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SCRIPT, REHEARSAL, REINCARNATION:
TOWARDS THE MORPHOLOGY OF PERFORMANCE
PART 2

Anomauin. Y cucmemi nouams Mopgonoeii Kynvnypu 6UKOHABCHKA
Meopyicms GIOPI3HACMbCA MUM, W0 NOPYHY 3 BIOMEOPEHHAM Mda 8U-
MAYMAYeHHAM MeKCnty 6npOBAOCYE CMOPOHHIL Mamepian — cye-
HIYHUI PYX 00 COBECHO20 MEKCMY Opamu, Henepedbaueni Oemaii
38YK06020 Mamepiany 0o Homuoi napmumypu. Crnogo i maneys 8
TMAKOMY MIYMAueHHs 0icmaromy epanuyni nosuyii' y wxani mop-
onoeciunux piznosudie suxonagcmea. B mesxcax inmepnpemayii 6u-
KOHABCMBO NOCMAE 5K NEPEKIAd MeKCny ma 11020 nepesminenHs.
3i ce020 boky, nimepamypHuii meip nOCMAe AK 63acMHe, 360pomHe,
iHgepmosane nepesmiients pearbHocmi y clogo, ii MoeHa inmep-
npemayis. Lle 0o3sonse euagumu bazami meampanvhi 61acmugoc-
mi yKpaincoka aimepamypu. 30kpema, nputiomu HeenacHe-npsamoi
MOBU, CIPYMeHs. c8I00MOCIIL, CiyeHiuH020 Ganmomy Oii, cyeHu Ha
cyeni 3 BUKOHABCLKOI NPAKMUKU NePeneopioiombCs Ha 3acoou no-
0y008u mexcmy.

Kniwouosi cnosa: asmopuszayis, npuxoeana yumama, cmpyMinb
cgioomocmi, yagHull meamp, cl08ecHa MAcka, OnocepeoKyBanHs,
acnexm, mouka 30Dy, NEPCNeKmusa mekcmy, cxemd, Xapaxmep,
Momueayis.

Annomayus. B cucmeme nonsmuil mMopgonocuu Kyibmypbl uc-
NOTHUMENbLCKOE MBOPYECBO OMAUYAeMCs MeM, Ymo HApady ¢
8oCnpousBeOeHeM U MONKO8AHUeM MeKCma 6600UM NOCMOPOHHUL
MAmMepuan — CyeHuuecKoe OBUIICEHUE 8 CIOBECHDI MEKC OpPaMbl,
HenpeosudeHHble OMMeHKU 36YK08020 MAmMepuand 8 HOmHylo nap-
mumypy. C1o60 u mauey npu maxom no0xooe nOayuaOm KpatiHue
TI0NOJNCEHUS HA WIKATe MOPPON0SUYECKUX PASHOBUOHOCTEN UCNO-
Humenvcmea. B pamkax unmepnpemayuu ucnonnenue npeocmaen
Kak nepegod mexcma u e2o nepegonioujenue. Co ceoeii cmoponl,
JUMEPAmypHblil MeKCm 6bICIYynaem Kax 63auMHoe, 00pamHoe, uH-

Prosaic text emerges as the result of the option of
a colloquial speech’s interpretative opportunities. In
opposite to epics a prosaic work is marked with the
prevalence of the aspects of transition towards a new
situation. This immanent quality of transitiveness is
also differed from that of drama with its unity of ac-
tion whereas prosaic action is peculiar with its sponta-
neous aspects. Due to such spontaneous transitiveness
separate prosaic passages enable different functional
disclosures of contents. An overall action makes such
separate transient episodes change their aspects within
the perspective of the whole narration. Therefore the
exactitude of prosaic designation arises as the result of
special medal and intentional conditions. Such condi-
tions are in its turn connected with the particulars of
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6EPMUPOBAHHOE NPepPaujeriie PeaibHOCIUL 8 CI1060, ee A3bIK06As.
unmepnpemayus. Jmo no3eonsem 2060pums 0 002amvix meam-
DATBHBIX 803MOHCHOCIAX YKPAUHCKOU tumepamypbl. [Ipuemvl He-
COOCMBEHHO-NPAMOU Peyil, NOMOKA COSHAHUA, CYEHUYECKO20 (aH-
moma Oelicmeus, Cyenvl Ha Cyere U3 UCROTHUMENbCKOU NPAKMUKY
nepexo0sim 6 cpeocmaa co30anUsL MeKCma.

Kutouesvie crosa: asmopusayus, ckpbimas yumama, nomox co-
SHAHUA, B00DPAdNCAEMbILL Meamp, CIO8ECHAS MACKA, ONOCPe08d-
Hue, acnekim, MoK 3peHus, Nepcnekmusa MmexkCcma, cxemd, Xapax-
mep, Momueayus

Summary. Within the conceptual apparatus of the morphology
of culture the art of performance is marked with those peculiari-
ties that together with reproduction and interpretation of a text
introduce the outer material, such as scenic movement in a dra-
matic text or unforeseen details in a musical score. Within such ap-
proach word and dance occupy extreme positions in the scale of
the morphological subspecies of performing activity. Performance
as a kind of interpretation acquires the features of the translation
of a text and its reincarnation. In its turn a literary text becomes
a reciprocal, reverse and inverted transformation of reality into
verbal description that is a kind of its interpretation with a means
of language. It gives grounds to say about the rich theatrical op-
portunities of Ukrainian literature. In particular the techniques of
improper direct speech, soliloquy, scenic phantom of action, scene
upon scene come from the performing practice into the repertory of
a means for making a text.

Key words: authorization, latent quotation, the stream of conscious-
ness, imaginary theatre, verbal mask, mediation, aspect, viewpoint,
textual perspective, scheme, character, motivation.

communicative situations in prose. Of a special impor-
tance is the ambiguity of authorization of prosaic utte-
rances that depend essentially upon the points of obser-
vation. Communicative situations attest the presence
of particular purports that intersect with the features
of modality. Narrative motifs become then the vehi-
cles of intentionality and of the disclosure of personal
and communicative goals. These peculiarities promote
the representation of reality as chaotic existence due to
the accumulation of random details that reproduce the
baroque concept of vanity in S. Vasylchenko’s works
[33]. The writer creates communicative situations with
the multitude of the points of observation thus devel-
oping M. Kotsiubynski’s discovery of the societal ef-
fectiveness of phantoms. In particular the details of
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habitual life are given as those of scenic attributes.
The writer often uses the devices of stage upon stage
to disclose the vanity of existential circumstances. The
narration reproduces scenic choir and confessional
monologues as well.

The aptness of M. Kotsiubynski’s short novels for
being transformed into staged works is indebted to
the general prosaic tendencies reflected in the writer’s
style [32]. The theatrical properties of artistic prose are
to be seen first of all in the particular precision of ver-
bal stuff that approximates proper names. This results
in detailed descriptions reflecting the particular scenic
contemplation as the feature of an actor’s behaviour.
In particular action becomes conceived and perceived
as contemplation at its ultimate developmental degree.
In its turn the representation of reality via heroes’ in-
ner world makes up favourable conditions for staging
prosaic works. The treatment of events from different
viewpoints as seen by different eyewitnesses is compa-
rable to the choir of ancient drama. Then the author’s
image approaches that of producer in theatre that pre-
pares the general design of the staged works. Another
opportunity is to be found in monodramas where the
traditions of soliloquy have been continued. Here the
work is built up as that of a confession that resembles
inner monologues in the habitual actors’ practice. The
metonymic prosaic style promotes separating selected
phenomena as autonomous essences that become dra-
matis personae of an imaginary recital. Fetishes and
phantoms arise as the attributes of imaginary theatri-
cal stage. They become the representations of the “rul-
ing passions” of dramatis personae and thus determine
their conduct. Short novels represent the key moments
of transitions from one position to another or from pre-
vious personal state to the next state of personal fate.
In this respect they can be regarded as dramatic scenes.
One can say of the latent theatrical construction hidden
under the upper layers of shirt novels.

All these examples prove the decisive role of moti-
vation (or spontaneity as the lack of it) for the structure
of text from the interpretative viewpoint. The multi-
dimensionality of text as the result of interpretative
efforts and the reciprocity of interpretation (with the
central position of rehearsal and exercises) show mo-
tivation (as well as separate motifs) as the source of
the field structure (that’s of the contraposition of cen-
tre and periphery) with its ensuing consequences for
interpretative procedures. In particular character is to
be conceived as a motivational revelation: that is why

outer traits of a character are delusive. It can be exem-
plified with the experience of the great dramatic actress
A.K. Tarasova paradoxically “the character of an im-
age was delineated for her as something abstract and
similar at different heroines” [18, /8]; meanwhile the
meaning of these similar features turned out to be of a
quite different nature.

The existence of such homonymous features of
character that bear different intentional weight make it
possible to pose the question as to the interrelation of
action and contemplation within the performing activ-
ity. In particular it concerns the common rule: “I see all
as it is given for me; but I regard all seen by me as it
is set before me” [9, 113]. It means that contemplation
doesn’t entail passiveness, vice versa, it intensifies the
inner labour of imagination and thought. Respectively,
it goes about attention and intention that endure trans-
formations within the inner world of an artist. To ex-
emplify the priority of contemplation as the inner latent
place of work one can again cite the personal evidence
of A.K. Tarasova who happened to pour rich tears
while screening a novel. She explains this exclusive
faculty as follows: “There had been an event in my life
that was very difficult to remember — the tears flew
then by themselves. It is very hard to me; nevertheless
I've managed to remind it” [19, 74]. The experience of
screening gives here especially clear evidences of the
decisive role of attention. For instance, A. K. Tarasova
managed to repeat incessantly eleven times the same
scene — according to her own words — due to “the
ability to concentrate, to prevent distraction, not to lose
the inner state of the heroine” [22, 156]. It is the for-
mation of attentiveness that K. S. Stanislavski stressed
while advising amnesia to separate the single moment
of the present time — “without taking notice” [20, 6]
of anything out of the circle of attention.

The task of contemplative attitude is to disclose
intentions instead of outer traits of character. Respec-
tively the adequate disposition of intentions with their
hierarchy of goals and means determines all outer
movements and actions. Therefore it is intentional
structure of interpreted text that entails the priority of
contemplation. A performer comes back to one’s deep
interior to seek for real intentions and represent them.
That is why “scenic survived passions... can capture
the actor’s attention to the degree of full switching off
one’s own personal survived passions” [21, 123]. It is
again to stress that it goes about inner world of an artist
(actress) and of his or her mechanical movements. This
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intrinsic world involves the life of one’s body, subse-
quently it through survived passions that the somatic
reincarnation of the sought role becomes possible.

In its turn the motivational filament of the inter-
preted text presupposes the disclosure of intentions
as the sources of action instead of actions themselves.
K.S. Stanislavski stressed: “In each episode you look
for the contents that can be represented with a predi-
cate” [20, 67]. It ensues from here that predicates (and
verbs as potential predicates) do not only impart hier-
archy of field structure to a text (and on particular to
a script); they unite text and its interpretation and be-
come a mediating verbal device, a medium. It enables
also the productivity of completive collocations as the
situational designations where the primary abstracted-
ness is removed. Some collocations of the kind arise as
the equivalent substitutions for the denominatives that
are derived from nouns or adjectives. Therefore it is the
so called pronominal verbs with their maximal degree
of generalization that have the reasons to be regarded
as the primary elements of the semantic field of verbs
determining the scheme “he or does it” as the ultimate
compression of contents. In particular the stable collo-
cations (as proverbs) entail the elimination of the verbs
that have once generated such collocations but are now
only meant and not mentioned. Then these eliminated
verbs deliver the predicative function to various nomi-
native complements of circumstantial nature. Due to

their impact upon a narration such derivative predica-
tive elements built of nouns bear the vestiges of their
origin and become the designations of narrative motifs.
These motifs are developed within textual perspective
as the aspectual vehicles tied with the progress of ac-
tion. They enable reinterpreting the primary previous
aspectual meaning so that the demonstration of the ac-
tion in a script becomes possible.

A very peculiar case of situational designation with
the means of verbal collocations is to be found in ver-
bal masks [37] when the respective enunciations are
attributed to different persons and treated as the per-
sonified voices. Then the full picture of a scenic play
can be given already within a narrative. These peculi-
arities of verbal collocations give aid in transforming
prosaic works in scripts with the aim of further staging
them. In particular the situational analysis of verbal
collocations discloses the latent action and makes it
clearly conceived. Even with the eliminated verb a col-
location of the kind bears the compression of a whole
dramatic action and can be regarded as the principal
vehicle of script-making textual transformation.

Thus motivation can be said to be the decisive link
of performance. The disclosure of motifs as the inten-
tional vehicles of potential action maintains the medi-
ating mission of performance. Therefore the work with
motivation becomes the principal task for rehearsals as
the medium of performing activity.
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