUCTBME, AUKUUA,
rnac, MMMuKa, XecT, ABuwkeHue. Tyk e yMecTHO fa ce nogdveptae, ve Aristotle n
Diderot 6e3cnopHo ce Bb3npMemMaTr KaTo MNbPBUTE CEPUO3HM TeaTpasrHu
CEMNOTULIN.

B cBosita kHura ,, The Semiotic Stage” (1995), Quinn n3TbkBa penaumara
MeXay unaoeuTe Ha  MpaxkuTe  CTPYKTYpanucTM  OTHOCHO  aKTbOPCKOTO
npesbnnaweHune (stage figure), TeopetnyHmute koHuentn Ha Michael Chekhov,
Kacaewm stage mask (Tyk He 3acsrame T03M npobrem, 3awoTo stage figura u
stage mask peanHo npoekTuMpaT edHa WM Cblia KOHUEeNUWUs C Ta3u pasnuvka, ye
npy MC T uma gbnboka npakTuyecka HacOYEeHOCT, CBbp3aHa paaumKanHo CbC
CLeHMYHaTa akTbopcKaTa TeXHWKa, KOeTo He e 0OeKkT Ha ToBa u3crnegBaHe) u
CbBpeEMeHHaTa TeopeTuyHa TeatpanHa cemmoTuka (Quinn 1995: 72). Tyk 6Guxme
MOINM Oa KOHKpeTu3mMpame, 4Ye KaTto OyHKUMS M CTpyKTypanHocT stage figure
(stage mask) nnu TOBa, KOETO TYK Hapuyame akmbOPCKO rpeebriaueHue e
YNCTO €CTETMYECKOTO AervsmpaHe/MackMpaHe Ha aKTbopckaTa NepcoHanHoCT
KaTO M35IBEH CEMMOTUYEH KOHCTPYKT, KOWUTO ,represents someone, that he
signifies a role in a play” (Honzl 1976: 75). N ToBa, 6e3cnopHo KopecnoHaupa
C TEOPETUYHUTE KOHUEeNuUuW oe Ha MpaxKuTe CTPYKTypanuctu (BUASXME, ye
nogobHN TeopeTuyHU uaeu ce gdBaBaT M OCTa Mo-Hasag BbB BPeMeTo npu
Aristotle n Diderot) oTHocHO stage figure (To3u BbMNpOC pasrrneagxme B edHa OT

npegxoaHmTe rnaBn Ha ToBa mscneuBaHe):
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“The stage figure in Zich’s theory is the signifier of theatrical acting, the
material artifact for the character on stage as it is embodied by the actor.
This body for the character, which has also been suggested as physical
guide for the actor in the writings of artists like Michael Chekhov, becomes
the vehicle that generates the aesthetic object, the dramatic character. This
character exists not as actor’s body, but as a dynamic image in the minds

of perceiving spectator.” (Quinn 1995: 71-72)

KaTto npeBbnnblUeHME Ha cueHaTa, akTbopbT ,becomes the vehicle that
generates the aesthetic object, the dramatic character” (Quinn 1995: 72). U B
TO3N CMWCBLJI, KaTO aKTMBEH pe3yntat OT TpaHcdopmaumsata Ha A B B, ce
nopaxga C — dramatic character unu stage figure (Bogatyrev 1976). AKTbOpP®BT,
kato ponsa (character) npesbnnbwaBa gBouyHa AmareTmyHa cTpykTypa, Ha
pernpe3eHmamue Wnn 3Hak eqHOBPEMEHHO (Buasixme ToBa ouwle npu Aristotle u
Diderot) n Ha mumemuuyeH koHcmpykm ( stage figure Ha Prague School’s,
CblleCcTByBa M NpWU NpakTuyeckaTa akTbopckata TexHuka Ha Stanislavskii 1936,
Chekhov 1953, Grotowski 1968 n gp.) B cemuotnyHata cu uHTepnpeTauums
BbpXy akTtbopckata 3HakoBocT Fischer-Lichte (1992) pasrpaHuadaBa
CEMMOTUYHUSA MPOLEeC Ha CLeHaTa KaTo KOHCTpyupaH mexay A (aktbopa) n X
(ponsiTa/xapaktepa, KOUTO akTbOpbT TpsAbBa Aa penpeseHTupa) u C (3putens)

NO OTHOLLEHME Ha KOroTO € OCbLLECTBEHa LdanaTa akTUBHOCT Ha A:

“If A cries while depicting X, then she does not cry because she, A, is sad.
Rather, she cries in order to show that X is sad or that X is someone who
cannot control herself, or that X wishes to appear emotional in the eyes of
others, etc. Everything that A does while representing X is done not to
achieve a specific end — because everything she does in this case is done
not for herself, but for others, for the spectators. Nor does she do
something in order to say something about herself as person A, but
exclusively in order to show something that refers solely to X. (Fischer-
Lichte 1992: 8)
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Fischer-Lichte nnioctpmnpa HarnegHo kak ce KOHCTpyupa B egHa CLueHMYHa cpefa
stage figure. HenHnTe TEOpeTMYHM NOCTAHOBKWM 3acdAraT TpaHcnauyusita ot
dramatis personae kbMm stage figure n oT Tyk, kbM dramatic character, koeTo
peanHo npencTaBnsBa, pasgenieH Ha a3y npouecbT Ha akmbOPCKOMO
npesbrbUWeHUe KaTo CUrHnrkaumoHHa cuctema B obwarta rnobanHa cucrema
Ha nepdopmMaTUBHUSA TEKC UNN TOBa, KOETO OBMKHOBEHO Hapuyame TeaTtpaneH
cnektakbn (nogobHu maen ce naHcupat u oT  Eco 1977, De Marinis 1980,
BruSak 1991, Aston&Savona 1991, De Toro 1995, Ubersfeld 1999, Elam 2002 u
ap.)

BecblwHOCT, B rnobanHua ceMuMOTMYEH KOHTEKCT Ha crekTakbna stage
figure e eOuvH OT KOHCTUTYTUBHWUTE eNneMeHTU Ha nepdPopMaTUBHUA TEKCT,
NPOAYKT Ha aKkTbopcKaTa KpeaTMBHOCT M akTUBHATa WHTENeKTyanHa KOHBeHUUS
(kaTo Bb3NpuemaHe/peakumns) B Cb3HaHMETO Ha 3puTensa (BcneacTeBve Ha Tasu
ABYWYHA 3aBUCMMOCT 3pUTENAT Bb3Npuema ToBa, KOEeTO OOMKHOBEHO Hapuyame
dramatic character). 1 TbM KaTo, B CbLHOCTTa CWU, TeaTbpPbT € KOMEKTUBHO
M3KYCTBO aKTbOpPbT, KaTo CYOeKT M enemMeHT OT nepdopMaTUBHUA TEKCT,
O3Ha4aBa M euH KONEeKTUBEH 3HakK, B CTPOro coumaneH cMucbn. W B KOHTeKCTa
Ha cb3gaBaHeTo Ha obwwma focal point (marmdeH wm3pa3) Ha BHYLUEHMETO,
aKTbOPbT aKUEHTMPa BbpPXYy TpaHCnMpaHeTo Ha semantic gesture (Mukarovsky
1936, 1964, 1978, Deak 1976) Ha cnektakbfia KbMm nybnukaTta. AKTbOPCKOTO
npeBbMbLLUEHNE Ce ABsBa OBLWKNA KOMNO3ULMOHEH perynaTop Ha NocraHueTo 1
OCHOBHUAT €neMeHT Ha TeaTpanHua CemMuo3uc, u3rpageH Ha cueHata KaTo
KOMMeKc OT 3HakoBu cuctemun. Kato no To3m HaudmH, stage figure kopecnoHanpa
aKTUBHO M Ha OBeTe HMBA: aKTbOpCKaTa KpeaTuMBHa aKTUBHOCT, KaTO npouec u
ecTeTn4eckn obekT, KakTo M MO OTHOLUEHME Ha pes3ynTata OT Ta3u aKTMBHOCT,

KaTo KpaeH NpoaykT (penpeseHTaums):
» TWo different objects must be conceived by the actor: the image of

character that exist in his reading of the play [actor—dramatic text

relationships], and the material body that will correspond to and fulfil that
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image on stage. [actor - stage space, actor - dramatic character, actor -
audience relationships] /.../ ... in theory of Psychological Gesture the
“archetypal” mental image of the character’'s body that underlines all
acting choices — we are very close to the Prague School concept of the
Stage Figure.” (Quinn 1989: 6)

EOQWHCTBEHO nOCpeacTBOM KOHCTUTYMpaHeTo Ha stage figure wvnm akTbOpcko
npeBbNNbLLEHNE — TMPOAYKT Ha akTbopcKaTta KpeaTUBHOCT W 0OeKkT Ha
3putenckarta nepuenuus — ce goctura 4o TpaHCOpPMUMPaHETO Ha aKTbOPCKOTO
rokasgaHe B eCTeTUYECKN KopenaTus.

W Ha kpas, Ha pbrHana Ha Ta3u rnaea, € pegHo Aa yTovHMM, Ye B npoueca
Ha efHa ceMMoTUYHa pednekcus no oTHoLweHue Ha stage figure ce nopaxaa u
eqHa yHaameTanHa TPyAHOCT nNpu edUHUPAHETO Ha CaMOTO O3Ha4yaBaHe Ha
akTboOpckoTOo npeBbnnblleHne. OT edHa cCTpaHa, akTbOpPbT € Hau-BaxHaTta
nepcdopmatMBHa efuHMLA He CaMO Ha ChnekTakbfa, a W B USNOCTHOTO
KOHCTUTyMpaHe Ha TeaTbpa kaTo cemumoTudHa cpega. OT Hero 3aBuCwU:
pa3BuTMeTo Ha uctopusita (pabynata), AnanorbT (OOKONKOTO € Hanu4yeH),
XygoxectseHata ukuma, camuaT performance in general u B TO3M KOHTEKCT,
KakTo CnoMeHaxme B npoueca Ha ToBa u3crieiBaHe, TOW Cce siBABa OCHOBHUAT
megnaTtop (medium) Ha nepdopmMaTUBHOCTTA, Ha TeaTpariHUs CMNeKTakbil KaTo
ceMmoTmyeH KoHCTpykT. OT gpyra cTpaHa, TOW Hanara efgHa npoMeHnvMBa u
HENOCTOsSIHHA CbLIHOCT Ha HanMyHUTE 3HAKOBOCT WM O3HayaBaHe. 3HaKoBUTE
dopmu, KOUTO MOM3Ba B NpoLeca Ha Cb3JaBaHe Ha HapaTuBa Ca XapaKTepHU C
N3KNYMTEeNnHaTa cM MOBUITHOCT M TpaHCMAapaHTHOCT Ha AeTaunuTe, HYXHU 3a
camMoTO My O3HadaBaHe. B nopeguuata OT pasnuMyHU NpencTaBfeHus Wnm
OTAENHM CNEeKTaKnu, akTbopbT € B CbCTOSIHME Aa Cb3daaBa BapuaTtuBHU hopmu
Ha eQWH U CbLUKM 3HAK, KOETO HEMUHYEMO BOAWM OO0 NpoMsiHa Ha cmucbna. U Ha
Kpasi, aKTMBHOTO MyNTUNAMLMpaHe Ha KOAOBUTE CUCTEMW, onepupaLim
CMMYNTaHHO B aKTbOPCKOTO MpeBbnfbleHne (rnac [gukumdara, naysmte wu
WHTOHAUMATA]; XeCT [KMHETMYEH WU NPOKCEMMYEH], MUMUKA, TENEeCHOCT W

ABWXeHne [TaHu, nnacTtukal) ycnoxHsieaT gedVHUPAHETO My KaTo CyOeKkT Ha
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crnekTakbna. Tyk Moxe ga ce o6aBAT M M3KMUUTENHaTa CyOEeKTMBHOCT Ha
NPeBBLNNBLIEHNETO B OTHOLWEHMETO MY KbM peariHocTTa, KakTo U eQuH OT Han-
dyHOameHTanHusa npobnemu - obcecmBHaTa 3aBUCUMOCT U CNIATOCT ¢ obpasa oT
CTpaHa Ha akTbopa, B CNEeACTBME Ha KOETO Cce pa3mMuBaT rpaHuLUTE MexXay
peanHocT N ukunsa. 3HakoBaTta TPAHCMUCUSA HA CUTHaANUTE/3HaUUTE OT aKkTbopa
KbM nybrnvkaTa, TaXHaTa OCHOBoOMonarailia wunu NpuHUUnHa uen ga o3Hadvasar
KOMMMEKCHNSA YOBELLKM XMBOT Ca 3aBUCMMW MPSKO OT uAnaTta W30pHOCT Ha
npeacTtaBeHOTO Ha cueHata. B npoueca Ha ocMuCisiHE Ha aKTbOPCKOTO
npesbnnblieHne 6Gu Morno pa ce nogyeprae, 4Ye MO OTHOLWEHME Ha
KOHCTpyMpaHeTo Ha xapakTepa/obpasa (stage figure) akTbOpCKOTO AeNCTBUE Ha
cueHaTa ce HyXaae OT eHa NOBTapAeMOCT Unu pe-nNpoAyKTUBHOCT Ha 3HauuTe
UM 3HaKoBUTE cucTemMu pedepupalim kbm peanuHs xusoT (Ruffini 1978, Helbo
1987, Johansen, Carlson, Larsen, Ostergaard, Seeberg 1991, Corvin 1995,
Pavis 1996, Ubersfeld 1999), koeTo, OT CBOSA CTpaHa, cnomMara KOHCTUTYUpaHeTo
Ha cMucbna. I MMEHHO yMEeHMeTO Ha akTbopa, OT e€dHa CTpaHa, fa Wu3Kaxe
KOHKpPETEH CMUCBI, CbMOCTaBMM C peanHocTTa, a OT Apyra, ga ro ,u3pogu” B
CueHnYHa urkumsa, GmBalwa nogpaxkaHme UM HanbfIHO He3aBUCKMMa peariHocT,

cb3gaBa cneludukaTta Ha akTbOPCKOTO NpeBbnnalleHne, 3alloTo:

, The essential function of the actor are those of enunciation and
monstration. S/he has to speak and show. And indeed, it is high time to
reverse direction and show the actor first of all as a producer of discourse
and stage action, an enunciator and an ‘actor’: the enunciator and
‘demonstrator’ of complex reality, her/himself, but also the character, the
theatre, ideas, feelings, the fictio, and the performance: s/he is the point of
intersection of all these.” (Ubersfeld 1991: 158)

CeMMnoTUKa Ha CLEEHNUYHOTO NPOCTPAHCTBO -
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A3 B NpOCTPaHCTBOTO Ha cLieHaTa

Cnep kaTo B npeaxofHaTa rnaBa pasrnefaxme pagukanHoTo BNUSHME,
KaTo CeMMOTMYEH KOHCTPYKT, Ha akTbopckaTa penpeseHTauusi, KaTo
npesbrnbuweHue (stage figure), cera e Bpeme ga ce cnpem 1 Ha gpyrnsa 6asuceH
3HAKOB KOMMOHEHT, 6e3 KOMTO He BMxme MOrnn fa 03Ha4YMM CbLLEeCTBYBAHETO Ha
TeaTpaneH cChnekTakbf, a WMEHHO — CLUEHWYHOTO MpOCTPacTBO (akmbop +
CUEHUYHO rpocmpaHCmeo = meamparneH CrieKmakb/l UM TOBa, KOETO Beye
Hapekoxme nepgopmamueeH mekcm). TyK, B MHOIO OTHOLUEHWSI MOrpeLLHO,
HAKOM OM O03Ha4Mn CbC 3HAK Ha PaBEHCTBO CLEHWYHOTO MPOCTPAHCTBO U
CLUEeHMYHaTa apxuTekTypa (cueHorpadusi) U1 CBOEBPEMEHHO OMxme mnckanu ga
yTOYHMM, 4Ye TOoBa CbBCEM He e Taka. Camo no cebe cCu, CUEHUYHOTO
MPOCTPAcTBO € TMOBEeYe WHTENEeKTyanHo u3Mepuma cpefa, OTKOJKOTO
mMaTepuaneH CUMBOJSZT Ha nepgopmaTMBHUS TEKCT, T.e. OCBEH Y€ HOCU CBOW
crneumdpuyeH BbTPELLEH CMUCDHI, TO, B CbLUHOCTTa CW, MpUTEXaBa WU3UANo U
3HAKOBUTE XapaKTEPUCTUKM Ha CUEHMYHA apXMTEKTOHWKA, KaTo BKIOYBa B
3HaKoBaTa CU CTpykTypa M camaTta cueHorpadwmsa. Ho pann, B papeHus
CrneKkTakbIl, CbLLEeCTBYBa CLeHorpadus, kKato matepmaneH obekT Ha cueHaTa nnm
camMO nMpas3HO MpOCTPaHCTBO € ©0e3 CblecTBEHO 3HayeHne (ocobeHo B
CbBPEMEHHUA TeTaTpaneH KOHTEKCT, KOWTO B He Marnka CTeneH e MOBMUSAH OT
TeopusaTa 3a ,6egHua TeaTbp” Ha Grotowski (1968), kKbaeTo cueHorpaduaTa
OyKBanHoO € OTpeyeHa KaTo CLUEHUYEH KOHCTPYKT U KbAETO CaMOTO NPUCHLCTBUE
Ha TenecHOCTTa Ha akTbopa B MPOCTPAHCTBOTO Ha CLeHaTa Beye ce sBsiBa
cueHorpadcko pelueHue). B ToBa m3cnegBaHe CLEHUYHOTO NPOCTPAHCTBO HU
NHTEpecyBa €OUHCTBEHO B OTHOLLUEHWETO CU KbM aKTbOPCKOTO MPUCHLCTBUE KaTo
TENeCHOCT M 3HaK, KaTo AyXOBHA cpefa, B KOHTEKCTa Ha 3HAKOBUSI CEMMO3MNC Ha
performance text, KakTo 1 No OTHOLIEHME Ha B3aMMOOENCTBMETO MEXAY CLeHaTa
(akTbOp/NpPOCTPaHCTBO) M NybnuMkaTta B paMKuTe Ha TeaTpanHarta peanHoct. Ot

Tasn rmegHa TOYKa, CeEMUOTUYHUAT Xapakrtep Ha B3anMoBpb3KaTa
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aKTbOp/I'IpOCTpaHCTBO MOXe Oa Cce MapKkumpa W KaTo MallabHO 3HaKoBO

B3aMMOOTHOLLUEHWNE!

» It is not merely mechanically that we possess Space and are its center; it
is because we are living. Space is our life; our life creates Space; our body
expresses it. In order to move from one point to another, we exerted an
effort /.../ corresponding to the beatings of our heart. Those heart beats
proportioned our gestures. In Space? No! In Time. In order to proportion
Space, our body needs Time.” (Appia 1960: 53)

TeaTpanHata npakTuka, B OCHOBaTa Cu, npegnonara efHa Teopus Ha
B3aMMOOENCTBMETO MeXAQy akTbopa M CLUEHWYHOTO MPOCTPAHCTBOTO, KOETO U B
edHa ceMnoTUYHa nepcrnekTnea cbwo e , constructed in relation to the actor”
(Ubersfeld 1999: 119 — kypc. AU). Hue HaAMa kak ga pasrnexgame CLEHUYHOTO
NPOCTPAHCTBO OTAENEeHO OT NPUCBLCTBMETO Ha akTbopa, TbWA KaTO BCEKU
CMeKTaKbfl Ce KOHCTUTYMpa MMEHHO Ha Gas3aTa Ha B3aMMOOTHOLLUEHUMETO MeXAy
akTbOpa M NPOCTPAHCTBOTO U B €AuH no-rnobaneH CeMMoTUYeH acnekT Ha
TeaTpasiHOTO NPOCTPaHCTBO M BbB B3aMMOOTHOLLUEHMETO MM C nybnukaTta. Ha
HMBOTO Ha TeaTpanHUa CeMMO3MC, TOBa Nopaxaa O3Ha4YaBaHeTO B MOMeTo Ha
e[VH BU3YIieH N CeTUBEH TeaTparieH TEKCT: a) NOCPeACTBOM Ba3VMOOTHOLLEHUE
Ha aKkTbopuTe B/C MNPOCTPAHCTBOTO Ha cueHata, u ©6) nocpencTBOM
B3aMMOOTHOLLEHNE Ha aKkTbOpUTE B MPOCTPAHCTBOTO Ha cueHaTa ¢ nybnukaTta B
TeaTpasiHOTO NPOCTPAHCTBO. Te3n OTHOLIEHUs nopaxaaT v npegnornaraT OCBeEH
e0HO MNCUXOMIOfMYecko U eMOLMOHarHoO  B3aMMOOeucTsue, Oopu w
AHTPOMOSIONNMYECKO N APXMUTEKTYPHO, HA HWMBO YOBELLKM B3aMMOOTHOLUEHUS.
Fischer-Lichte He cnyyanHO npuno3HaBa NPOCTPAHCTBOTO Ha CMEKTakbila KaTo
.a potentially human environment” (1992: 94), M kKaTO CUEHUYHO
NpoCTpaHCTBO ro aedmHunpa kaTo ,a segment of space in which A [actor] acts
in order to portray X [character]” (nak Tam: 101). Ha egHo no rno6anHo HMBO
Pavis ro geduHnpa kato theatre space ,occupied by the audience and actors

in the course of a performance” (1998: 344).
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B3anmMooTHOWEHNETO Ha akTbopa W  NPOCTPaAHCTBOTO  Mnopaxpja
aTMocpepata Ha ChekTakbfla KaTto edHO MHOronnactoBO MNpexuBsiBaHe,
KopecrnoHampawlo ¢ Bb3npuemaHeTo/MHTeprnpeTaumara Ha nepdopMaTuBHUA
TEKCT, T.€. B TO3M CMUCBS, OT No3uumaTa Ha 3puTens, CLEHNYHOTO NPOCTPAHCTBO
ce pasnosHaBa kaTo mosa-Koemo-rybnukama-guxda. Tyk € MACTOTO Jda
oTbenexmm, 4e KaTo 4acT OT CLLEHUYHOTO NPOCTPaHCTBO BM MOrNo Aa ce NOoMnoxm
n dramatic space BbB (hopmuTe cu: onstage n offstage (mimetic n diegetic).
Mimetc space ce penpoayuupa Ha cueHaTa n ce Bb3npou3Bexaa KaTto BudyaneH
nNpoaykT 3a nybnukaTta, 3a pasnuka oT diegetic space koeTo ce penpoayuupa B
ananora u nputexasa cTporo BepbanHa ekaucteHumsa. C gpyrm gymm, mimetic
space ce npeHaca AOWPeKTHO, paokaTo diegetic space ce npeHacs 4pes
nocpeaHN4YecTBOTO Ha e3uka, T.e. KOMyHuKauusaTa e verbal u non-visual, Ho Ha
cueHaTa ce CbOTHaAcs, NPUMEPHO, MO OTHOLUEHWE Ha AeKkopa W akcecoapuTe
(k. Issacharoff 1989: 58) Pasbupa ce, cbwectByBaTt u intra-diegetic n extra-
diegetic npocTpaHCcTBa, Cb3daBaHW OT akTbopa, HO Te pedepupaTr Ha Opyrn
MyNTU-HMBaA B CMeKTakbfa, KOMUTO Ca aKTUMBHM MpPeauMMHO Ha HUBO peud
(BpamaTyprusi, CLEHMYHO CIioBO) U buUrypmpaTt KaTo TakMBa M3KMHOYUTENHO Ha
HMBO Cb3HaHMe/BbObpakeHne (BCneacTBne Ha CUeHW4YHUs paskas, ¢pabyna) no
NVHUATA akTbop-3puTen. Ho, T KaTo TyK Beye HaBnu3ame npekaneHo ObrbokKo
B €4HO JIMHIBUCTUYHO/MApanMHIBUCTUYHO MNorie, KOeTo He e 06eKkT Ha ToBa
nscnegBaHe, M CnomMeHaBamMe €OUHCTBEHO KaToO Bb3MOXHW CEMUOTUYHMU
KOHCTUTYEHTU, Kacaellm ceMmosnca Ha CUEeHUYHOTO NPOCTPAHCTBO, B KOHTEKCTA
Ha UANOCTHUA KOPNyc Ha nepdopMaTuMBHUA TeKCT. M ako TyK, B WM3BeCTHa
cTteneH, ce nosoBemM Ha De Marinis MoxxemM ga KoHcTatupame, Yye CLUEHUYHOTO
NPOCTPAHCTBO, KaTO KOMYHMKATUBHO YCMOBME, aHraxupa Bb3NpUATUETO Ha
nybnukata Ha HuBO Visible space (intra diegetic) kaTto explicite type of
representation, a Ha HMBO penauus akTbop-3puTen kato non-fictional (extra-
diegetic) KOHCTPYKT MOXe Aa ce geduHupa kato implicit type of representation
(1993: 152). De Marinis koHCTaTupa, Ye:
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,On the basis of the model of a double level communication we can
thus distinguish between 1) onstage speech acts (internal to the
performance) and 2) extra-speech acts (directed to the audience). On the
first level, we ususlly are dealing with symbolic (or fictional) illocutions and
equal illusory perlocutions /.../ On the extra-stage level we can hypothesize
instead that /.../ real illocutions and/or perlocutions are produced.” (De
Marinis 1993: 151)

Tasn koHcTaTauus, Makap W ga 3acsra NpeguMHO JIMHIBMCUYHATa BU3UA Ha
crekTakbrna, HM OTBexJda A0 eOHO MO BMCOKO HMBO Ha CbXAeHue, Kbaete 6u
MOrno aa ce Bb3npueme n noedata 3a B3aMMoBpb3KaTa
aKTbOP/NPOCTPaHCTBO/3pUTEN Ha HUBO TeaTpanHa KoOMyHukauus/penpeseHTaumns
KaTo AMPEKTHO MOBMAMAHA MMEHHO OT nybrikaTta (KaTo y4aCTHWK B KpeaTUBHUS
npouec Ha fictional illocutions n speech acts), npogyuupawa HenocpeacTBeHU
peakumm u 4yBCTBa, MOPOLAEHM OT BMU3YanHOTO/(PUKLMOHANHOTO Bb3NpUATUE Ha
CUEHUYHOTO nocnaHue. Kakto cnoMeHaxme W Mno-rope, HMe CMe CKIMOHHU aa
pasrnexgamMme CUeHUYHOTO MOCTPAHCTBO NO-CKOPO KaTO MHTENUrMBUIHO S4po Ha
nepopMaTMBHUSA TEKCT, OTKOSKOTO KaTO CUeHOrpaddCKkM KOHCTPYKT, KOeTo, caMo
no cebe cu, npegnonara egHa iBHa CEMMOTUYHA pedrekcus.

B eanH npakTnyeckn acnekT Ha KOHCTpyMpaHe Ha TeaTparnHus CNeKTakbsl
BbMPOCHLT 3a pasnpeferneHneTo Ha MpPOCTPaHCTBOTO, 3a/MO OTHOLUEHME Ha
nybnukata n KaTo NPOCTPaAHCTBO Ha CaMus ChNeKTakbi, KakTo W camata
B3aMMOBpb3Ka uUrpae cbllecTBeHa pond. Tyk Moxem Ja urHopupame, 3a cera,
B3aMMOOTHOLLEHNETO TeaTpasiHO NPOCTPAHCTBO U MPOCTPAHCTBOTO Ha OKONHWUA
CBAT W [da ce CbCpedoTouMM 3a Marko Bbpxy dopmarta Ha cueHata. Camunar
cTaTyT Ha cueHaTa ga 6bae OCHOBEH CMMBOS/KOL, HapaBHO C aKTbopa, Ha
TeaTpasiHus CnekTakbi ce pernameHTupa CbC camaTa 1 NnosiBa KaTo cueHa-Kpbr
(no3HaTa Npy @HTUYHOTO FPBHLKO-PUMCKO aMPUTETPANIHOTO Pa3nosioKeHne Kato
,Lopxectpa” unu ,apeHa”) UM  CueHa-kyTus (TbW HapeyeHaTa CcueHa-
nanatdgopma, Bapmauus Ha (ppoHTanHaTa cueHa B UTanmaHcKu CTum, Unn ToBa,

KOeTo AHeC no3HaBaMe KaTo TeaTpanHa cleHa) nopaau dakra, Ye UMeHO Tasu
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nosBa 0Oenexu CKbCBAHETO Ha TeaTbpa C MNPOU3BOMHOTO NMOLWAAHO
npoctpaHcTBo (Ubersfeld 1982, 56-58), xapaktepHO 3a HapoaHUTe Urpm u
puTyanu unu nbTyBawmTte Teatpu. [losiBaTta Ha cueHaTa, BbB BUOA B KOWUTO A
nosHaBame AHEC, sBsiIBa Mpoueca Ha umutTauma (Kato penpes3eHTaumnsa Ha
PUKTMBHA NoOKaumst UNn CBAT), pas3npoCcTMpalLl Ce B paMKUTE Ha cueHaTta (kaTo
PU3MYECKM NMMUT) M KaTO 3HaKoBa HATOBAPEHOCT Ha CaMOTO CLEHWYHO
npocTpaHCTBO, buBallo nodobue Ha peanHus cBaT. I makap To3m Tun cueHa ga
MMa noBeve MNPaKTUYECKO OTHOLLUEHME KbM ENeMEHTUTE Ha urpata M camara
MaTapuanHa KOHCTUTYLMA Ha TeaTpariHWs CheKkTakbil, OTKOSKOTO KbM CTpPOro
UHTenurMbunHata npupoga Ha TeaTpanHata uKuMdA, HenHaTa nosea
penpeseHTMpa camaTa CbLHOCT Ha TeaTpanHOTO W3KyCTBO KaTO 3HAKOBO
NpeBbNbLLUEHNE HA BBLOOpPaXXEeHMETO 3a CBeTa, TO3W, KOWTO HM 3aobukanda u
TO3U1, KOUTO BUXME MOrnK KaTo apXeTUMNEH 3a HaLIEeTO Cb3HaHMe.

B xoaa Ha M3noXeHOTO A0 TYK, KOHCTUTYMPAHETO Ha CrOXHUSA CBAT Ha
MUKCMpaHaTa peariHOCT, B3aUMOAEWCTBMETO MeXAy peanHo um Bbobpaxaemo,
KaTo ecTtecTBeHa HeobXxo4MMOCT Ha TeaTpariHOTO WM3KYCTBO, € W3KIHYUTENHO
XapaKTepHO 3a CbBPEMEHHUSI CMEKTaKbIl, U3NPaBeH Nped OCTPUS KpUTepumn Ha
nybnuka, YneTo cb3HaHne e BykBarHO NpeHacUTeEHO OT MHGOPMALMOHHUS NOTOK
M B TO3M CMUCDHSI, USKIOYMTENHO TpyaHa 3a ybexagaBaHe MO OTHOLWEeHME Ha
XygoxectBeHata ukums. 3alloTo NpeHacAaHeTo Ha CMUCBbN OT CueHaTa KbM
nybnukata cTtaBa NOCPEeACTBOM MPOCTPAHCTBEHATa aKTbOpCKa MNPOEKUMst Ha
nepdopmMaTtMBHUSA TEKCT, NpuaaBal, HOBa MNPOCTpaHCTBeHa dopmauus Ha
O3HAYeHOTO Ha cueHaTa U B TO3M CMUCHLI, U HOBA 3HAKOBa CUTyauus mMexay
cueHaTa u nybnukata. BsaanMooTHOLIEHNETO MEXOY aKkTbopa U NPOCTPaHCTBOTO
€ nepdEeKTHUAT HayMH 3a MWHTErpyupaHeTo Ha CMUCBLM MO OTHOLWEHME Ha
nybnukaTta, B3aMMOOTHOLLEHMETO Mexay nybnukata M NpPOCTPaHCTBOTO €
NepdEKTHNAT HauMH 3a pa3dbMpaHeTo Ha TO3M CMUCHLST M 3a UTErpupaHeTo Ha
O3HavyaBaHe CrpsiMO akTbopa, KaTo 1 ABEeTe penauum ca NoOpoaAeHN OT KpeaTuBHa
Bonisi. To3n npouec KopecrnoHampa AOHSAKbAE U C npuHuMna Ha double-framing,
KOWTO ce auckyTupa oT Bennett nmeHo B komnnekca akTbop/cueHa/nybnuka Ha

HMBO CMOCOBHOCT Ha nybnukaTta ga gekogupa: , The outer frame contains all
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those cultural elements which create and inform the theatrical event. The
inner frame contains the dramatic production in a particular playing space.
The audiene’s role is carried out within two frames and, perhaps most
importantly, at their points of intersection.” (Bennett 1997: 139)

B eanH cbBpeMEHeH KOHTEKCT, MPOCTPaHCTBOTO Ha CheKTakbna,
CbOTHECEHO KbM penauusiTa akTbop/3puTen, npeanonara MHOXECTBO
anTepHaTMBM B caMaTta CLEHWYHa KOHCTUTYLUS, KaKTO U eHa HacuTeHa cpefa
OT 3HaKoOBW CUCTEMW, KOMTO ca NNog Ha KpeatmBeH u3bop. Tosm msbop (Ha
pexucbopa unu cueHorpada) mapkupa M CUMMBOMMKaTa Ha O3HayaBaHe Ha
nepdopmMaTtmBms TEKCT UM TOBA, KOETO B Cry4vas, CLEHUYHOTO MPOCTPAHCTBO
cUTyMpa Kato 2o8opeHe-3a-Hewo. To, B 3aBUCUMOCT OT u3dbopa, popmanHo 6m
mMorno ga 6bae opmynMpaHO KaTo: 3aTBOPEHO MMM OTBOPEHO, MNMUTKO
(cbnkcupaHo Ha aBaHC-cUeHaTa) UM KoHGUrypmpaHo B AbnboymHa, pasrbHaTto
BbB BepTUKaNeH WM XOpu3OoHTaneH wmawab, npeaMeTHO KOHCTpyMpaHo
(cueHorpacmst) wnm  abCoNTHO npasHa CueHa, pPaBHO WAW  HepaBHO,
UMUTATUBHO UNWN HaTypasnHo, KOHBELMOHANHO Unu TeaTpnmampaHo. LisnoTto ToBa
foratcTBO OT BBH3MOXHOCTM npeanoniara egHo npeumsmpaHe, Ha CEMUOTUYHO
HMBO, Ha KOHOTAUMMUTE OTHOCHO MOSIOKEHUS B CnekTakbia CMUCHI WU B
3aBMCUMOCT OT HeroBaTta pediekcms CnpsaMo gpamaTypruyHust TEKCT/CLeHapun
(ak0 TakbB € HanuyeH), akTbOpPCKOTO noBedeHue, nepdopMaTUBHUS TEKCT
CbTBETHOTO KOHMUrypupaHe Ha MPOCTPAHCTBOTO ce sABdABa significant par-
excellence. (Issacharoff 1989, Ubersfeld 1991, Fischer-Lichte 1992, De Marinis
1993, De Toro 1995, Pavis 1998, Elam 2002) EgHa HanbnHO HaTypanuctuyHa
nueca, uaurpaHa B abCOMOTHO MpPa3HOTO MPOCTPAHCTBO Ha cueHaTa, 6w
npngobuna ocobeH mM3pas M TOTanHa NPoMsiHa Ha CMUCMOBUTE KOHOTauuMm Ha
ApamaTtypriuyHus Tekct. Pasbupa ce, ¢ oTHoweHne un kbM Ubersfeld, Tyk oTHOBO
onupame OO0 WHenekTyanHaTta u KynTypHa KOHBEHUMs Ha nybnukarta, unm Toea,

KOEeTO B Ha4aJioTo Ha Ta3un pa60Ta HapeKoXMe 3puTericka KOMNeTeHTHOCT:
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, The audience looking at the stage does not do it so naively: it is not
devoid of culture of the audience. The stage space may, for example, make
reference to the contemporary world /.../; it is almost impossible to
conceive of a production that does not refer in some way to the present
world of the spectator, and it is important to examine the use of space
which ensures this reference. /.../ The observer must note the various
cultural references, for example the figuration (set, depth, costumes) /.../
Connections with the decorative arts of our time or with artists of the past
are always worth noticing. /.../ Finaly, there is a third type of reference: that
pertaining to theatrical forms and in particular to the types of stage used in
earlier times or in other places /.../ In all cases the observer must note not
only the reference itself, but also the way it is conveyed in a particular
performance, and the meaning taken on by both the reference and its
manifestation on the stage.” (Ubersfeld 1991: 153)

CnegBaknm  M3NOXEHOTO OO TyK, MOXeM [a KOoHCcTaTupame, 4e
CLEHUYHOTO MNPOCTPAHCTBO HMKOra He e camMo (nogobHO Ha BCAKO Opyro
NPOCTPaHCTBO). TO BUHArM e NnoABNacTHO Ha €0HO CUHXPOHHO MYyNTUNAUUMPaHe
Ha 6orat KOMMMNEKC OT B3aMMOOTHOLUEHWS, perfamMeHTUpaHu OT MHOXEeCTBO
Cb3[aZeHn B npoueca Ha camaTa KOHCTUTYUMS Ha CneKTakbila KOMYHUKaTUBHM
HanpexeHus (OeCTBEHN LeHTpoBe Ha nepdopmaTtmeHusa TekcT). M HesaBmucumo
janu Te ca CBbp3aHM C (PUKLUMOHANHOTO WK peasiHoTO CUEHUYHO
NPOCTPAHCTBO, Te caMn Nno cebe cu uarpaxgaTr cuctema OT B3anmmo3acTbreHU
3HaKOBM CXEMW U KOMMNIekcu. I MeHHO Te3n Kopenauuu ce nonarat oT akTbopa
BbB B3aMMOOTHOLLUEHMETO MYy C MPOCTPaHCTBOTO, NO OTHOLIEHME Ha nybnukara,
Bb3npvemalla BM3MsTa U1 CMUCHSIa NpeHeceHn oT cueHaTa. W ako ce onutame
Aa 0BACHMM TO3W B3auUMeEH KOMMMEKC, we AOCTUrHeM OO M3Boda, Ye CaMOoTOo
O3HayaBaHe Ha CLEHWYHOTO MPOCTPaAHCTBO Ce OCb3HaBa NOCPELCTBOM CaMOTO
SiIBABAHe Ha aKkTbopa, (MHa4ye MOXeM [a ro pasrnexgame eguHCTBEHO B CTPOro
PU3MYECKUST MY CMUCBA), KOWTO, pearnHo, msrpaxga WU Bpb3Kkata UM CbC

3puTensa, crnegBaMiku - npoueca Ha  u3rpaxgaHe Ha o cobcTBeHUTe  cu
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KOMYHMKaLMOHHN MOAENN C OCTaHanuTe akTbopu Ha cueHaTa. OT Tyk cnefBa, ye
CaMoOTO My CbllecTByBaHe KaTO OOEKTMBHOCT € HeMUHYeMO 3aBUCUMO OT
nepuenTMBHaTa peakumna Ha nybnukarta. Bcska cueHa, Bcsika nosiBa Ha stage
figure, Bcekn gmanor, BCSAKO (PU3N4ECKO AENCTBUE, BCEKU CBETIIMHEH, 3BYKOB,
My3uKaneH unn MynTMMeamMeH enemMeHT OT cuctemarta € B CTPOro M KOHKPETHO
KOMYHMKATUBHO OTHOLUEHWE CbC CLEHUYHOTO MPOCTPAHCTBO W KapAWHanHo
3aBUCMMO OT Hero. Tasu CrnoxHa B3auMMOBpb3Kka BbTpe B nepdopmaTvBHUSA
TEeKCT, BCbLJHOCT, Cb3aBa efHa KOHKpeTHa TeaTtpanHa aTtmocdepa, KOATO
peanHo penpeseHTMpa CbLLHOCTTA, XapakTepa Ha TeaTparnHust CNekTakbi, KOUTO
aKTbOPBbT Cb3faBa B 3aBUMCMMOCT OT unu 6e3 onpegeneHn obcrToATencrsea, B
npowueca Ha OBWKEHUETO U rOBOPEHETO WK CTaTUKata U He-roOBOPEHeTo, HO B
NMbfiHA XapMOHUS C ToBa MpocTpaHcTBO. [Mo3oBaBikn ce oTHOBO Ha Ubersfeld
OMxmMe MOrnM [a KaxeM, 4e CLEeHWMYHOTO MPOCTpaHCTBO € ,stage space in
guestion” (Ubersfeld 1999: 97), Bu3anpanku OTHOLLEHMETO pearieH CBAT-CLEHa,
AONBbIIHEHO OT MKOHWYHMS 0Opa3 Ha akTbopa (stage figure) n ToBa kKoeTo ce
cnyysa kaTto nepdopmatmBeH TekcT ,according to the physical relationships
between actors and the deployment of [their] physical activities -
seduction, dance, battle” (nak. Tam: 97). C pecnekt KbM pPeXMCbOPCKOTO
pelweHne Ha nNPOCTPAHCTBOTO WM mMmise-en-scéne, To “can simultaneously
convey the image of a metaphorical network, a semantic field, and an
actantiant model” (nak. Tam: 110) B namepeHneTo Ha MHTEPaKTUBHOCTTa MeXAay
CLEHMYHOTO MPOCTPAHCTBOTO W aKTbOpa, KaKTo W penpes3eHTaTtMBHaATO
npeHacsaHe Ha 3HauuTe Mexay TaX U Mo OTHOLWEHWe Ha 3puTens, ce uarpaxaa
nocTbnaTenHo Bu3yanHata popmaumns Ha CueHWYHaTa WU3nsa B KOHTEKCTa Ha
cobctBeHaTa  pedepeHumanHa yHKUMA Ha O3HavaBawa Mo OTHOLWEHWE Ha
uenua BbobOpakaeM CBAT Ha ChekTakbfa. Tas3u WHTEePaKTMBHOCT MOCTuUra
KBanUTETHOCTTa Ha efdHa OTHOCUTENHO cTabunHa 3HakoBa cpefa, KoATo
nocpeacTBoM Cb3[aBaHETO Ha efHa PMKUMHOANHa pearnHoCcT U penauusTta
CbC camaTa cueHa un nybnukaTta ce sBsaBa ,the point of conjunction of the
symbolic and the imaginary, of the symbolism that everyone shares and

the imaginary of each individual” (Ubersfeld 1999: 110) B ToBa OTHOLUEHME
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ycnewHo 6uxme mornu ga ce nososBem M Ha De Toro kouTo 3acsra camoTO
NPUCHCTBMETO Ha akTbOpa Ha cueHaTa. TOM KOHCTaTupa, 4Ye TeaTpanHuaT
CNEeKTaKb/ Ce XxapkTepuanpa NOCPEeACTBOM AyanucTnyHaTa yHKUMS Ha akTbopa,
B Npoueca Ha npoayuMpaHeTo Ha 3Hauu (actor’s discourse) 1 cemMmoTnsnpaHe Ha
camata My pediekcusi CNpsMO CNyYBaLlOTO Ce B CLEHMYHOTO MPOCTPaHCTBO

(stage performance):

» The function of the actor’'s discourse is the demonstration of a stage
performance. /.../ It is truly the actor’s entire body that links discurse and
mimesis, discourse and the audience. The physical presence of the actor is
fundamental in theatre: ‘The actor is everything in the theatre. We can do
without everything in the representation, exept [the actor] (Ubersfeld 1981:
165) What characterizes the stage performance is its duaility. On the one
hend, its function [the function of the actor’s discourse — my notice] is to
create a sign, that is, to be transformed into a character, an emitter of
diverse sign — a system of sign constructed by means of the theatre
process. On the other hand on this process of semanticization of the actor,
there is always a part of the progress which is never semanticized, the part
that makes it obvious to the audience that an actor is in front of them. In
the first case, the actor is integrated into the fiction (as a character), while
in the second case, the actor carries out a performance destined to present
the fiction by means of his/her concrete and physical presence. This dual
articulation of theatre discourse, as both mimesis and activity of the actor,

constitutes the two basic axes of all theatre discourse.” (De Toro 1995: 24)

MpMCBCTBMETO Ha akTbopa ce TpeTupa OT TeaTpanHUTe CEMUOTULN KaTo
BapuaTUBHO, B KOHTEKCTa Ha pasnuyneTto mMexay ,Bb3MOXHUA” MU ,ako” CBAT B
NPOCTPaHCTBOTO Ha CueHaTa (8eposimeH-3a-cbuecmeaysaHe U ako-bu-moebri-0a-
cblUecmeysa-makb8 — KypC. MOW) W cBeTa Ha 3puTesis, TakbB, KAaKbBTO TOM O
nos3HaBa OT CblUEeCTBYyBaHETO CM outside no oToweHMe Ha TeaTpanHoTo

MPOCTPaHCTBO:
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»[Theatre] is rooted in the anthropologically basic and constitutive theatre
fact: that the spectators’ pragmatic position is specifically one cut off from
tactility; they may look but not touch. The Possible World in theatre is
centrally constituted by the resulting basic split between visual and tactile

space experienced by the audience.” (Suvin 1985: 15-16)

N kakto otbendAsaxme B CaMOTO Hayano Ha Ta3u rnaea, € HEeMUCnMMo fa
aAeduHupame CLIEHUYHOTO NPOCTPaHCTBO N3BBbH aKTUBHOTO My
B3aMMOOTHOLLEHNe W B3auMogencTBMe C akTbopa. W eanHcTBEHO B Tasu
penauusi, NpPOCTPaHCTBOTO npuaobuBa CBOETO CEMUOTUYHO U3MEpPEHMeE,
OTTNacKkBaMkM Ce 3Ha4YUTENHO OT cTaTtyTa Ccu Ha usmyeckn cybCTaHT.
bnarogapeHue Ha n3dopa, Ypes3 KONTo Cb3gaTeNAT/NUTe Ha cnekTakbna nsbupar
TpaHCNAUMOHHUS MEeTOo[ Ha NpeHacsHe Ha 3HaKoBUTE CTPYKTYpU (KOHdUrypawums
Ha NPOCTPAHCTBOTO M aKTbOPCKOTO ABMXEHWE, AENCTBUE, peY, MUMMKKA, XXECT B
HEro, Kakto W KOH(urypauus Ha ocCTaHanute KOMMOHEHTW Ha ChnekTakbna
CNpsIMO MPOCTPAHCTBOTO) NOCpeaAcTBOM actions with qualities akTbopbT kaTo A3,
B CLLEHMYHOTO NPOCTPAaHCTBO, AerHMpPa He NPOCTO rpaHULMTE Ha 8b3MOXHUME
ceemose, HO CbLLO N CEMUOTUYHUTE rpaHnumn Mexay nybnukarta n CLUeHUYHOTO

MPOCTPaHCTBO.
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Mise-en-scéne —

pernpe3eHTaTnBHaTa KOHBEHLIUA Ha CNEeKTaKbl1a

Ouwe Antonin Artaud, B camoTO Ha4yano Ha ABageceTu BeK, Nod BrusaHue
Ha cobCcTBEHUTE CU naeun 3a pagukanHo TeaTpanusnpaHe Ha cBeTa KaTto ,TeaTbp
Ha >XeCTOKOCTTa”, MpoknamuMpa wugesTa 3a CnocobHOCTTa Ha cueHata fa
KOMYHVKMpa Ha CBOW COOCTBEH, YHMKaneH e3uk. TonW nogabpxa Tesarta, 4e
n3n4eCcKoTO NPOCTPaAHCTBO Ha cueHaTa TpsAbBa Aa 6bae M3MbIIHEHO C MoLTa
Ha n3obpaxeHusaTa (obpasnTte), TBOPSLLM CBETA U CUMBOSIMTE HA NPeaCTaBSAHETO
UM, MOCPEnCTBOM KOUTO 3puTendatr TpsabBa OykBanHO ga 6bae BbBNEYEH B
TBOpbHaTa/cnektakbna (Artaud 1938, 1958, Bmx cbuo - Witkiewicz 1919, 1959).
To3n e3nk, npeactaBeH Ha nybnukata B usaAnata CuM 3HAKOBOCT, rpagu B
Cb3HAHMETO Ha 3puUTens CBAT, B KOUTO TOM Ce YyBCTBa OMNTUMAarnHO KOMJOPTHO,
3a 4a No3BOMM Ha penpeseHTMpaLiuTe CnyyYBaLloTo Ce akTbopu a ro BbBeaaT B
TexHna imaginary world (McAuley 1999: 5) u BHywaBamkm My, OOCTaTb4HO
arpecuBHO, CBOETO 2080peHe, Aa NPOBOKMPAT A0 KPAMHOCT HErOBUS MOEHTUTET.
Kakto owe otbensssa McAuley: “The actors may have determined the
emotional content of a scene, it is their physical actions in the space
(gestures, move, looks) that will articulate it for the audience.” (McAuley
1999: 92). T[lybnukata e Tasu, KOATO € HeobxoAumo pJda roxernae
BbObpaxxeHMeTo n fa 6bae eqeKTUBHO CTUMYNUPaHO OT O3Ha4yaBalloTo
crnyyBaHe Ha cueHaTa U B TO3M CMUCHLII, Oa NpeausBuKa Cb-TBOPEHETO Ha
TeaTpasiHus CeEMMNO3NC.

Kakto BMasixme B npegxogHuTe OBe rNaBw, B3aMMOTHOLLEHMETO Mexay
aKTbOpa M NPOCTPaHCTBOTO, B NpoLeca Ha M3rpaxgaHeto Ha nepdopMaTMBHUSA
TEeKCT, Ta3n CuNHa CeMOTMYHA Bpb3Ka CbC 3puUTens, ABsBa CNeKTakbfa KaTo
peaneH cemmosuc. 3acsravikm npobnema 3a KOMyHMKauusTa cueHa-nybnuka
Pamela Howard, B cBosiTa kHUra 3a cueHorpadusata, CnoAensa HAKOM uaeu

6nmn3kn oo McAuley n makap u dgopmarnHo, 6nuskn n go Artaud: “The spatial
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image on stage is not purely decorative. It is a potent visual image that
supplements the world of the play that the director creates with the actors
in the space.” (Howard 2001: 15) ToBa TeaTpanHo moodesiupaHe — NOCTaHOBKA,
Apamartyprus/cueHapuin, MU3aHCLEH, cueHorpadusa, aTtMmocdepa, akTbOpCKO
npucbcTBne (BepbanHo u He-BepbanHo, XecT, MUMMKa, TENECHOCT, OBWXEHNME,
nnacTtuka), My3uka, CBeTNIMHa B eQuH ObNI00OKO TeaTpaneH CMUCHN ce aeduHupa
MMEHO KaTo mise-en-scéne — 0a-rnocmasuw/npesbibmull-HeuWo-Ha-cueHa.
Mise-en-scéne He npocTto onpegens U3MYECKOTO MPOCTPAHCTBO Ha
TeaTpanHusa CrnekTakb/l U B3aMMOOTHOLLUEHMETO My C aKTbOpa, HO M3BEexada U
BCMYKO, MPOEKTMPAHO B Hero kKato npucbcTBue (obcTtaHoBka), MOOUMHOCT u
o3HavyaBaHe. OGEKTMBHO MNOrnNegHTo mise-en-scéne aeduHupa egHa CTporo
rcuxonormyecka n ectetmdecka nnatdopma 3a MaHunynmpaHe Ha r3n4eckoTo
NMPOCTPAHCTBOTO Ha CMnekTakbNa Kato nepdopMaTMBEH TEKCT, B e4Ha CWIIHO
eMouMoHanHa W uHTenekTyanHa dopma, onpegerneHa OT Mo3HaBaTenHaTa
aKTMBHOCT Ha nybnukata, wnNu ToBa KOETO BevYe Hapekoxme: 3puterncka
KomneTteHTHOCT. Tyk BGuxme mornn ga onpegenvm, 4ye mise-en-scene e tasu
TeaTpanHa/nepcpopmatmBHa MaTpuvua Ha  Bb3NPUATUETO, KOATO  KaTo
CTPYKTypanHa cuctemMa Ha O3HayaBaHe CblUecTByBa €AMHCTBEHO Korato e
Bb3npueTa u AekoampaHa, kKato CMUCHI U 3HadYeHne, oT camuna 3puten. PeanHo,
Mmise-en-scéne e BCUMYKO ToBa, KOETO BMXMe MOrnn ga HapevyeMm Cb-meopsisaHe
Ha TeaTpaneH CneKTakbfl, BCUMYKO NOArOTBEHO OT €KMna Ha cnekTakbna aa 6vae
BUOMMO WM MHTENEeKTyanHo Bb3NPUEMYMBO Ha CLeHaTa, HO KakTo ka3Ba Pavis
“not yet perceived or described as a system of meaning or as a pertinent
relationship of signifying stage system.” (Pavis 1992: 25)

B cbBpemMeHHOTO pa3bupaHe 3a TeaTpanHus crnekTakbn NUTepaTypHUST
TEKCT, KaTo JWHrBMCTMYA 3HaKoBa cpega wnu dramatic text, cbBceM He e
3abITKUTENHO YCNoBME 3a CbLUECTBYBAHETO Ha nepdopmMaTtmBeH TekcT. U B
TO3U CMUCDHST, PEXUCBOPBLT U PECMEKTUBHO aKTbOPUTE, CbBCEM HE € HYXXHO [a ce
noavvMHaBaT Ha BracTTa Ha gpamaTtyprmyHusa Tekct. Pasbupa ce, ToBa B
HWKaKbB Cry4an He nognara Ha CbMHEHME U HE OMaroBaXkaBa M3KIKYUTENHaTa

pons Ha ApamaTtypryyHuMsi TeKCT B npoueca Ha 0a-rnocmasuwl/npesbnnbmul-
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Heuwo-Ha-cuyeHa. W 3a ga nogyepTaeM KasaHOTO OO0 Tyk, buxme mornu ga ce
Nno30BEM Ha efHa OTSABMNEHO CEMMOTUYHA No3uums Ha Pavis, konTo Bb3npuema

mise-en-scene kato kogpoHTauma Ha all signifying sistems:

»Finally, the mise-en-scéne, the confrontation of all signifying systems, in
particular the utterance of the dramatic text in performance. Mise-en-scéne
is not an empirical object, the haphazard assembling of materials, the ill-
defined activity of the director and stage team prior to performance. It is an
object of knowledge, a network of associations or relationship uniting the
different stage materials into signifying systems, created both by
production (the actors, the director, the stage in general) and reception (the
spectators).” (Pavis 1992: 25)

KaTo ecTeTnyeckn akT Ha KOHCTpyupaHe Ha TeaTpanHata peanHocCT, Mise-
en-scéne BMHarM ce € Bb3Npuemario KaTto XygoXeCTBEH Meauym B npoueca Ha
3HakoBaTa penpeseHTaumsa Haco4yeHa KbM 3puUTens, KaTto Bb3npuemaly
HabniogaTen. Tasm nocpegHnyecka posisi, KOSATO KaTo edeKkT ce NMpoekTupa B
Cb3HaHMETO Ha 3puTenst NocpenCTBOM HeroBaTa nepuenTMBHA aKTUBHOCT €
NPeKNaT pesyntat oOT 3HAKOBOTO MOCMaHWe, KOeTO TBOpeubT akTMeBupa
BCrneacteMe Ha cobcTBeHaTa CU TBOpYecka akTMBHOCT. Hume He 6uBa pa
Bb3npuemMamMme mise-en-scéne KaTo nopegHaTta ecTeTuyecka cTpaTterns 3a
nNpoKnaMmmpaHeTo Ha efuH NPOAYKT Ha U3KYCTBOTO, KAKbBTO, B CbLUHOCTTA CU, €
TeaTpanHUAT crnekTakbfl. PeKOHCTpyupankun nepdopmMaTMBHUA TEKCT B
Cb3HaHMETO CU, 3pUTENAT Bb3NPUEMA USANOCTHUA KOPMNyc Ha cuctemara,
KOH(purypupaHa OT OTAEenHW 3HaKOBM MOA-CUCTEMU, UMEHO KaTo TeaTparieH
CMeKTakbJl, U3rpageH C BCUYKMTE Mpunexawym Ha OENCTBUMETO KOMMOHEHTU —
CNoBO, XeCT/MUMUKa/aBUXEHNE, MexaHn3aLms, 3ByK. TeaTpanHaTa npeseHTauus
ce sBsIBa CEMWOTUYEH KOO Ha TBOPYECKUA CBAT HA €Kuna Ha CnekTtakbna
(pexucbop, akTbopu, Au3anHep, KOMNo3uTop, xopeorpad) npoekTupaHa KaTto
mise-en-scéne n penpoayuupaHa kato nepdopMaTMBEH TEKCT M KaTo akTUBHAa

maTtpuua 3a nNpPoOM3BOACTBOTO Ha CMWUCLA. B npoueca Ha cuUeHUYHATO
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npeacraBaHe ce MNposiBABa €4HO apXeTUnHO, NpeaBapuTeNHO 3HaHue OoT
HaTpynaH onuT, KOETO € npeobpa3eHo OT cb3faTens Ha ChnekTakbna u npeg-
NosIOXXeHO KaTo pasbupaHe (T.e., KakBO BEpPOATHO we Obae pasbpaHo oT
Bb3npuemalyus), cnefBamkm KOHBEHUMATA, Y€ B CbLIHOCTTa CU, NMbpBMYHATA
CEMMOTUYHA NpaKTUKa Ha TeaTpanHusa crnekTakbn € ga TpaHcopmmupa BCUYKM
aBeHn o06ekTn B 3Hauwu/3HakoBM (opMMpPOBaHMA, NpurogHn pga Ovaar
ocb3HaBaHu. Te3n obekTn buxa mornu ga 6vaaT NnpeHeceHn NocpeacTBoOM mise-
en-scéne n BbobpakeHNeTo Ha 3puTens B pasfMYHO NPOCTPAHCTBO U Pa3fMyHO
BpemMe, nno4 Ha XygoXecTBeHO npeobpassiBaHe, KaTto nNpeacTaBeHn U
penpeseHTMpaHn egHOBpeMeHO. ToBa MoOXe [a ce Bb3NpueMe KaTo CeMMUOTUYHA
MYNTUNAMKAUMSA Ha  apxeTunu W apxXeTUNHU  KOHCTPYKTW, Hacenssalim
Cb3HAHMETO Ha TBOpeua, NpPeTBOPEHN MNOCPEeACTBOM Mise-en-scéne wn
akTUBMpaHU KaTo signifiers B cb3HaHMETO Ha 3puTens.

AKO 3a MOMeHT ce no3oBeM Ha Jung (1959) we Bugum, ude
HeCb3HaTeNHUS apxeTun Ha WUHOMBMOA Ce KOHCTpyuMpa M3BbH ABOMYHOCTTA Ha
KONMEKTUBHUAT  apXxeTun, CbOTHECEH KbM  MHAMBUMAYANHUA  WUHCTUHKT.
Mcnxonormyeckn, KONEKTUBHOTO AEWUCTBME perynupa opMuTe Ha couuanHuTe u
nHOnBMOYyanHU Mogernvm Ha YOBELLUKO noBeaeHue, Kouto brxa Mornuv aa nosnvaaT
Ha TBOPEHETO Ha MPOAyKTa Ha M3KYCTBOTO U Ha HeroBoTO Bb3npuatne. OcBeH
TOBA, KONMEKTUBHUTE apXeTUNu CbLLECTBYBAT BbMTbTEHM B HECb3HABAHOTO KaTo
npeacrasn unu kaptuHu: , They also manifest themselves in fantasies and
often reveal their presence only by symbolic images. These manifestations
are what | call archetypes.” (Jung 1959: 58). PasbupaHeTo Ha Jung OTHOCHO
npoueca Ha vHAMBMAyanu3auus Moxe fa ce npeanocTaBu Kato TeopeTudeH
napanen no OTHOLIEHME Ha BIIMSHMETO Ha apXeTUNHUTE NPeacTaBn U CTPYKTYpW,
no OTHOWEHMe Ha mise-en-scéne n ocobeHO, MO OTHOWEeHMe Ha
WHOWBMOYANHOTO aKTbOPCKOTO MNPUCBLCTBME W TpaHcnauuaTa Ha 3HaKoBU
O3HayaBallM KbM M B KOHTEKCTA Ha KONeKTMBHATa MNCUXOMOrns Ha

Bb3npuemMalyus (B Halms crnyyam, TeatpanHus 3puTen):
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» The conept of individuation plays no small role in our psychology.
In general, it is the process of forming and specializing the individual
nature; in particular, it is the development of the psychological individual
as a differentiated being from the general collective psychology.
Individuation is therefore a process of differentiation, /.../ individuation

leads to a natural appreciation of the collective norm.” (Jung 1959: 259)

B cBosita MmoHorpadusita ,Intentionality and Unintentionality in Art” (1943,
1978) Mukafovsky ¢okycupa BHMMaHMETO CU BbPXy ponsita M BAUAHMETO Ha
KONEKTUBHUTE KyNTYPHU apXeTunu BbpXy MHAMBUAyarnHaTa apTuctvya AevHOCT
N Bb3NpUATUE, TpeTUpamnkm Tes3n apxeTunu oT efHa ecTeTudecka nepcrnekTusa.
Mpesta 3a akTbopa kKaTo stage figure, npoekTupal, B Cb3HaHMETO CU efHa
duKumMsa 3a BbobparkaemaTa nybnunka, KbM KOSTO TOW npenpawia HeobxogumaTta
KOMyHMKaTUBHa WHoOpMauua M OT CBOHA CTpaHa npeamnsBMKBA KOHKPETHU
npeacrasn y Habnogaeawms/Bb3npunemaiuma ce 6asmpa Ha nogobHO formyecko
CbXAEHWE 3a KONMEKTUBHUTE apXeTunu KaTo pasno3HaBaemMu y HENOCPeACTBHUSA
3puten (nogobHa mnaea Moxe ga ce oTkpue u y Bogatyrev 1976). [bnbokaTta
apxeTunHa pednekcuas Ha  Mmise-en-scéne  xXxapMoHu3pa  ponuTe  Ha
WHOUBMOYANHOTO W  KOMEKTUBHOTO HeCb3HaBaHO (MMM  Cb3HaBaHO), KaTto
KOMMMEKC OT B3aMMOAOMbIIBALLM Ce MEPCrNeKTUBU Ha eAnH OnTUMarieH 3HaKkoB
cemunosunc. CemMmosmnc, KOMTO Ha cueHaTa, B NOTOKa Ha KOOPAWHWPAHO OencTBue
N CTPUKTHA reoMeTpusiTa Ha ABMXEHMATa, B CTUNMCTMKATaA Ha noapeaeHarta
nepcdopMmatMBHa apTUKynaumMsa u TexHU4ecka BM3MS U3TbKBa O3Ha4aBallaTta
CbLUHOCT Ha CheKkTakbfa KaTto MpoueC Ha KOMYHMKaUMa U penpeseHTauus.
Mukafovsky Bb3npuema npoaykta Ha W3KYyCTBOTO (B Cnyyasi HUE OUPEKTHO
BM3MpaMe TeaTpariHus CrMekTakb/l B CMUCbMa Ha Mise-en-scéne) MMEHHO KaTo
3HaKoBO B3aMMOOeNcTBMe B  Ono3vuMsaTa Cb3HaBaHO/HECb3HaBaHO (B
oduymnanHua npeeBos Ha ObMrapcku e3nk Ha CcTyguuTe Te3n TEepMUHW ca
npeBegeHn kato ,nNpegHamepeHo/HenpegHamepeHo” [Mykapxosckn 1993]) no
OTHOLLIEHME Ha aKTMBHUTE POSIN N HA aKTbOpa KaTo nNpoayuMpaly, CMUCHIa U Ha

3putend, sb3npunemally To3m CMUCHIT.
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»Intentionality allows the work to be perceived as a sign, unintentionality
as a thing; hence the opposition of intentionality and unintentionality is the
basic antinomy of art. /.../ Intentionality and unintentionlity are semantic,
not psychological phenomena: the semantic unification of a work and the
negation of this unification.” (Mukafovsky 1978: 128)

Mukarovsky TeopeTmsanpa BBPXy OMNO3NUMATA Cb3HATENHO/HECH3HATENHO MO
OTHOLLUEHME Ha BbB3MNPUMEMAHETO HA NPOAYKTA HA M3KYCTBOTO WMMEHHO KaTo
CTPYKTYpaneH KOMMOHEHT B €AuH rnobaneH cMUchI, Ha apTedakT u Kato eanH

OCHoOBoOMNoarawy npuHUun Ha nepuenTnBHOCT.

“Unintentionality is therefore a concomitant phenomenon of intentionality,
/... a certain kind of intentionality. /.../ Although they are in constant
dialectic tension, intentionality and unintentionality are essentially one. The
mechanical — no longer dialectic — antithesis of these two is semantic
indifference about which we may speak when a certain part or component
of a work is indifferent for the perceiver, when it is outside his effort at a

semantic unification.” (Mukafovsky 1978: 125)

Mukafovsky e kaTeropuyeH, 4e apTedakTbT, KaTto UAMAOCTHA cucTema, e
aBTOHOMeH 3Hak ((Mukafovsky 1978: 89-94), HO MOXe Aa ce Bb3NpueMe n KaTo
MHOronnacToBO aBTOHOMHO CbOOLeHMe, OT rnegHa To4Ka Ha OUCKypCcuBHaATa My
CblHOCT (BMWXK cCblWwo - Jakobson 1976), 3acarawo v [f[BeTe CTpaHu —
akTbopa/nogaten u 3putens/nonyyaten. Tyk CbluecTByBa pedepeHumanto
CbOTHOLLEHME MeXay nogaTtens v nonyvatens ,experiences or to a set of his
experiences in his subconsciousness” (Mukafovsky 1978: 96). B nskycteoTo,
KaTo usano, Teopbarta ce agpecupa KbM nHagmeuaa/cybekta, KOUTO s1 Bb3npuema

N MO OTHOLLEHME Ha KOroTo, € HaCo4YeHO CaMOoTO AenUCTBUE Ha TBOPEHUNETO:

» The artistic product is addressed, hence to the perceiver. Insofar as the

artist assumes a relation to his product as an artistic product (not as an
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object of production), even he himself sees and judges it as particular
individual, but anyone.” (Mukafrovsky 1978: 94)

EcteTukata Ha mise-en-scéne B CbBpeMEHHATa TeaTpasniHa NpakTuka m3Bexaa
Ha npegeH nnaH WMEHHO KYNTYPHUA OMNUT, HAcNoeH B MepCoHasriHOTO
Cb3HaBaHO/HECb3HaBaHO Ha TeaTpanHus TBOpeL (aKTbop, PEXUCbop, OU3NHEp,
KomMnoauTtop, Xxopeorpad) WM Ha camus 3puten. bupgerikn npeacraBeH B
ecteTnyeckata CTPyKTypa Ha stage figure, To3m onuT perynumpa akrtbopckaTta
KpeaTUBHOCT, KaTO Cb3HaTesfeH NpuMHUMN U Bnse OUPEKTHO BbPXy 3puTenickaTta
peuenunsa, KaTo akT Ha HeCb3HaTENHO Bb3NpUATUE (aBTOMaTMYHa pednekcuns 3a
Bb3npuemMaHe Ha MNoka3BaHoTO). M kaTo dmHan, TyK ycnewHo Moxem fa ce

Nno3oBeM OPU U Ha CBPbX- MHTeNekTyanHata no3uums Ha Gilles Deleuze:

»,A new theatre or a new (non-Aristotelian) interpretation of the theatre; a
theatre of multiplicities opposed in every respect to the theatre of
representation, which leaves intact neither the identity of the thing
represented, nor author, or spectator, nor character, nor representation
which, through vicissitudes of the play, can become the object of a
production of knowledge or final recognition. /.../ Instead, a theatre of
problems and always open question which draws spectator, setting and
characters into the real movement of an apprenticeship of the entire
unconscious.” (Deleuze 1968, 1994: 11-26)

B cemmnotuyHata nepcnektnBa Ha mise-en-scéne (M Ha camusi TeaTpaneH
CMEKTaKbI1) € OT U3KMIYUTENHA BAXXHOCT Aa NoAvYepTaeM, HE3aBUCMMO OT HSAKOU
MOLEPHM TeaTparnHu NpakTUKK, Ye BOKanHaTta (BepbarnHa) KOMMOHEHTHOCT Ha
CrneKkTakbila urpae KapguHarnHa pons, 3acsarawia Han-ede stage figure. 3aegHo
C (PU3N4YEeCKOTO MnosiBsiBAHE M MNPUCLCTBME HA akTbopa, KakToO W HerosaTa
CLEHMYHa MOBMWIHOCT, e3MKbT, KaTo CPeACTBO, € APYrMAT OCHOBEH KOMMOHEHT Ha
KONeKTMBHaTa Cb3HaTeNHa KpeaTMBHOCT W KOMYHMKALMA MeXay cueHata u

nybnukata. Kakto nogyeptaBa Fischer-Lichte: , The most important function of
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language in theatre derives from its use by the actor: here A’s [actor’s]
words signify X's [character’s] words” (Fischer-Lichte 1992: 20) u Te ce
KOHKpeTuanpatr n o3HayaBaT GnarojapeHue Ha 3puTerickata akTMBHOCT, Ha
KoonepaTuBHata 4yBaemocT Ha nybnukata. Kato pernameHTupaH meTon Ha
KOMyHMKaUMA Mexay akTbopa u nybrnukaTa, ecTteTMkata Ha mise-en-scéne ce
ABABa €4HOBPEMEHHO CPeaCTBO 3a CLEHWYHOTO MpeBbMbLLEHME U KaHan 3a
npeHacaHeTO Ha CUrHanuTe, KOUTO akTbOPBbT Npoayumnpa Ha cueHaTa. U no To3u
HayuH, BepbanHMTe 1 3ByKOBM KOMMOHEHTU Ha aKTbOPCKOTO NPEBBLMIbLLEHNE —
3BYK, PUTBbM, XECT B aKTbOpcKkaTa pey — ca paguKarHuTe 3HaKoBM KopenaTtu Ha
Ta3n KOMyHuKaums. A KakTo CMOMEHaxMe B CaMOTO Hayaro Ha ToBa uscreqBaHe,
aKTbOpCKaTa >XeCTUKynauus, TenecHOTO ABMXEeHMEe W nuueBata ekcnpecud
GuBaxa eceHUMsITA Ha He-BepbanHaTa KOMyHMKaLMsA B TeaTbpa.

Tyk Guxme ce no3oBanu, HakpaTko, Ha MNCUXO-NMHIBUCTUYHATA TEOPUS Ha
Karl Bller no oTHOLWeEHME Ha e3MKa KaTo KOMYHUKATUBEH METOA, KOUTO pas3BuBa
lMnaToHoOBOTO pa3bupaHe 3a eauka kato ,organum for the one to inform the
other of something about the things” (Buler 30). Bb3npuemanku e3nka kato
Han-CbLyeCcTBEHaTa CMCTEMa Ha 4YoBellka KoMyHukauus, Bller cb3gaBa eauH
TPOUYEH CEMUOTMYEH MOZEN C TPU OCHOBHWU KOMMOHEHTA: noAdarten, nonyyaren u
cbobuleHne (OTHOCHO nNogobHa wmaes 3a TpouyHata CTPYKTypa Ha 3Haka wu
npuHUMNaA Ha TPUM3MEPHOCTTA BMX Cblo — Sebeok 2001: 135-145). B
e3nkoBaTa KOMyHuKaums, BepbanHoTto cbobueHune, cnopen Bller, e ,concrete
acustic phenomenon” (34). To BbBeXxga efHa TpouM4yHa penaund, KOATO B
camara Cu CbLUHOCT npeacrasnsaBa CMMBOS, NpeAHa3HadeH aa 6bae nanparteH u
CbOTBETHO Aa 6bae nonydveH/Bb3npueT. B pesyntat Ha ToBa, Tasn TPOMYHA
KOMYHUKaTUBHA peanauusa npoayuupa ,a complex, linguistic sign” (35), kato

Buler KOHKpETN3npa CcBOA TpoOn4eH CEMNOTUHEH MOdeN No cnegHnAa Ha4vnH:

»It is a symbol by virtue of its coordination to objects and states of affairs,
a symptom /.../ by virtue of its dependence on the sender, whose inner
states it expresses, and a sign by virtue of its appeal to the hearer, whose

inner or outer behavior it directs as do other communicative signs.” (35)
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AKo ce Brnegame BHMMATENHO, pa3CcbXaeHusta Ha Bller ca mHoro
6nmn3kn go rmegHaTta Todka Ha Ferdinand de Saussure. Saussure Bb3npuema,
YHKUMOHUPpALLUMTE 4Ype3 B3auMMHa 3aBUCMMOCT 4aCTW Ha JUHIBUCTMYHATA
cucTeMa KkaTo B3aMMOAEWCTBME B U CbC camaTta cuctema. 3a Hero, e3nKoBUAT
3HaK CBbp3Ba 03HA4YaeMOTO M O3HA4yaBaLWOTO (MMM KaKTO caMMuAT Saussure
Hapu4da — concept n sound pattern nnum signification u signal) kato B TeopusaTa cu
nogyepTaea, Ye €3MKOoBaTa CbLUHOCT € Bb3MOXHa camMO Npu acouunMpaeHeTo Ha
O3Ha4YyaeMo/03Ha4aBallo M HEBB3MOXHA MPU MU3KMNHOYBAHETO Ha eduH OT ABaTta
enemeHTa. WMMeHHO GnarogapeHue Ha AyanncTMyHaTa CbLLHOCT Ha e3UKOBUSA

3HaK € Bb3MOXHO signification:

»A linguistic sign is not a link between sign and a name, but between a
concept and a sound patern, /.../ the combination of a concept and a sound
pattern. We propose to keep the term sign to designate the whole, but to
replace concept and sound pattern respectively by signification and signal.

(Saussure 67)

E3unkbT, cCbOTHECEH KbM Saussure, e cblo Taka u ,dual unity of langue and
parole” (nak Tam: 67), kbOeTo langue e MMeHHO cucTemaTa Ha e3uka, a parole e
,the actual speech” (Culler 40). MogenbT Ha Bller aHanuaupa camus
KOMYHMKaATUBEH MpPOLIEC KaTO CUCTEMA Ha TPy (PYHKUUN C OCODEH pecnekT KbM
N3pasMMoCTTa, JIMHIBUCTMYHOTO  B3aMMOZEWCTBME U penpeseHTaumsita
(KOMMOHEHTH, 3acarawm npsko mise-en-scéne). The Organon model e
KOMyHMKaATUBEH MOAEN, BU3MpPaH CTPUKTHO B MNOMETO Ha cemuoTukata u
n3passBall, B3ammHaTa pecdhnekcus Ha ,three essential tensions in any
speech act” (Quinn 1995: 25) m B TO3M CMUCHLSI, MOXEM [a 3akflouuMm,

npuabpXXanmkm ce 0THOBO KbM Quinn:

, The organum, the artifact (signifier) at which the three tensions meet,

becomes the locus of three aspects of meaning. The subjective role of the
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sender provides the expressive aspect. The relation of sign to thing is the
referential aspect. And the relation of sign to receiver constitutes the

conative aspect.” (Quinn 1995: 25)

Cnopep Buler, ropeynomeHatute Tpu acnekta Ha cuctemarta ca (pyHKums
Ha e3Mka KaTo KOMyHMKaTBEeH Mofen, KbAeTo 3BYKbT ,iS a mediating
phenomenon, a mediator between the speaker and the hearer” (37) u
Bapupa oT Touyka A go Todka B. Ton He e cbwuAT 3a nogaTtensa unm cybekTta Ha
KOMyHMKaUuATa, U 3a Bb3NpMemalums nosydaren unm HeroBus obekT. busankm
BapuapLy, B KOHTEKCTa Ha efiHa 3ByKOBa cpefa, Tasn My cneundurka ro noctass
B OCHOBaTa Ha Bceku BepbaneH KomyHukaTuBeH akT. Bller paskpusa
MbpBOCTENEHHATa CTOMHOCT Ha 3Hayewwmsa BepbaneH curHan B 4YoBewkarta
KOMyHMKaUuMa nNpes3 npuaMara Ha nepuenTuBHaTa peakuusi Ha Bb3npuemallus.
Toau curHan e popma Ha 3HaKOB KOHCTPYKT U KakTo TBbpau Bller, B cbLyHOCTTa
cu, npencTaBnsiBa OCHoBaTa Ha BCEKM €3UKOB akT: , The origin, the source of
human and animal communication with signals is in the action of
individuals; in its practical dealings with the environment he needs and
uses signals”( Buler 40) Toau curHan, KaTo enemMeHT Ha eguH KOMYHUKaTUBEH
dyHKUMOHaNeH Moden Ha esuka 61 Morbn Aa ce Bb3npuema M KaTo coumaneH
KOMYyHMKaTUBEH (PaKTOp Ha TO3W €3MuK, KaTo couuanHa (PyHKums, nspasssalla
YOBELUKNTE B3aUMOOTHOLUEHWST B paMKUTE Ha §MYHOCTHATa cpega W
OBKpbXKEHME, KaKTO U B KOHTEKCTa Ha rnobanHusa counym. B ToBa OTHOLLEHME,
HWe MOXeM [a Bb3npueMeM TO3M CUrHam Kato CEMUOTMYHO nose, opraHn3npaHo
KaTo OBOMYHa cuctema 6OasvpaHa Ha OTAENHW 3HauM W CUMBOSMN, KOUTO
no3BonsiBaT Ha MHAMBMAA A YCTAHOBSIBA KOHTAKTM U Ja CbTBOPsSIBA CbOOLLEHNSA
MOHATHU U 3a ABETE CTPaHW.

AKO TyK, CbBCeEM HakpaTko, ce obbpHeM M kbM Edmund Husserl we
BMONM, Ye MOXe [a ce pasrnexga W efHa pasnuMyHa OT ropeyrnomeHaToTo
Teopusl, KOATO OTXBBLPISIS MCUXONOrMYeCcKUs NOAXo4d B M3CreaBaHETO Ha e3uka,
nocTynuparku YmcTtaTa rpamaTtuka Ha ,language as such” (Erlich 62). Husserl ,

3a pasnuka ot Bller, Bb3npuema e3suka kato ,the central system of signs, the
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natural prototype of each expression invested with meaning” v nscnegsaH B
,the logical function of the basic grammatical categories common to all
languages” (Erlich 61), pasbupanku 3Haka Kato UHAMKATOpP 3a CbLLECTBYBAHETO
Ha cmucbna. Husserl noctynmnpa pasnuunMeTo Mexay Helwlarta, kKaTo Ja4eHOCT U
HellaTa, KaTo TakuBa, KakBUTO Ce MosiBABaT, T.e. (PeHOMEHW W nopyepTaBa
M3KMKYUTENHATA BaXHOCT Ha  NEpUEenTUBHUTE UMM MHTEprnpeTaTuBHU

CNOCOBHOCTN Ha Cb3HAHMETO 3a 3HaKoBa apTuKynauma Ha HellaTa B e3nKa:

» It really makes no sense at all to talk about things which are ‘simply there’
and just need to be ‘seen’. On the contrary, this ‘simply being there’
consist of a certain mental process of specific and changing structure,
such as perception, imagination, memory, predication, etc., and in them the
things are not contained as in a hull or vessel. Instead, the things come to
be constituted in these mental processes, although in reality they are not at
all to be found in them. For ‘things to be given’ is for them to be exhibited
(represented) as so and so in such phenomenon.” (Husserl 10)

ToBa noakpenst HacTosiwaTa naesl, Ye Ha HMBOTO Ha e3nKoBaTa KOMYHMKaLUS
dyHKUMATA Ha nony4yaTens/BbanpueMawms aa 6bae cb-aBTop U Cb-peaakTop Ha
NpoAykTa Ha M3KyCTBOTO, MOCPEACTBOM B3aMMHaTa KOMyHMKaUWUS ¢ nopaTens
pe3oHMpa No OTHOLLEHWEe Ha TeaTbpa M TeaTpanHusa CnekTakbil, BCreacTBue Ha
AByrnoritocHaTa KOMyHMKaTMBHA akTUBHOCT MeXAay akTbopa u 3putens. IMeHHo
Tasn KOMyHUKaTMBHA cpeda MoAabpXKa cuctemaTta Ha npegaBaHe Ha 3HavYeHusATa
ype3 cbobLLEHUS, XapaKkTepHa 1 3a nepdopMaTUBHUSA TEKCT B NOrMkaTa Ha mise-
en-scéne.

OT BCUYKO Ka3aHO OO TykK, Be4e MOXEM [a 3aKMunM, 4e mise-en-scéne e
Tasn norMyecka CEMMUOTUMYHA MEpPCneKkTMBa Ha TeaTpariHUsi CrekTaKbi, KOSTO
obeauHsiBa 3HAKOBWUTE CTPYKTYpUM Ha OTAENHUTE CUCTEMU W pernameHTupa
KapAuMHanHUTe B3aMMOOTHOLLEHUST Mexay hmandeckoTo u BepbanHo (BokasmHo)
AENCTBME Ha aKTbopa, 3BykoBaTa W MaTepuanHa atmocdepa Ha cueHara,

e3nkKoBaTta, MHTenekrtyasliHa W1 TCUXOoJiIorm4ecka peC*)J'IeKCVIFI crnpsaAmMo onnmta oT
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cBeTa, KOMyHMKaTMBHaTa peanust nogaten/nonydaten wnm aktbop/nybnuka,
KOTHUTMBHUA  MEXaHu3bM Ha  B3aMMOOENCTBME  Mexay  Bu3yanHarta
penpeseHTaLMs Ha cueHaTa M nepuenTMBHaTa peakuna Ha nybnukata. Hwue
Guxme Mornn ga Bb3NpUEMEM Mise-en-scéne Kato CTpykTypanHa copmauus,
TeopeTU4eH KOHCTPYKT W pagukaneH obeKkT Ha no3HaHwe, a He MpOoCTO KaTo
npocdaHeH pesyntar oOT pexucbopckata (TBopyeckaTa) Hameca CrnpsiMo
apamMmatnyHms n/unu nepgopmatmBHms TEKCT. Ha chmHana, ynoBaBamkm ce Ha
Ka3aHOTO A0 TYK, HWE CMe CKIMOHHW 4a Bb3npuemMeM mise-en-scéne n kato eaHo
HMBO Ha metatext unuM TEKCT, HaOXBbPIsLL, OCHOBHUTE CWU nNapameTpu u
onpeaensi B3anmHata koopgumHauma mexagy drama n performance text. Mise-
en-scéne, kaTo metatext, npeacTaBnsBa KpanHaTa ecteTudecka dopmMma Ha BCsika
TeaTpasriHOCT, KaTO CreKTakbfl, KOHCTUTYMpaH B LENoCTTa Ha 3HakoBaTa Cu
noapeneHeocT, eCTECTBEHUAT NOCPEaHUK Mexay cueHaTta u nybnukarta. U kato
3aKknyeHne KbM KasaHOTO, TyK € AOCTaTbyHO fa ce nosoBem M Ha Pavis,
Bb3npMemaly, Mmise-en-scéne MMEHHO KaTO yHMBepcaneH e3uk Ha theéatralite,
Makap W ga npusHaeBa, B crydvasi, Yye nogobeH metatext He 6Gm mMorbn ga

CbLleCTByBa CaMOCTOATEITHO, OTAENIEH OT UANOTO!:

»Nowhere does the metatext exist as a separate and complete text; it is
disseminated in the choice of acting style, scenography, rhythm, in series
of relationships (redundancies, discrepancies) between the various
signifying systems. It exists, moreover, according to our conception of
mise-en-scéne, as the vital link in the production/reception chain only when
it is recognized and, in part, shared by an audience. More than a (stage)
text existing side by side with the dramatic text, a metatext is what
organizes, from within, the scenic concretization; thus it is not parallel to
the dramatic text, but, as it were, inside it, being the result of the
concretization circuit (circuit involving signifier, Social Context and
signified of the text)”. (Pavis 1992: 34)
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TeanaJ'IHVIFIT CreKTaKkbJ1 B CEMNOTUYHa rnepcrnekTnea -
3aKrioyeHune

Korato ce pasuckBa npobnemartvkata Ha TeaTpanHusi CnekTakbn OT
nosnuMsaTa Ha efgHa CeMMOTMYHA MepcrnekTMBa HEMWHyeMoO ce pasrnexga
Matepuvanu3aumsaTa Ha 3Haka, OOTOSKOBa, OOKOMKOTO Ta3u marepuanui3aumsi
Kacae HenocpeaCcTBEHOTO Cb3daBaHe Ha Bu3yanHata KoHuenuus Ha
roKka3gaHomo B CLLEHMYHOTO MpOCTpaHCTBO. EanH nogobeH noaxon nomara u e
Ha4YMH 3a NOCTMUraHe Ha CbrnacyBaHOCT B MpoLeca Ha aHanuid Ha KpanHarta
NpoaYyKUMA N Bb3NPUEMAHE Ha CMUCBbIIA, NOCPEACTBOM MO3ULMOHMPAHETO Ha
3Haka KaTto OCHOBHO CpeACTBO 3a W3CnedBaHe Ha CueHWYHaTa USanocT Ha
cnekTakbna. B pasmuwneHuaTa cvM 4o TyK ce onuTaxme fa cnegsame nogobHa
METOLONOrMYHa NUHUA C HagexaaTa, Ye ycnsaBame fa Aadem OTroBop Ha
NocCTaBeHUTE BBLMNPOCKM OTHOCHO 0oBeKkTa — TeaTparnHus CnekTakbi U npegmeTta —
HeroBata CeMMOTMYHA MEPCrneKkTMBa, Ha ToBa M3crneaBaHe, U ga MNOCTUreM
OCHOBHWUTE NapameTpu Ha NOCTaBeHUTe Lenu n 3agadn. Tyk We ce onutam Aa
CKMLMpaM HakpaTKO MbTHA, KOUTO UBMUHAXME:.

1/ 3ano4Haxme c y6exxgeHeTo, Ye ako:. mekcmbm Kamo fnumepamypa e
obekm Ha eOHa xepMmeHesmu4Ha paspabomka, mo meambpbm Kamo delicmeue
e cnedcmeue Om masu XepMeHesmu4yHocm, ms € M[bpeornpuyuHama 3a
Hee2oeomo siesieaHe. TeampanHusim crieKmakb/l € rnpodykm Ha e0Ha mpOouYHO-
XepMeHesmu4Ha 3asucumMocm, fpu Kosimo rybriukama mubriKyea 6edye Uu3-
MBbJIKy8aHU CbUHOCMU, CMUCIIU U 3Ha4YeHUsl kKamo a2u mpaHcgopmupa 8 opyau
CbWHOCMU, CMUC/IU U 3Ha4YeHUsl, KOemo 8e4ye Cce KOHcmumyupa Kamo
meampanHo NPELCTABSHE — nbpeudyeH mekcm (asmop), xepMeHesmu4yeH
OUCKYpC 8bPXy mo3u meKcm- UHmeprnpemauyusi (pexucbop), 6MmopuyeH
XepmMeHesmu4eH OUCKYpC 8bpXy eede sieeHama uHmeprpemauyuss — CepbX-
uHmeprnpemauyusi  (3pumesi). YcTaHOBMXMe, 4Ye TeaTpanHuAT akT e
MHoOroobpasme OT 3HaKOBO- KOMYHWKaTMBHW cucTtemn, OuBawm e3uMKoBuU

KOHCTPYKTW. B noTtoka Ha pa3CbXaeHNeTo usBenoxme wumaedrta, 4e BCAKa
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theatralité ce onpegenss OT HanMYMETO Ha pPasfnNUYHM B CBOSATA XapaKTepHOCT
KOMMOHEHTU — BepbanHa n3pasHocT, XXeCToBe, MUMUKA, MaHUEPHOCT, TENECHN U
NCUXOSIOrMYECKN CbCTOSAHUA, BU3yanHa obpasHOCT, My3uKanHo- 3ByKOBa cpeaa.
MoguyepTaxme, Ye Tasm KOMyHUKaTMBHa 6asa ce Bb3nprMemMa OT Cb3epuaBallyms u
CblLUECTByBa KaTO peariHoCT Ha YUCTO MCUXO-KOTHUTUBHO HWMBO, pasrbpHaTa B
Cb3HaHMETO Ha agpecaTa KaTo TEKCT KOHCTpyMpaH OT MHOXECTBO 3HaKOBWU
dopMMpoOBaHUSI.

2/ Mpoobmkuxme, n3xoxgankn ot obuionpueTrs gakt, Ye cemmoTmkaTa
nscneaBa yHOamMeHTanHUTEe KadecTa Ha 3Haka B eOuH  NpakTU4ecku
HeorpaHM4YeH CeMMO3NC, KaTo cKkuumpaxme efgHa ©OasncHa KoHuenuus 3a
BMOoBeTe TeaTpanHu 3Hauu. [Nogpasgennxme 3HaumTe Ha CnegHUTE KaToropun:
JIUH28UCMUYHU N He-JIUH28UCMUYHU B CbOTBETHUTE UM 8epbarsiHu/He-eepbarsiHu
namepenHuns. JIMHrBuctnyHMte BepbanHM 3HauM pasgenuxme  Ha - aBe
cybkaTeropum: cryxoeu W eusyasHu W onpegenuxme, 4ye moraT ga 6bhart wm
ObsieompalHu Vnn KpamkompadlHu. He-nuHreBuctnyHmTe BepbanHu 3HUM CbLuo
pasgennuxme Ha OBe: KapmkompaulHu w ObnzompaliHu, a B He-BepbanHata
KaTteropus onpegenuxme, ye bueart: susyasnHu n He-gusyasnHu. MNpunaranku Tasm
pas3feneHocT Ha TeaTpanHusa 3Hak (HakpaTko rn obobwmxme kato: eepbasiHu n
He-eepbasilHU) KbM  caMusi  CMNEKTakbyl W U3crnegBalkm  3HAKOBOTO
B3aMMOAENCTBME, YCTAHOBUXME, Y€ TO3M CEMUOTMYEH NMOAXOA NpeacTaBda npen
Bb3npuemMawmna eamH MUKPOCBAT, KOHCTpPyMpaH nocpencTtBoM crneumuyHns
MEexXaHM3bM Ha O3Ha4YaBaHe B TeaTbpa. CneunduyHUTe KadecTBa Ha
TeaTpanHus 3Hak uarpaxgaT TeaTpanHusa KOHTEKCT NocpeaCcTBOM AETanTHOTO CU
Nno3nLMOHMpPaHE B CLUEHUYHATa cpega M B3aMMHOTO UMM MPOHMKBaAHE OT edHa
3HaKkoBa CTPyKTypa B Jpyra. Te3u crneunuyHn 3HaKOBU XapaKTepUCTUKU
BbMibliaBaT camaTta ecTeTuka Ha signification B TeaTpanHata penHocT u
npeBpbLUaT TeaTpanHUMs akT B YHUKanHO SBMNEHWe, MNPOAYKT Ha TaAxHaTa
B3anMMOBpPBb3Ka.

3/ Cnen nogpasgensiHeTo Ha TeaTpanHuTe 3Hauu pasrregaxme Bbhpoca
3a stage figure - kKOMNMNekceH NPOAYKT OT CbOTHACAHETO Ha ApamaTypruyHus

(dramatis personae) cnpsmo penpeseHTMpaHusa obpas (represented character),
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KOWTO MNpacKkuTe CTPYKTypanucTu onpenensit kaTo OCHOBEH KOMMOHEHT Ha
cnektakbna (ocobeHo npu Veltrusky 1976, 1977, 1983, Ho u npu Mukafovsky
1931, 1978 - dramatic figure, npu Zich 1931, 1995 — actor’s figure). PasacHuxme,
Yye cueHuMYHaTa urypa, Kato KOHCTPYKTMBEH €MeMEHT Ha aKTbOPCKUS 3HakK, ce
sIBSIBA CrOXHa CTPYKTypa, CUHTE3 OT enemMeHTw, linguistic u paralinguistic signs,
npeacrasnsaBawM cuctemMa B cucTemaTa B UANOCTHMSA KOPMYC Ha ChekTakbna.
Taka onpegenvxme CTPOro ceMuMoTMYHATa NepcrnekTnBa Ha sf8s8auwiomo ce Ha
cueHata (He3aBMCMMO Janu LWe ro HapeyYem ApamaTuyHa WM CLeHMYHa
durypa), kKoeTo, OT CBOSA CTpaHa, KaTeropuanpaxme KaTo MpesbriibUeHUEe NNn
OCHOBHUAT CTPYKTYPEH €efneMeHT Ha ChnekTakbia, KOWTO nocpencTBOM
TeaTpanHoTo AencTBME KaTo Signatum, Boan OO0 NPOM3BEXOAaHETO Ha Signhantia
(Veltrusky 1976: 593). Ypes siBaBaHeTO Ha akTbopa Ha cueHaTta kaTo sign of the
signs, T.e. OCHOBaTa Ha an acting sign ce nopaxga KOHCTPyMpaHeTo Ha
CbWMHCKO théatralitée. Tasn TeaTpanHOCT perfnaMmeHTMpaxMe KaTo efgHa
OTBOpEHa cuUcTemMa Ha mpaHcgopmMayus/npesbnabWeHue, Wi  ToBa
npeBpbllaHe Ha Hewjomo B Hewo Opyeo (npu Bogatyrev 1976: 31 -
mpaHcgopmupaHe 6 Opyza ¢opma), KOeTo cuctemaTusvmpa 3HakoBuTe
KOMMOHEHTM Ha CueHaTa U opraHuM3mpa u3rpaxgaHeTo Ha CLUEHUYHUSA CeMUO3MC
OT aKTbopa, NPeBbNNbTEH B 0b6pasa, npe3 CLEHNYHOTO NPOCTPaHCTBO, KOCTIOMA,
My3KanHaTta cpefa 40 KOMyHuKauusaTa CbC 3pUTend 1 HeroBata ntepnpetaums.
4/ BbnpocbT 3a BBL3NPUATUETO Ha TOBA, KOETO Ce rpesbliblasa U
ponAta My 3a W3rpaxgaHeTo Ha CUEHUYHUSI CEMMO3UC MOpoAM aHanuM3 Ha
cucTemaTta Ha  KOMYHMKauus  cueHa-3puTen  OT  no3uuusaTa Ha
KoaupaHe/aekognpaHe Ha TeaTpanHus Kof Ha CueHuvHaTa nepgopmaTUBHOCT
OT Bb3npuemMaiyms 3puten. Tyk ycTaHOBMXME HEOOXOANMMOCTTa OT HanM4YneTo Ha
TeaTpanHa KOHBEHUMS, T.e. OTHOCUTENHO eAMHEH e3uK Ha cbobliaBaHe W
OTHOCUTESNMHO efHakBa Koaupalla/gekogupailia martpuvua, Heobxoaumu npwm
n3rpaxgaHeTo Ha KOMyHMKaTMBHaTa cpeda Mexay koaupail u gekogumpaiy. Ho
YCTAHOBMXME CbLLO, Y€ BCSKA KOHBEHUMS, OOKOMKOTO TS € Bb3MOXHA B
TBOPYECKMSI aKT, MOAMEXW Ha paspyllaBaHe B efHa CUEHWYHa peanHocT

cbobpa3HO cTeneHTa Ha ToOBa kogupaHe/gaekogupaHe. Onpegenuxme, 4e
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3pumersickama 8b3rpuemMyueocm e 3asucuma om OuHamMukama Ha
meampanHume 3Hauu u camama ecmemuka Ha meampasiHus 3Hak € rpoeKkyusi
Ha repcoHasiHUsi Cb3HamesieH meOopPYEeCKU UMMYC Ha eb3rnpuemMaujus.
3HakoBaTa cpeda Ha cCueHaTta ce CcrnyyBa €AMHCTBEHO [J0KaTo 3putend
Bb3npuema obektuTe, 3ByunTe, AencTemeTo, busaium, camm no cebe cu, 3HaKOBMU
CUCTEMN, KOUTO He Buxa o3HavaBann HULWO K Buxa 6unn 6e3 KoOMyHUKaTUBHA
CTOMHOCT M3BbH obcera Ha 3pUTENCKOTO Bb3NpuATME. B KkpanHa cmeTka
KOHCTaTMpaxme, Ye OTBOpeHaTa TeaTpasniHa KOMyHMKauusa KaTeropuyHO 3aBUCK U
OT OTBOPEHOCTTA Ha Koda MW TeaTpanHata cuTyauusi, OT CTeneHTa Ha
npuemMaHe/HapyllaBaHe Ha KOHBEHUMSTa, OT HMBOTO Ha penpogyuupaHe Ha
peanHoCTTa CAPAMO HMBOTO Ha MNOHATUMHA peakumss OT CTpaHa Ha
Bb3Mpuemallms Tasu peanHocT, oT obxBaTa u CrOXHOCTTa Ha eKkcnnuuMpaHe Ha
camara KynTtypHa cuTyauus.

5/ OT npeaxogHUTe pasmMucnn BUAAXME, Ye BrIeXaanku ce B TeatpanHms
CMEKTaKbJ1 KaTO peanHocT OpraHu3mpaHa OT MHOXECTBO 3HAKOBW CTPYKTYpU U
MHOronnacToBUSA Npouec Ha O3HavyaBaHe, TeaTpanHaTa CEMUOTUKA HEMUHYEMO
N3TbKBa OCHOBOMOMarawiata pons Ha nybnukaTa B npoueca Ha Bb3npMeMaHe Ha
TBOpHAaTa, KaTo Nopeauua oT omebcmeawiu v rnpucbcmeawiu 3HaumM Ha cLueHaTa.
[lokonkoTo 3HakbT He OM Morbn ga rnpedcmaerisiea KakBoTo M ga 6buno 6es
HanMYMeTo Ha Cb3HATENHO BbL3NPUEMaHe, edHa CEeMWOTUKA Ha TeaTpanHud
CMEeKTaKkbJl Hanara UHTepnpeTaumaTa Kato OCHOBOMomarailia 3a HanMyMeTo Ha
Oo3HavaBaly npouec. Tyk moxem fa ce nososem Bert O. State: “The problem
with semiotics is that in addressing theater as a system of codes it
necessarily dissects the perceptual impression theater makes on the
spectator” (1985: 7). B npoueca Ha pasCbXOeHMETO KOHCTaTMpaxme efHa
nepapxmsa Ha 3HauuTe B CUCTeMaTa Ha CnekTakbia, KOMTO nonaraTt KOHBeHUuMsaTa
npea 3puTenckoTo BHMMaHME W npegnonarat akTMBHO B3aMMOAEWCTBUE CbC
3puTenckata KOMMNETEHTHOCT Ha HMBO 3HaKoBa pednekcusa. Lisnata guHamuka
Ha NPUCHCTBMETO/OTCHCTBMETO Ha 3HaKa B MpoLeca Ha 3HakoBaTa ANCTpudyumns
Ha cueHaTa e AbNOOoKO 3aBMCUM OT 3PUTENCKOTO Bb3NPUATME U OT CaMUs akT Ha

ONHaMnN4Ha ped)nekcvm Ha, HeKa ro Hapeyem, CEeMNMOTU4YHOTO Cb3HaAHNE HaA TO3U
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3puten. B nogkpena Ha pascbxaeHneTo non3esaxme n TteopusaATa Ha Fischer-
Lichte 1992), kosaTo nogyepTtaBa, 4Ye B efHa WepapxuyHa nogpendba Ha
TeaTpanHuTe 3Haum € Bb3MOXHA AOMUHAUMA Ha HAKOS WUAWN HAKOMKO 3HAKOBMU
cuctemun. Bnocnencreme yctaHoBuxme, Ye B obcera Ha 3HakoBaTa AOMUHALNA
Ha OTAENHWS 3HaK UNN Ha KOHUrypauus unm rpyna oT 3Hauu Ha cueHaTta, ce
cTMra OO akTMBMPAHEeTO Ha npouec Ha pasno3HaBaHe, [gekogupaHe Ha
cuctemarta/te. ToBa, OT CBOA CTpaHa, npegnonara HanMYMeTo Ha edHa
KOHKpEeTHa HOpMa WNnM KpuUTEepun, W B MOBEYETO Cryvyaum npeacTaBnssa
o0bWonNpMeToTo HMBO Ha  KOHBEHUMOHANHOCT WM KOMMETEHTHOCT Ha
Bb3npuvemawms, kKoeto, obade, 6Gu morno ga 6bae paspyweHo. B egHa
pauMoHanHa CueHu4Ha cpega Hue cme npuHyaexu (pasbupa ce, ToBa € BanuaHo
3a BCEKU ceMnosnc) aa npedopmynmpamMe nocTssHHO NOHATUETO U YCroBUSATa 3a
AOMMHaAUMA Ha TeaTpanHusa 3HaK, BrIeXgankum ce BHUMATENHO B MOMEHTHaTa
NPEe3eHTUPaAHOCT Ha KOHKPETEeH 3HaK W HEeroBoTo pasno3HaBaHe. KoeTo Hu
gosege OO uM3BoAa, Y€ nopaguM  BUcCOKata CTeneH Ha  MOOUMMHOCT  u
B3aMMO3aMEHAEMOCT Ha TeaTpasriHWs 3HaK Ce YCIOXHSBa YCTaHOBSIBAHETO Ha
nepapxuyHata MM B3aMMO3aBUCMMOCT, OCOOEHO oTuMTarku ce dakra, 4e
3HaumMTe B TeaTbpa He Ca camMO MaTepuanHo npeacTaBeHW Ha cueHaTa, a ca
3aBMCUMM M OT AyanuctmyHaTta Cu urpa Ha OTCbCTBUE/NPUCHCTBUE.

6/ CturHaxme [0 uaedAta 3a JIMHIBUCTUYHOTO/Napa-nMHrBUCTUYHOTO
B3aMMOOENCTBME Ha TeaTpanHuTe 3Hauu, KOeTo, MO Nnornkata Ha 3HakoBaTta
TPaHCMUCUSA YCTAHOBMXME, 4Ye Ce CrfydYBa akTMBHO B TpM acnekrta Ha
penpes3eHTaumnaTa — sepbanHu-seepbanHu, HesepbanHu-HesepbanHu, BepbanHu-
HeBepbanHn n obpaTHO, B 3aBMCUMMOCT OT aKTMBHATa KOHBEHUUS B AageHarta
3HaKoBa CUCTEMA Ha KOHKPETHMSI MOMEHT OT pPasBMTMETO Ha ChnekTakbra.
AHanuaupankn BepbanHata/HeBepbanHaTta 3HaKoBa cpeda Ha chnekTakbna
KOHKpeTu3anpaxme npuHUMna Ha B3auMOOENCTBME Ha TeaTpasiHMTE 3Hauum KaTto
TpaHCcMMCUsA Ha 0bpasn (TyK MHTErpupaxme 1 MOHATUETO u3obpaxxeHue unm no-
CEMNOTUYHOTO UKOHa) U aymu (Kouto, camm no cebe cu, cbLuo ca obpasn, NKOHW)
C BCUMYKUTE MOCNeacTBUSA OT Tasn MHTepakTuBHocT. Obpasute (KaTo MKOHMYEH

eNeMeHT Ha efHa cTaTuyHa/AnHamumyHa HeBepbanHa penpes3eHTaTUBHOCT) U
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aymute (kaTo MPOAYKT Ha nurBuctudHata BepbanHa cpefa) ca HOCUMTENW Ha
pasnuyHa BapnaTUBHOCT OT KOMYHUKATMBHM CbOLLEHNSA, BMNO TO BKYNOM WK Mo
otaenHo. Koeto Hu ybean, 4ye Korato B3aMMOOENCTBMETO UM € KOMIEKCHO
(BepbanHm 1 HeBepbanHu, B eQuHHA KOHBEHUUS) Bb3MOXHUTE Bapuauum Ha
3HaKOBUTE CbOOLLUEHNA HaAXBBLPMAT 3HAYUTENHO CaMOCTOATESNTHUTE UM
kopenaumn. O6obLwmMxme, Ye KOMMIEKCHOTO B3anMOOENCTBMETO Ha BepbanHuTte
N HeBepbanHWTE 3HaUM B TeaTpanHUs CrekTakbll U BapuaTUBHOCTTA Ha
Bb3MOXHUTE  O3HavaBawm edektn obcnyxkBaT akTMBHO HMBaTa Ha
penpeseHatumata. MI3Boa: usnonizsaHemo Ha 3Haka-obpa3 camMocmosimesiHoO
unu 8 KombuHauyusi cbC 3Haka-0yma (kakmo u obpamHOmMO) rosilaza OCHOBHUS
MPUHUUN Ha MmMPaHCMUCUsi Ha CMUCb/la Ha XenaHomo cbbuweHue u
nepuenmueHusi u3pas Ha 03HayaeaHemo 8 Cb3HaHUEemO Ha 8b3rpuemauiusi
3pumesni Ha onpedesieHomo CemMuomu4yHoO HUBO (MUH28UCMUYHO unu napa-
JIUH28UCMUYHO).

7/ TlocpepgctBOM  Martepuanu3aumara  Ha  MNOHATMETO 3a  3Hak
ANCKyTUpaxMe BbMNpoca 3a TOBa, Kak Ce OCbLLECTBSIBA ABSBAHETO Ha CMUCHJI U
3HayeHUe B TeaTpanHaTta cpega, KaTto aHanuaupaxme npoueca Ha
signification/communication B egHa TeaTpanHo-CLeHW4yHa peanHoct. Tasm
ceMmoTuya nepcrnekTMBa HM MNOMOrHa Aa pas3rbpHeEM uaeaTa 3a TeaTpanHus
CMNEKTaKbI1 KaTo meamparsieH meKcm CbTBOPEH OT akTbOpa WU NPOCTPaHCTBOTO U
Bb3npueT OT nybnukaTta, BKMNOYBALW, B CbLHOCTTA CW [OBaTa acnekra Ha
O3Ha4YaBaHe — JIMHIBUCTUYEH/HE-NTIUTHBUCTUYEH U NepdopMaTmBEH (PU3NYeECKN
AENCTBEH), KOETO pearniHo CTUMynupa MHoroobpasmMeto Ha signification Ha
cueHaTa. PasrbpHaxme npegnocTtaBkaTta, Ye KaTo TEKCT, CEMUOTUYEH KOHCTPYKT
OT 3HauM M 3HaAKOBM (DOPMUPOBAHUSA, TeaTpanHUAT cnekTakbn e geduHupaH
KOMMMEeKC OT KOO4OBE, KOUTO B MOBEYETO Clyyan ca CBpbX-TeaTpanHu KynTypHU
KogoBe, BbpXy KOUTO ce BasnpaT BTOPUYHUTE 3HAKOBM CUCTEMM Ha CMeKTakbna
— nuTepartypa, My3uka, n3obpasmTenHo U3KyCTBO, MUTOMNOMNS, PENUris, 4opu u
caMmnaT TeaTbp, KaTo W3KycTBO. [locoumxme, 4ye nepcopmaTmBHUTE KOLOBE
(3HakoBM cuctemn) B cnekTakbna (OyHKUMOHMPAT OOMKHOBEHO Ha CUMYNTaHEH

NpUHUMN (NapagurMaTtMyHO) WM NMHEaApHO (CMHTarmMaTU4HO), KaTto no TO3u
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Ha4MH Te akTMBHO npoayuupar signification (De Toro 1992: 52). 3HauuTte, KOUTO
3puTENAT nonyyaBa OT BapuvaTMBHUTE 3HAKOBM CUCTEMW Ha cueHaTa ce
Bb3npuemaT Ha NPUHUMNA Ha CUMYNTaHHUA KOHTaKT, KOUTO, camu no cebe cu, ca
B CWUHTarMaTtMyHa Bpb3ka MO Mexay cu, rnpoussexganku signification.
Mo3oBaBanikm ce Ha De Marinis, a B npoueca Ha pasmuwrneHneTo n Ha De Toro
(1995), kaTeropmsnpaxme nepdpopmMaTnMBHUA TEKCT KaTo macrotext unm text of the
text (De Merinis 1993: 47-59) npon3BefeH OT BapuaTUBHU CEPUM OT YACTUYHMU
nepcopMaTMBHN TEKCTOBE, KOMUTO B KOHTEKCTA Ha UANOCTHMSA CheKTakbn
KOHCTUTYyMpaT YHUKaNHWUs eKCNpecuBEH pesynTtaTtaT, KOMNunaTuBeH NpPoayKT OT
CNoBO, My3MKa, KOCTIOMW, XeCToBe, TaHLU, nfnactuka Ha Tanoto u gp. Taka
CTUrHaxme [0 W3BOAA, Y€ eneMeHTUTe Ha obwua nepdopMatMBeH TEKCT
B3aMmoencTesaTt un ce sBABaT B e€AnH OBeAMHEH CMUCHA, KOeTO KOHCTpyupa
TeaTpanHusa TEKCT KaTo nepdopmaTUBHA N3Pa3HOCT.

TeaTpanHata ceMunoTurKa, KaTo reHepaneH NpyHUMN 1 B YaCTHOCT, ngeute
Ha MpaxkuTe CTPYKTYpanucTu, HW MOMOrHaxa pAa pasrnegame TeaTpanHus
CrneKkTakbfl OT no3vuusTa Ha B3aMMOAEWCTBMETO MeXAy akTbopa W
NPOCTPAHCTBOTO B LANOCTHaTa um BepbanHa/He-BepbanHa KOMYHMKATUBHOCT.
C ormeg Ha pasmucbria HM OO0 TyK, criefsawuTe ABE CTbMKM OKOHYaTeNHo
3aTBbpAMxa Mo3vuMsaTa, Ye aKTbOpbT M CLEHMYHOTO MNPOCTPaHCTBO ca
OCHOBoOMonarawiMTe KOMMOHEHTW He CcaMO Ha TeaTpanHua TeKCT, a Ha
TeaTpanHaTa nepopmaTMBHOCT BbOOLLIE.

8/ [MbpBO, aHanusMpaxme [eTansiHO CeMaHTuKaTa Ha aKTbOPCKOTO
npeBbNbLLUEHNE, no3oBaBanku ce Ha Aristotle’s Poetics n Diderot’s Pradox of
Acting, kaTo pre-semiotics acting theories (Quinn 1989) n 0CHOBHWM MeanaTopu
Ha koHuenuuaTa 3a stage figure Ha npaxkute mucnuTenn, KOMTo AbNOOKO ce
dokycmpaT Bbpxy Npobnema 3a akTbopckaTta penpeseHTauusi, KaTo CLEHWUYHO
npeBbNNbLLEHE, OT NO3NUMATa Ha efHa OUCTaHUMpaHOCT, KaTto noaxon 3a
Cb3faBaHeTO Ha BcAka TBopba Ha W3KycTBOoTO. PasBuxme Te3aTa cu, 4e
aKTbOPCKOTO NpeBbMITbLUEHNE (Mimesis) npeacTaBnsiBa KOMYHUKaTUBEH KaHamn u
penpes3eHTaTMBEH €3UMK M KaTo 4YacT OT TeaTpanHus ChnekTakbil unu

nepdopmaTUBHUSA TEKCT € U (opMa Ha e3MKOoBO NpeactaBsiHe (B MOBEYETO
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cny4dan) n 6u Mmorno aa ce Bb3NpueMe KaTo HapaTMB MO OTHOLUEHWE Ha 3pUTeENs.
[oBegoxme [0 KpanW uvaesTta 3a akTbOPCKOTO NpeBbhfblUeHue, KOSATO
aKkTyanuampaxme B nbpBaTa 4YacT Ha Ta3u paboTa C nonaraHeTo Ha MOHATUETO
3a stage figure. Pa3Buxme CTaHOBULLETO CU, Ye cueHn4yHaTa urypa (KoAaTo
Otakar Zich pasnosHaBa u kato actor’s figure) B kpanHa cMeTka € ANXOTOMUSA
MexXay Bb3NpsATUETO Ha akTbopa (kato dramatic character) n Bb3npuAaTMETO Ha
nybnukaTa, KoeTo ce oopMs KaTo Bb3NpusaTue Ha stage figure, a B Tpaguuuata
Ha obLaTa CeEMMOTUKA N B YAaCTHOCT, Ha NpaxkkaTta LKona, Npuno3HaxMme u eaHa
AVNHaAMUYHA OUXOTOMUS MeXay MaTtepuanHua o0ekT M 3Haka. Hakpas
3akn4vmxme, Ye akTbopbT B ponsa (dramatic character) npesbnnbLyaBa BOUYHA
anaretnyHa cTpykTtypa, Ha perpeseHmamue unn 3Hak eqHOBPEMEHHO (BUAAXME
ToBa owle npu Aristotle n Diderot) n Ha MmumemuyeH koHcmpykm ( stage figure Ha
Prague School, cbuwiectByBa M Npu nNpakTuyeckaTa akTbOpCcKa TexHuKa Ha
Stanislavskii 1936, Chekhov 1953, Grotowski 1968 v gp.) U3Boa: msl kamo,
meampasiHusim crekmakb/l, 8 CbWHOCMMa Ccu, Ce KOHCcmpyupa UMEHHO Ha
ApUHYUNUME Ha MPEesbTbUWEHUEMO UMU Mmimesis, mo akmbopbm peasiHo
rnodpaxasa/npeswvrinbuasa U pernpeseHmupa stage figure kamo KOHKpemHa
ceMuomuyYyHa cucmema, cmpykmypupaHa om MOXecmeo CeEMUOMUYHU eOUHUUU
(3Hayu/kodose).

9/ N TyK, KaToO BTOPO, NOMOXUXME naesTa 3a CEMUOTUYHATA YHUKaNHOCT
Ha CLUEHWYHOTO MPOCTPAHCTBO, KaTO 0 OCMUCIAMXME W3KMIOYMTENO KaTto
WHTENEKTyanHo M3MepuMma cpefa CrnpsMO akTbopa M nybnukaTa, a He KaTo
mMaTepuaneH cumBon Ha nepdopmMatMBHUA TekcT. Otbenasaxme, 4ye OCBeEH
crneumduyHNs BbTPELLEH CMUCHI, KOWTO HOCK, TO, B CbLLHOCTTa CU, NpUTexasa
M3UANO WM 3HAKOBUTE XapaKTEPUCTMKM Ha CUEHWYHA apXMTEKTOHWKa, KaTo
BKMOYBa B 3HaKoBaTa CU CTPyKTypa M camaTta cueHorpadwmsi, a B eguH no
OTBOpPEH KOHTEKCT u dramatic space (BbB popmute cu: onstage u offstage
[mimetic n diegetic], kakto n intra-diegetic n extra-diegetic [npeacraBeHn ot
aKkTbopa NpeanMHO Ha HUBO peyYy U aKTUBHWU HA HMBO Cb3HaHUE/8bObpa)kHue no
nnHnaTa  aktbop-3puten]). OcCMUCNUXME  CLUEHUYHOTO  MPOCTPaHCTBO B

OTHOWEHNEeTO CU KbM aKTbOPCKOTO MNPUCBCTBME KATO TENeCHOCT WU 3HaK -
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»constructed in relation to the actor” (Ubersfeld 1999: 119 — kypc. AU), kaTo
AYyXOBHa cpefa, B KOHTEKCTa Ha 3HaKoBUA CEMMO3NC Ha performance text, KakTo
N NO OTHOLWIEHME Ha B3aMMOAENCTBMETO MEXAY CueHaTa (akTbop/NpPOCTPaHCTBO)
n nybnukata B pamMKuTe Ha TeaTpanHaTa peanHocT. Taka KOHCTaTupxme, 4e
nocpeacTBOM  U3MEPEHMETO HA  WHTEPaAKTUBHOCTTA MeXAYy CLEHUYHOTO
NPOCTPAHCTBOTO M aKTbopa, KaKTO N penpes3eHTaTUBHOTO NpeHacsHe Ha 3HauuTte
MeXay TAX M N0 OTHOWEHWEe Ha 3puTens, ce wusrpaxga nocTbhnatenHo
BM3yanHaTta oopMaumsi Ha CLEeHW4YHaTa Wn3nga B forvkata Ha cobcrBeHaTa W
pedepeHumanHa QyHKUMA Ha O3HayaBawia Mo OTHOLWEHMEe Ha uenus
BbOOpaxaeM CBAT Ha crnekTakbna. [1o NbTa Ha ToBa pasmMuLInieHne CTUrHaxme
A0 WU3BOAA: Ha HUBOMO Ha meampariHus CceMuo3uc, moea ropaxoa
O3Ha4YasaHemo 8 r1os1emo Ha e0UH 8U3YJIeH U Cemu8eH meamparneH mekcm —

a) nocpedcmeoM 8a3UMOOMHOWEHUE Ha akmbopume 8/C npocmpaHcmeomo Ha
cueHama, u 6) nocpedcmeoM 83aUMOOMHOWEHUE Ha akmbopume 8
npocmpaHcmeomo Ha cueHama ¢ nybnukama 8 — meampasiHomo
rnpocmpaHcmeo.

10/ MNMepcnekTnBaTa Ha NOCTaBeHUTE OO TYK BbMNPOCU N HyxaaTa OT eauH
obegmHnTeneH UeHTbp, Ha duHana Ha Tasn paboTa, NpPeanosioXu
Heobxo4MMOCTTa OT aHanu3anpaHe Ha MexaHn3ma Ha TeaTpanHoOTO MoAenupaHe,
a UMEeHHO, TOBa, KOETO B TeaTpanHarta npakTuka HoCu onpeaeneHneTo mise-en-
scéne — Oa-rnocmasuw/npesbribmull-Heuwo-Ha-cueHa. Pasrnegaxme ro kato
CTPYKTypanHa dopmMauusi, TeopeTU4eH KOHCTPYKT M pagukaneH o6ekT Ha
no3HaHWe, a He npoCTO KaTo npodaHeH pesynTaTr OT pexucbopckarta
(TBOpYECKaATa) Hameca CrnpsiMO ApamMaTuyHUA U/nnu nepdOopMaTUBHUA TEKCT.
Owe B NpeaxogHOTO pasMuLLIEHME Ce MNOCTaHOBW Te3aTa, Ye TeaTpanHuAat
CreKkTakbfl Ce XxapakTepusuMpa noCcpeacTBOM AyanucTudHata (yHKUMs Ha
akTbopa, B npoueca Ha npoayuupaHeTto Ha 3Hauu (actor's discourse) wu
ceMmoTmsMpaHe Ha camata My pediekcus CnpsaMo  CriyyBalloTo ce B
CLUEHUYHOTO NPOCTPaHCTBO (stage performance). PekoHcTpyupanku
nepopMaTMBHUA TEKCT B Cb3HAHWETO CU, 3PUTENST Bb3Npuema USIOCTHUA

Kopnyc Ha cuctemaTa, KOHUrypupaHa OT OTAENHM 3HaKOBM MoA-CUCTEMM,
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WMEHHO KaTo TeaTpaneH ChnekTakbf, U3rpageH C BCUYKATE npunexawin Ha
AENCTBNETO KOMMOHEHTU — CITOBO, XXECT/MUMUKa/ABMXKEHNE, MeXaHM3aLms, 3BYK.
TeaTpanHoOTO NpeacTaBsiHe Ce OCMUCHS KaTOo CeMUOTMYEH KOO Ha TBOPYECKMS
CBAT Ha Cb3gaTenure Ha chnekTakbna (pexucbop, akTbopu, [Au3anHep,
KOMMo3uTop, Xopeorpady)) npeseHTUpaHo KaTo mise-en-scéne wu
penpoayumpaHo kato nepdopMaTMBeH TEKCT M KaTo aKTMBHaA MaTpuua 3a
Npon3BOACTBOTO Ha cMUCHLI. EQHO No BHMMAaTENo BriexaaHe B ycrioBusiTa Ha
Oa-rnocmasuuwl/npesbibmuli-HeWo-Ha-cueHa paskpyu CblUeCcTBYBaHETO Ha
npeaBapuTenHO 3HaHWE OT HaTpynaH OnuT, KOeTo e npeobpaseHo OT cb3garTens
Ha cnekTakbfa W Npea-nosiokeHo Kato pas3bupaHe (T.e., KaKkBO BEPOSITHO Lue
Obae pas3bpaHo OT Bb3npuMemalius), criegBankm KOHBEHUUNATA, Ye B CbLLHOCTTA
CW, NbpBMYHATA CEMUOTUYHA MpaKTUKA Ha TeaTpanHWA CrekTakbll € Aa
TpaHcopMMpa BCUYKM SIBEHUM 0O0ekTM B 3HauUW/3HakoBn OPMUPOBAHUSA,
npurogHn ga 6baaT ocb3HaBaHW. Tyk obbpHaxme BHMMaHWE Ha pondatra u
BNUSIHNETO Ha KONMEKTUBHUTE KYNTYPHU apxeTunu BbpXy WHOMBUAOyanHaTta
apTMCTU4a OENHOCT U Bb3NpUATUE, TPeTUpamkum Te3n apxetunu OT edHa
ecTteTnyecka nepcnektmea. [loctaHoOBMXME naesTa, Ye ecteTmkara Ha mise-en-
Scéne, B CbBpPEMEHHaTa TeaTpanHa npakTuka, ce OCHOBaBa WMMEHHO Ha
KyNTYpHMS ONUT, HacrnoeH B MEepPCOHaNIHOTO Cb3HaBaHO/HECHb3HABaHO Ha
TeaTpanHus TBOpew M Ha camusi 3puTen. Koeto HM goBege 0o M3Boaa, ude
AbnobokaTta apxeTunHa pedrekcus Ha mise-en-scéne XxapMOHU3upa ponuTe Ha
WHOMBMOYANHOTO W  KONMEKTUBHOTO HEeCb3HaBaHO (MMM  Cb3HaBaHO), KaTto
KOMMMEeKC OT B3aMMOAOMbIBALLM Ce NepCcnekTUBM Ha €AWH ONTUMarneH 3HaKoB
cemmnosnc. EgHa cemmoTtnyHa nepcnekTvMBa, KOSITO Ha cleHaTa, B MOTOKa Ha
KoopOMHMPAHO OENCTBME W CTPUKTHA TrEeoOMeTpuss Ha OBWXKEHusATa, B
CTUNNCTUKATa Ha noapeaeHata nepdopMaTMBHA apTUKynaums U TexHuYecka
BU3NSA M3TbKBA O3HA4YaBallaTa CbLUHOCT Ha TeaTparnHus CrnekTakbi KaTo NpoLec
Ha KOMyHUKaLUNS N penpeseHTauus.

Tasn paboTta noctaBn U paspelim MHOXECTBO BbBMNPOCK, MNOCTUrHa
3HaAYNTENHN pe3ynTaTm B M3ACHABAHETO Ha CEMMOTUYHATA NEpPCrneKkTMBa Ha

TeaTpanHusl CrekTakbfl M OTBOPM HOBM MPOCTpaHCTBAa 3a efdHa Obaella
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nscnegoBaTenicka MHMLMaTMBa, KOATO Aa pasBuMe WK OTnpaBu B gpyra Nocoka
pasMULLINEHNaTa U Te3nuTe Ha To3u npoekT. [pu usnara MHOronsaHoBOCT Ha
TeopeTU4HUTE Bb3rneaun, Koato belle AeMOHCTpUpaHa B uscrneasaHeTo, buxme
MO Aa 3asiBUM, Ye SIPKO U3KpUcTanuanpa egHa naes, kosto 6u morno ga ce
pasrnega B eauH G6bAaell KOHTEKCT, a MMEHHO, MaesitTa 3a OCHOBOMonaraiwiarta
ponsa Ha nybnukata B M3rpaxgaHeTo M NaHCMpaHeTo Ha CLUEHUYHUS CEMUO3UC.
lNlornyHo e pa ce npegnnoxu, Yye eanH Obael, CeMMOTMYEH MNOOXOA KbM
théatralité TpsbBa ga ce cbCcpegoTouM OeTanriHO B TasW HAcoka, a UMEHHO —
n3cneaBaHeTo Ha MopdonorMsaTa Ha 3pUTENICKOTO OCb3HaBaHe/Bb3npuaTue Ha
TeaTpanHaTa peanHocT. Bceku ceMuoTMYEeH noaxod CrnpsaMo  UsanocTHaTa
TeaTpanHOCT Ce W3BbplIBa €AWHCTBEHO B MOMEHTa Ha [OEeWUCTBMETO MU
CUueHMYHaTa  npoeKunsd Ha BCAKa  TeaTpanHa  nepcopmaTuBHOCT,
npeansBrKBaMkM OTsIBMiEHa u3cregoBaTternicka cTpacT y Bb3npuemalms KbM
pasnMyHMTE 3HAKOBM CUCTEMW Ha cueHaTa. B akta Ha gucekumsa Ha signifying
process B TeaTbpa HEMUHYEMO Ce KOHKpeTu3upa OCHOBOMMarawiata pons Ha
nybnukata n npobneMbT 3a Bb3NPUATUETO Ha TeaTparnHata pearnHoCT, KOeTo 1
npegcraensea ,a new orientation toward semiotic study of the theatre
appeared to be developing” (Carlson 1980). PasuckBankm egHa nogobHa
Obaela nepcnekTnBa, OTHOCHO AUHaAMMKaTa Ha 3pPUTESICKOTO Bb3NpUSATME KaTo
06eKT Ha n3cnegBaHe, MOXeEM [a 3akmno4yMMm, NOAMNOMOrHaTh OT rnegHaTa Toyka
Ha De Marinis, 4e: ,the analysis of the audience’s role in the spectacle, both
the pure and simple decoding of the performance sign and the vastly more
complex process of interpretation, has been the most neglected area of

theatre semiotics and needs much greater attention.” (1979)
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rlpVIHOCVI Ha OncepTaunoHHUA Tpya

Kato cnegcteBne oT 3aabfiboyeHOTO um3cnenBaHe Ha ropeynomMmeHartarta

npobnematuka, TOBa Wu3crneaBaHe OW  MOrMo [[a onpedenu crnegHuTe

CbLlEeCTBEHN MNPUMHOCK B MNOJIETO Ha CeMUOTUYHaATa TeOopuA Ha TeaTpaliHuA

CneKTaKbI:

3a MpbB MbT, B chepaTa Ha TeaTpanHata U CEMMOTMYHATa Teopun B
Bbnrapusi, ce pasrnexaga AeTaWiHO ceMuMoTMYHaTa nepcrekTuBa Ha
TeaTparnHusa ChnekTakbil KaTo KynTypeH (beHOMeH U ce u3Bexaa Ha
Hay4YHO-N3CriefoBaTerNiCko HUBO 3HAKOBWSI CEMMO3NC Ha CNEKTaKba;

B MNO-OTBOPEH acrekT, TOBa MW3crneaBaHe KOHCTUTyuMpa efHa
ecTeTMyecka MaTpuua Ha 3HakoBUTe OPMUPOBaAHUS B €4uH
YHMBEpCAneH CLUEHUYHO-TeaTparieH KOHTEKCT, HasoBaBaWkum C
KOHKPETHU, OedUHMpyeMn opMynM OTAENHUTE 3Hauu U 3HaKOBM
KOMMOHEHTW Ha TeaTpanHus CrekTakb/l;

KaTeropMyHo Cce pernaMeHTMpa HanuinMeTto Ha npouec Ha
eOHOBPEMEHHO OMCcbCMeue/MpuUCcbCcmeue Ha 3HakoBU hoOpMUPOBaHUS
Ha cueHaTa, KpalHO 3aBMCMM OT 3PUTENICKOTO Bb3MNPUSTUE, KaKTO U
HENoCcpeACTBEHOTO BNINUSIHUE Ha OTCHCTBALLMUTE 3HAKOBU KOMMOHEHTU U
CTPYKTYpU MO OTHOLIEHWE Ha mMyK U ce2a CryyBaWoToO ce B
CUEeHUYHaTa cpena;

M3BeXaa Ce Ha CepM3OHO TeOpPeTUYHO HMBO paauKkanHata pons Ha
aKTVBHaTa KOHBEHUMSI Ha CrhekTakbfa, ChnpsiMo  3puTerickaTa
KOMNETEHUMsI Ha Bb3NPUSATUETO MYy U Ce aHanuampa nocrnenoBaTesiHo
GasncHaTa 3aBMCMMOCT Ha TeaTparnHus CrekTakbn OT Te3n akTopw,
cdopmumpalLm TeaTpanHaTa 3HakoBa cpeaa;

MOCTaBsA Ce siCHa rpaHunLa Mexay NMUHIBUCTMYHA W Napa-rMHIBUCTUYHA
TeaTparnHa penpeseHTauus kato ce opMynupa CTPMKTHO ecTeTmkaTa
Ha TeaTpanHuWs CcrekTakb/l KaTo TeaTpaneH TeKCT, KOMMIEeKCeH

npoayKT OT 3HaKOBM O3HaYaBaln Ha BepbanHo u He-BepbanHo HUBO;
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NPeacTaBsa Ce KOHKpPEeTHa TeOopeTMYHa MOCTaHOBKa MO OTHOLUEHME Ha
KOMyH/MKaTMBHaTa B3aMMO3aBUCUMOCT Ha aKTbopa, CLEHWYHOTO
npocTpaHCTBO W nybnukaTta Kato Cce YyCcTaHOBsIBA TsXHaTa
OCHoBOMonaraiia pons 3a TeatpanHus CeMUO3NC;

MHOBATMBHO ce nNpedopMynupa NOHATUETO Mise-en-scéne, KaTo My ce
npugaesa 3HayeHMe Ha yHuBepcaneH e3vk Ha theatralité n my ce
BMEHsIBa BoAeLLa ponis B M3rpaXaaHeTo Ha CLEHUYHNSI CEMUO3UC;,

N Hakpas, HO He M Ha MocnegHo MACTO, Te3uTe U TeopeTU4HUTE
NMOCTaHOBKM B TOBa M3cregBaHe ca MOCTPOeHn u hopmynupaHu B
norvkata Ha eauvH NpakTU4ecKu ONWUT M C Oorfed Ha edHO NPSKo
NpaKkTU4Yecko nonaeaHe Ha To3u Tpyd, Guxa Mornu Aa npeacTaBnseat
conuaeH TeopeTMdeH Mogen Ha Bceku nabopaTtopeH TeaTpaneH
npoLec Ha cueHaTa unM B CTUNMUCTUKAaTa Ha NPSIKOTO M3rpakgaHe Ha

TeaTparnHua CnekTakbll KaTo CLUEeHUYEeH NPOoaOYKT.
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