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YBOJ

AKTyaJIHOCT H 3HAYUMOCT HaA npoﬁneMa

Hucepraimonnuar tpyx ,,OT TearpajiHa mueca KbM KHHOCHEHapui. Apanrtanus Ha
JpaMaTyprudHus TeKCT. poKycrpa BHUMAHUETO BbPXY HAYYHUs MPOoOJIeM 32 XapaKTepHUTE
0c0o0eHOCTH, CIeU(PUYHUTE W3UCKBAHUS M 3aKOHHUTE, Ha KOUTO CE MOJYMHSBAT TO3H BHI
ajanTanys KaTo 3aIbJDKUTENICH eTal MpH eKpaHW3alusaTa Ha €IUH JAPaMaTUYEeCKH TEKCT.
[IpoGnembT € TAcHO crneuuduueH ¥ Hapea ¢ OOIIMTE 3aKOHU U MpaBUja 3a Ch3/laBaHE Ha
aJlanTUpaH CLEHApHil, I1aBHO MO OeNEeTPUCTUYHU IPOU3BeNeHUs (€IHO J0CTa IIUPOKO MOoJie
IpeJl BUJI Oce3aTeNIHus JsU1 Ha afanTaluuTe BB (PUIMONPOU3BOACTBOTO), CE MOJYUHSBA U Ha
HSIKOM HETIOBTOPUMH 3aKOHOMEPHOCTH Bb3 OCHOBA Ha PA3IMYHUTE HMIIEPATUBH, TIOCTABEHH OT
eMMYECKHUs U JIpaMaTHYECKUsl JTUTeparypeH poj. Mma TpynoBe, KOMUTO YCIIEUIHO H3CIEIBaT
TeopeTuyHata 0a3za M cpela MOAXOMSIIM 32 Ch3JaBAaHETO Ha afanTUpaH CIEHApUl, KOUTO
MPEIOCTaBAT €AHO HAWCTHMHA W3UepraTesaHo u3cienBaHe. B Tax ornuyHo e aedunupana
cnenu(urKaTa Ha Hay4YHHs MPOOJIEM, 3aCeTHAT B M3CJEIBAHETO U CE MOCOYBAT ,,IIOJIBOTHUTE
KaMBHH', KOUTO 3aIlIaliBaT U3CIeq0BaTeNICKus npouec. OuepraBaT ce TPH OCHOBHHU TPYIH
npo6sieMu (TI0IBOJTHA KAMBHH ):

— MH3zcnenBanero aa u3ryou cposrta cnenuduka U 1a MUHE 107 OOIIHs 3HAaMeHaTeN
Ha eKpaHU3aIHATa KaTo 15110

— Ilopaau TecHUs CETMEHT, B KOMTO ce (OKyCHpa U3CIIEIBAHETO, TO JIa ,,lIPEKpadn‘
CBOUTE IPaHUIM U Ja U3ryou ¢okyca cu. ToBa Ou pa3BOJHWIO Tpyda B IpYru
nojachepu Ha KHUHO- M TEaTPO3HAHMETO M OM OTKJIOHWJIO BHUMAHHUETO OT
METOOJIOTHYHHMSI aKIICHT;

— Tlopagm HamcTHHA TscHaTa crienrM(UKa Ha HAyYHUS MPOOJIEM Ja ce CpelIHaT
TPYIHOCTH TPH OTKPUBaHE W THIKYBaHE Ha JOCTaTh4YHA TEOpeTHYHa Oa3za 3a
aHaJIM3 1 000CHOBKA Ha IpeJIoKeHaTa B JUcepTalusiTa XUIoTe3a.

OTuuTaliku TE€3W OIMACHOCTH, B TMOJTOTBHUTENHAaTa (aza Ha paboTaTa € H3BBHPIICH
BHHUMATEJICH MMO00p Ha JINTepaTypara.

Bemie oTtueTeH nenbPT Ha EKpaHU3ALMUTE MO IMUECH, KOUTO Makap W MallbK KaTo
MPOIEHTHO HM3paXEHHWE B OIPOMHHUS MOTOK Ha CBETOBHOTO (DMIMOIPOHM3BOJCTBO, BCE MaK
HaOposiBa XUIIAAN KHHEMaTorpadhuyHu apTedakTy 3a Lens EPHo/] Ha ChIIECTBYBAHETO MY.

He morar ga Ob1aT MOAMUHATH ¥ 3HAYATEIHUS OPOH yCIIENIHN eKpaHU3aIiuy, MHOTO OT

KOUTO ITPEMHUHAIIN Hp06HI/IH KaMBbK Ha BpEMCTO U YTBBPAUIIN CC KATO KIIACUKHU U HICAbOBPU HA



KHHOM3KYCTBOTO, KOUTO Ca OCHOBaHM Ha IPaMaTHYECKH ITbPBOM3TOYHUK. JIOTHYHO BH3HUKBAT
BBIPOCHUTE: KOE€ MpaBH €lIHA €KpaHHW3alMs Ha nueca ycrnemHa? Mma nu anropuTbM, KOWTO
rapaHTUpa yCIEX B TAKOBA TBOPUYECKO MPEIU3BUKATEICTBO? AKO OTIOBOPSHT € ,,Ja“, TO KOU ca
OCHOBHHTE €Taly U KaKBa € crenn(uKaTa Ha KIFOUOBUTE CTHIIKH IPH ,,TPAHCIIOHUPAHETO " WIIN
»TpaHchepa“.

Hacrosmusar Tpya pasriexaa npo0ieMa U310 OT METOIOJIOTHYEH BI'bJ U 'O THIKYBa
KaTo aJroOpuTbM 3a aHATU3 U BHUIOM3MEHSHE HAa MEHTAJIHU XYJIOKECTBEHH CTPYKTYPHU B
OIIpEeZIeTICH MOPSIBbK B3 OCHOBA Ha (CIy4ailHO WJIM HE) CXOACTBO M OYCBHHH AHAJIOTHH B
TBOPYECKHUTE IMOJIXOIM Ha M35IBEHW TEOPETHIHM, IEJaro3y, TBOPIHM M aBTOPH OT CPEAUTE Ha
JIBETE U3KYCTBAa — KUHOTO U TeaTbpa. [IpeyIoxKeHnsT pe3yaTar € OLEHEH OT MEH KaTo eIMH OT
BBb3MOKHMTE BAPMAHTH 32 aJalTallds Ha MMUeca B KMHOCIICHAPUN M OT MO3UIIHMS Ha CBOATA
000CHOBaHa MPAaBUIHOCT HE MPETEHAUpPA 3a €JUHCTBEHOCT. YBEPEH CbM, Y€ ChILECTBYBAT
MHO)KECTBO ITbTHILA M HAYMHU €/IHA TeaTpasiHa Mueca yCHeNIHo (IToBeYe WM MO-Majko) Aa
JOCTHUTHE KHHOEKpaHa — TIIOJIETBT B HW3KYCTBOTO, WHTHMHOCTTAa Ha XYHO0XXECTBEHATa

naboparopusi Ha BCEKH aBTOP U HECTAHJAPTHUTE TBOPUECKH IMOAXOIN Ca HEH3UCPIIACMH.

Xumnoresa

[TocTaBeHuTe BHIPOCH BBB BPb3Ka C ACPUHUPAHETO HA 3aCETHATHS HAY4YEH MPOOIJieM
nopemoxa 1o (Qopmynupanero Ha cinemnara xunoresa: ,,Cb3JABAHETO HA
KMHOCILIEHAPUI Bb3 OCHOBA HA TEATPAJIHA TIMECA E METOJIOJIMT MYHO-
TBOPYECKU ITPOIIEC B HAUAJTHUS ETAIT HA EKPAHUBAIIUATA, KOUTO MOXE
JA BBIAE JE®UHUPAH U MOXE JHA BBAE TIPOCIEJEH AJI'OPUTHM HA
[MPOTUYAHETO M™Y. IIPOHECHT E VYTHUIMTAPEH U KATO TAKBB HE
[NPEITATCTBA, A IIOAIIOMAT'A KOMYHUKHUPAHETO HA KPEATHUBHUTE
TBOPYECKU PEIIEHNMA HA ABTOPA.“

OCHOBHHMSAT BBIPOC BHB Bpb3Ka C TOBa TBBPIACHHUE €: CHINECTBYBA JIM MOJET B
MPUBUIHOTO MHOTOOOpa3ne OT BCIKAKBO €CTECTBO (MICHHO, ECTETHYECKO, )KAaHPOBO U T.H.) Ha
OTJICTHUTE XYA0KECTBeHH apTeakTu? Bb3 0OCHOBAa Ha KOM €MIMPUYHH U METOJOJIOTUYECKU
JOCTHXKEHHSI Ha OE3CIOpPHH TEOPEeTUIM W TPAKTHIM M TIXHOTO CHHEPTHYHO ChUETaBaHE
,»pabotu*™ Tto3m wmoxmen? MopenbT (ako WMa TaKbB) TPHUTEXKABAa JH AHATUTHYHOCT H
YHUBEPCATHOCT, T.€. MOJUIEKU JIU Ha pa3felisiHe Ha OT/AEIHHU eTalu U MoJeTany, KOUTO MOrat

Ja 6’b,ZlaT ILC(I)I/IHI/IpaHI/I " B NIOCJICACTBUC MPCTIOAABAHN U YCBOSABAHU (aHaJII/ITI/IqHOCT) n gajin



MOXe Jla ObJie MPUIOKEH aKko He KbM KOe€ Jia €, TO KbM JOMUHHUPALIOTO KOJUYECTBO OT
3arjaBus, KOJIMYECTBEHO M KaYECTBEHO, HA CBETOBHATA JipaMaTyprus (YHUBEPCAIHOCT).

Iea u 3apaun

OO0mara neJ € 1a ce OTKPOU M IOCOYM BB3MOKEH METO/0JIOTMYEH MoJel (aKo uma
TaKkbB) 3a TpaHCIOHUpaHe/TpaHc(ep Ha TeaTpajHa NUeca B KUHOCLEHApUil IO MbTS Ha
M3IbJIHCHUE HA CIEAHUTE U3CIEA0BATEIICKU 3aAa4H:

— OTKpHBAHE Ha AHAJIOTMM B AHAIIMTHUYHO-TBOPUYECKUS MPOLIEC IIPU pean3anus Ha
TeaTpajHaTa U KMHO-ApaMaTyprus;

— aHaJM3UpaHe Ha CTPYKTYPHUTE OCOOEHOCTH Ha JI0Ka3allu ce KUHeMaTorpapuuHu
apTedaxTH, U3MOI3BAIN 32 MHPBOU3TOYHHUK 00pa3IH Ha APAMATUYECKHSI PO OT
TPUTE KIFOUOBU KIIACUYECKH €TI0XU — AHTHYHOCT, Penecanc, MonepHa apama;

— TIOo4YeprnBaHe OT OBIArapckHsi ONMT 4pe3 aBTOOMOrpaMUHUTE OTKPOBEHMS Ha
HSKOJIKO J10alieHa Ha POAHOTO KHHO.

[Ipu TOBa TpsibBa na ce OTYETE MAJIKOTO KOJIMYECTBO IHPAKO CHOTHOCMMA KbM
nocoueHuTe 3afauu nHpopmamnus. YecTo Ts ce ChIbpikKa B €IHO-IBE MU3PEUCHUS, CTIOMECHATH
MHMOXOJIOM B TEKCTOBE IIOCBETEHU OT aBTOPUTE CH Ha APYrd BBIPOCH. ToBa mpexanosiara u
Hen30eKHaTa MHTEPUCUUIUIMHAPHOCT Ha U3CIIEIBAHETO B HACTOSIIUS TUCEPTALIMOHEH TPY/.
N3no3BaHNTE U3TOYHHUIIMA OT 3aCETHATUTE pa3/ieiid Ha YOBEIIKOTO MO3HAHUE Ca MHOT'O, KaTo
ce 3amoyHe OT ocHoBomosaramara ®dunocodus cbC CBOWTE KIOHOBE, AHTPOIOJNOTHS U
Ecreruka, U3kycrBo3Hanue, Tearpo3snanue u Kunoznanue — Teopus Ha npamara U KHHOTO,
Hcropus Ha KMHOTO M TeaTbpa, Jluteparypara, Tearbpa u Kunematorpada. 1 Toii xato u
KMHOTO, U TeaTbpa ca CUHTETUYHM 10 CBOETO €CTECTBO M3KYCTBAa, HEM30EKHO, HO MO-Cci1abo

3acerHatu ca My3ukata, 1300pa3suTeIHOTO U3KYCTBO U ApXUTEKTypaTa.

OO0ekT 1 nmpeamer

O0eKT Ha HACTOALIOTO H3cieBaHe ¢ GEHOMEHBT ,,aJlallTUPaHe Ha TeaTpajHa Mueca
B KMHOCIIEHapUH* upe3 JIOKaIW3UpaHe Ha KOHKPETHH aHAIUTUYHO-TBOPUYECKU apTedakTu B
MPOU3BEICHUATA HAa OE3CIIOPHU aBTOpHU, 00Opa3ly Ha TEOPETHYHATA MHUCHI U XYIOKECTBEHU
IIPOM3BEAEHUSI OT ropenocodeHara oOekTHa oOgaacrt. Ilpenmer Ha wu3ciaenBaHero ca
JOCTBITHUTE AacCIleKTH, M3Pa3eHd B CIOMEHATUTe apTedakTH IOCPEICTBOM KOHKPETHHTE
METOAOJOTUYHO-TBOPYECKH pELICHUs, 3aJ€THAM BHJIMMO M TOJIEXKAIlO Ha aHAIN3 M

CBIIOCTABKA B U30PAHUTE TEOPETUYHHU U XYT0KECTBEHU O0pa3IIy.



I'panuuu Ha npeaMeTa Ha U3CJIeIBAHETO

I'paHnumTe HA MpeIMeTa HA U3cjeABaHe 00XBaIaT aCIEKTUTE, KOUTO KacasiT 00eKTa
Ha U3CJIeIBAaHE B HETOBUSI METOJIOJIOTMUYEH KOHTEKCT, CBbP3aH C TEOpUATA U IpaKTUKaTa Ha
NeUCTBEHMs], CbOUTHUIHUA U CTPYKTYPHMS aHAJIU3 U NPHIOKEHUETO UM IIPU Ch3/laBaHE Ha
JpaMaTypruueH MPOAYKT M KaTE€rOpudHO C€ JUCTAHLMPAT OT pa3AEIUTE, KOUTO HMAar
OTHOIIEHHE KbM VcTOpHs Ha KMHOTO Ha TeaTbhpa U JAPYr'M T€aTPOBEIYECKU M KMHOBEIYECKH
aCIEeKTH Ha XYJO’KECTBEHOTO TEOPETHUYHO Io3HaHue. /lucepranusara HE LENM Ja ONUCBA U
KJacuduuupa, a 1a noadepe MoAXOAAMUTE U Pa3ThIKyBa aIeKBaTHO 00pa3Ly, KOUTO MOraT Ja
JONIpUHEcaT 3a aHalIM3MpaHeTo Ha (eHoMeHa ,ajanTanuss Ha TeaTpajlHa IMeca B
kuHocueHapuil“. Ilpu peanusauusirta Ha TpyAa CTPUKTHO CbM C€ MPUABPKAI KbM HU30paHUs
INPUHLMII HAa METOAOJOTMYHO-aHAIMTUYHO H3CeABaHE B 00JacTTa Ha CTPYKTYpHUS,
CbOUTHHMHUS M JIEHCTBEH aHalu3, KaTo CbhILUEBPEMEHHO CbM KOMOMHMpAJl CIEIHHUTE
U3CIIEA0BATENICKU MOAXOIH:

— MeTon00rnYHO-aHAIMTUYEH TMOJAX0J — BKJIIOYBA aHAJIW3 HA U3BAJKU OT
TEOPETUYHH TEKCTOBE OT HAI[MOHAJIHO MU CBETOBHO 3HAYMMH TEOPETULU U
IPAaKTULM Ha TeaTbpa U KuHemarorpada u aHajiu3 Ha XyA0KECTBEHH apTedakTu
B KOHTEKCT Ha H3cie1oBaTeIckus Gokyc;

— Ilonxon Ha CMHTETHYHA MHTEPIPETALUS HA TEOPETUYHU BB3IJIEIU, U3TPA/ICHU Ha
0a3a cOOCTBEH TBOPYECKH ONHT — M3MOJI3BaHE W 0000IIaBaHE HA PE3yITaTH OT
J00pY NPaKTUKY B aHAJIMTUYHUS OJIXO0/ OT JIMYHATa MU TBOpUecka ouorpadus,
OCHOBHO I10 JINHUATA Ha ,,cbOUTHITHNA aHaN3* Ha TOBCTOHOTOB;

— Merona Ha HM3CNIEIOBATENCKOTO HHTEPBIO — CIHOJENSAHE HA ONMT U JIMYHU
BB3IJIE/IN OT JJOAWEHU Ha OBJIrapcKOTO KHUHO.

TeopeTnuHaTa paMKa Ha U3CIEABAHETO OYEPTABA CTPUKTHO TEXHOJIOTUYHHUSA aCIEKT Ha
aJlanTanusaTa Ha JIMTEpAaTypHUs MaTEpHUall U HE €€ 3aHMMaBa C OCTAHAIMTE €Taly 10 BT KbM
3aBbpPIICHA €KpaHW3alus. 3a LENATa €€ M3MON3BaT INIABHO METOABT Ha CBIIOCTABSIHETO U
aHaJIOTHUATA TPU aHalIM3a U OIEHKaTa Ha TBOPYECKOTO HAaMEpEHHE M aJIeKBaTHOCTTa Ha

peaim3anusTa My B I/I36paHI/ITe XYAOXKCCTBCHHU apTeq)aKTI/I.



Chabp:KaHMETO HAa HACTOSIIMS JUCEPTAIMOHEH TPYJ € IUIACUPaHO B YBOJ, YETUPH

TJIaBH, 3aKIIIOYCHUEC U ABC NPUIIOKCHUA-UHTCPBIOTA.

YBOJ

YBoabT JOKanu3upa OTIPABHUTE TOYKHM, LEIM W 3aJa4d, KOUTO CE€ IOCTaBAT C
HanucBaHeTo Ha Tpyna. dukcupa Mo-3HAUUMH TEOPETUYHU TPYAOBE, KATO M3TOUYHUIIM Ha
uHbOpMaNKA U MPaBH UCTOPUYECKU IMperieq Ha (eHOMeHa ,,eKpaHu3alus Ha mHeca’, Karo
HeoOxoMMa olleHbYHa 0a3a Ha 3HaueHueTo My. [loguepraBa ce, ue HaCTOSIIOTO U3CJIEBAHE
HsIMa 3a 1IeJ1 U34YepIiaTeIHO ChbOMpPaHe U U3PEKIaHe Ha BCUUKH 00pa3iy Ha PUIIMHU, Ch3/1aJICHU
[0 TeaTpaJHU MHECH, OT IVIeHAa TOYKAa HAa UCTOpHUATa Ha KUHOTO. TpynoBe, MOCBETEHU Ha
(GUIMH IO aJanTUPAHU CIICHAPUHA MMA MHOTO, HO aKIIEHTHT B TAX € MO-CKOPO KHHOBEIUCCKHU.
Ha 6a3ara na cp0panara/cenekTrupanata MHGOpMaIIHs ce TOCTaBI Ha aHAJIU3 TBOPYECTBOTO Ha
JaZeH aBTOp WIM XYJ0’KECTBEHO HANpaBJICHHE, OLICHSBA CE€ pojsiTa W 3HAYEHUETO Ha
[IOCOYEHUTE MPOM3BEICHUS 3a JaJ€H PErHOH WIM IEpUOoJ B Pa3BUTHETO Ha KMHOTO WU 3a
KMHOTO Kato II5U10.

AJlaniTUpaHUTE CLUEHAapUU MO MHECH HE CE€ pajJBaT Ha ClHelUalIHO BHMMaHHE. Te ce
pasriiexaar Hapel C aJlanTallMiTe 0 POMAaHU U TIOBECTH, BKIIOYEHH XPOHOJOTUYHO B 00IIaTa
nopeauia OT IPOU3BEIEHUS Ha AaJIeH KHHOPEXKUChOP WK 00I11aTa MaHopaMa 3a J1aJieH eprojg
OT HUCTOpHsSTa Ha KUHOTO. MMa H3K/IIOYEeHHs, KOUTO OTAENAT CIEeUUaTHO BHUMaHHE Ha
eKpaHu3anuuTe no nuecu. Enno takoBa uscneasane e ,,lllexcnup u kuno*, uza. ,,Hayka* 1973
r. 3nannero Ha pycKHM €3UK MpOCIEsiBa HSAKOJIKO €KPaHW3alUU IO MIEKCIUPOBU MHUECH.
[IpaBu mapanen Mexay BapHaHTH Ha ,,XamieT, maHopamMa Ha (QUJIMHUTE MO HIEKCHHUPOBU
3arnaBus Ha OpchbH Yelic, HeMbJICH MperJie]l Ha eBPOMecKr oOpasiu cpea KouTo ,,Pomeo u
Kynuera®“ na dpanko /[3epupenu, naBa qocra m3ueprnareineH COHUCHK (0€3 MPETEHIHH 3a
MIBJIHOTA) 32 BCUYKHU MIEKCITUPOBU €KpPaHU3AIMH, 3aCHETH OT 30paTa Ha KHHOTO /10 U3JaBaHEeTO
Ha KHUraTa. (BchIIHOCT ch3aBaHETO HA TApaHTHPAHO MBJIEH CIHMCHK C €KpaHU3AlUU U3001110
WJTU TaKWBA 10 NMUECH B CBETOBEH Mariab eiBa jin € Bb3MOXKHO. [IspBUTE 25 TOAMHN HA KHHOTO
ca Oens3aHd OT OypHO M CTUXHIHO Pa3BUTHE M HE 1O TaM aKypaTHa IOKYMEHTAaIus U
apXMBUpaHE, a HHUCKATa TPAMHOCT M 3aMAJIMMOCT Ha LEIYJOHWJHATAa JIEHTAa € W3Tpuiia 3a
UCTOpUSATA LEJNU TEeHEpalud OT aBTOPU U MPOU3BEACHHUA.). AKIEHTHT B H3CIEABAHETO

Hllekcnup B KMHO® € aHAIMTHUYEH OT IJeJHa TOYKa Ha HCTOPHUS HA KHUHOTO, OYEPTAHHUTE



TEHJCHIIMU ca OOEKTHUBHHU, HO PA3TJeKJaHH, KOMEHTHUPAHU U WHTEPIPETHPAHU OT TJIe/lHa
TOYKA Ha JIOrMaTUYHATa COLUAIMCTUYECKA ECTETUKA.

Enun o061 npernien Ha HaJMYHATA TEOPETUYHA JIMTEpaTypa MOKa3Ba, 4e MPOLEeChT Ha
aJlanTanus Ha TeaTpajiHaTa ApaMaTyprus B [paMaTyprus 3a KMHO € ¢1a00 u3cie/iBaH OT IiieIHa
TOYKAa Ha TEXHOJIOTUATA, AJITOPUTHhMA Ha IPEBPBUIAHETO HA ITMecaTa B clieHapuil. To3u npouec
Ce IOIYMHABA Ha YHUBEPCAIHUTE IIPaBUiIa 32 EKpaHU3aLMs, HO U MMa IIOPEAULa OT CTHIIKH 32
pelaBaHeTo Ha MOpeuiia IpaMaTyprudHy MPoOJIeMH, KOUTO B3HUKBAT OT camara crieruduka
Ha TeaTpaJlHaTa U KUHO-IpamMaTyprusl.

CepuiectByBar, pa3zdupa ce, MHOTO TpyAOBE IOCBEeTeHHM Ha cueHapusa. [lopamu
XapaKTepHUTE PA3UYUs B PA3BUTHETO HA aMEPUKAHCKOTO U €BPONEHCKOTO KUHO, MpodecusiTa
Ha CIIEHApUCTa € MO-KaTeropuyHo oOocoOeHa 3an okeaHa. M BeIOpekH, 4e poista Ha
CIICHApUCTa € UMajia pa3linyHa TeKECT B Pa3IUYHU MIEPUOIU M HAIIMOHAIHU KMHEMaTorpapuu
B EBpomna, Tyk possita Ha peXuchbopa B Ch3JaBAaHETO HA CLIEHAPUS € 3HAYUTEIHO MO-TOJsIMa.
Bce mak He MOke Ja ce OTpede y4acTHETO Ha aBTOPUTE IPH Ch3/1aBaHE HA EKPAHU3ALHU I10
TEXHU IIPOU3BEJICHNUS, KOIaTO TOBA € Bb3MOXKHO.

OT amepuKaHCKHUTE MPEACTaBUTEIHN HA Mpodecusra ,,cClieHapucT* OUX OTIENUI aBTOPU
Ha JIBa KallUTaJIHU Tpya: ,, [€opus U IpakTUKa HAa Ch3aBaHETO HA MMHecaTa U KHHOCIICHApHs‘
ot Jlxxon Xaywspa JloyceH u ,,Kunocuenapusar. OcHoBU Ha KHMHOCLEeHapucThkaTa.” ot Cuj
Ouitna. Mamabure Ha aMepUKaHCKaTa KUHOMHIYCTPHS, Pa3eICHUETO Ha OTTOBOPHOCTUTE HA
pa3IMYHUTE YYACTHHULIM B Ch3/1aBAaHETO HA FOTOBMSI Ma3apeH MPOAYKT (KaKbBTO € (QUIMBT MO
CMHCBJIa Ha aMEPUKaHCKOTO KMHONPOM3BOJCTBO) HamaraT M yHU(UKAIMs Ha Mpolieca Ha
IIACAaHE HA CLIEHAPUHU.

To3um ¢akt He e HempemMeHHO Joml. I3BexxgaHe Ha YHUBEpPCAJHM 3aKOHU B
CIIEHApUCTUKATa caMO YacCTUYHO BOAM N0 yHU(UKanus u cxemaruzamus. [lebunupanero Ha
€TaluTe Ha CTPYKTYpPUpPAaHE IIPU Cb3JaBaHE HA €IUH CLCHAPUM € BAXXHO U IOJE3HO 3a
Pa3BUTUETO HA TEOPETHUYHOTO IO3HAHWE M HEJOTMATHYHOTO MYy IPWIAraHe B IMpaKTHKaTa
crioMara 3a ch37[aBaHeTO Ha KHHOTBOPOU, KOMTO KpUTHKATa IPHUEMa 3a aKo He 3a IIEbOBPHU, TO
NIOHE 3a WbPBOKJIACHH NpPOM3BEAEHUS. BbIpekn ocCHOBaTeNHUTE OOBUHEHHMS KbM
aMEPUKAHCKOTO KMHO B CXeMaTH3alus W yHU(UKAIMS Ha CIOKETUTE M KIUIIMPAHOCT Ha
MPEJCTaBIHETO MM, ChIIECTBYBAT OE3CIIOPHU MOCTUKEHHUS, KOUTO HAIXBBPIAT PaMKHUTE Ha
MeiHcTpuiiMa. BuHa 3a cxeMmaTtu3amusaTta HOCH HE TTO3HAHUETO 3a CTPYKTypaTa Ha CIOXKETa, a
JUIcaTa Ha KpeaTHMBEH MMITYJIC, MacoBaTa KOMEpcHajlu3allus W, KaTo 4e JH, BceoOIara
XEJIOHM3alUsl U BB3NPHEMUYHBOCT Ha OOIIECTBOTO KBM pAa3BIEKATENIHU U TOBBPXHOCTHU

cro)keTd. B Haii-noOpust ciydail MOpagHO-€THUYHHMTE TOCIaHUs ce CBeXJaT g0 Oopba Ha



I00pOTO | 370TO Ha (JOHA HA 3PETUIIHU, TEXHUYECKU FeHepupaHy OaTaluy WU KaTaKIUu3MU,
KOETO HErJMKMpa BCE IOBEUYE POJIATA HA JpaMaTHYEeCKaTa KOMIIOHEHTAa B KMHOpa3Kaza —
aKThOpPAa M HEroBaTa Mrpa UMar BCE IIO-MajKa OTHOCUTEIHA TEXKECT B MAacOBATA XOJIUBYJCKA
MPOIYKIIHS (OTHOBO C HAIIOMHSHE, Y€ ChIIECTBYBAT IPOU3BEACHUS U aBTOPU, KOUTO Ca BCTPaHU
OT Ta3u TeHAeHus. Bece nmak puiMuTe UM OCTaBaT W3BBH CIIUCHKA Ha OJIOKOACTHPUTE U Ca M0-
CKOpO (OKYyC HAa MHTEPEC HA IEHUTEINUTE U MPOPECHOHATHCTUTE. )

B eBponenckoTo KMHO Ch3/1aBAaHETO HA CLEHAPHUM € €AWH 10 TrojsiMa CTENEH JINYEH,
WHTUMEH MPOIIeC, JOKOJIKOTO PEKUCHOPHT JOMUHHUPA Mpolieca Ha Ch3/1aBaHeTo Ha (puiima BB
BCEKHU €IMH HEroB erarl. Bce mak cTpaHuiy, pas3zieinu, IJIaBu IOCBETEHH Ha HAIIMCBAHETO Ha
KUHOCIICHapUs (UM HEHAINMCBAHETO MY, KakTo € npu Bum Benaepc) uma B 1utepaTypHOTO
HACJIEICTBO HA IOYTHM BCEKH €IUH TOJISIM €BPOMEHCKU KHUHOPEXKHUCHOP. ,,YKazaHHATa™ 3a
Ch3JlaBaHe Ha YCIEIIeH KMHOCLEHApU CIOpea BCEKH ca KOJIKOTO CHelM(HYHHU, TOJIKOBA H
yHUBepcalHU. ['0jiiMa 4acT OT aBTOPUTE U OT JIBETE CTPAHU HA OKEaHa MOCBEUIaBaT CTPAHUIU
Ha aJanTUPaHETO HAa TEKCTOBE 32 LenuTe Ha KuHoTo. Cun duidng uma oT/IeHa TJ1aBa 3a TOBa,
a JloychbH mocTaBs Inapajen MEXKy TearpajlHaTa U KMHOApamMaTyprus Olle B 3arjiaBUETO Ha
Tpyna cu. 3a cBoute ajanrtauuu numat J[3edupenn, Baiina u npyru. Karo msuio craa gyma 3a
aJlanTipaHe Ha JHUTEepaTypHH MPOHU3BEICHHUS BbHOOIE, HO JOKOJIKOTO aJamnTanuara Ha
TeaTpajHa Iueca € YacTeH ciydyaid Ha OOIIOTO Te3W MUCAHW M3TOYHMIIM MOTaT jaa Obaar
MOJI3BaHU KaTO U3TOYHUK Ha MPEACTOSAIINS aHAIU3.

Ilenta Ha HacTosimiata pabotra € na chOepe M 00O0OIIM MOAXOASIIUS OMUT, OT
oubmmorpadceku u punmorpadcku U3TOYHUIIN, HA 3HAUUMUTE aBTOPU OT CBETOBHOTO KHHO, &
1 ObaTapckuTe UM Kosieru. duHaIHATA 3a/1a4a € Ch3JaBaHeTO Ha MpodecuoHaIeH HapbYHHUK,
MTOMOIIHHK TIPH aJIallTallUsITa Ha TeaTpaiHa Mueca 3a Hy)KIuTe Ha KHHOTO. CBoeoOpa3eH MOCT
MeXay mnuecata W (GUiIMa, OTUYHTAI] CHEHUDUIYHUTE TPUIUKA M PA3NTUKH MEXAYy IBETE
W3KYCTBa.

[To-HaTaTbKk B yBOAa B OT/ACIHU Pa3eiid C€ pasriexkaa crenudukara Ha TeaTbpa U
kuHOTO. OTUMTAT Ce MPUIMKUTE U paznukuTe. Ha ¢oHa Ha HECHMHEHUTE PA3IMKH, KOUTO TH
pasrpaHuyaBaT KaTO CAMOCTOMHU HM3KyCTBa C€ MOJJIaraT Ha aHallu3 U HSAKOW MPUIMKU B
MeXaHu3Ma Ha KOMYHUKAIUA U Bb3/ICHCTBUE HA JIBETE U3KYCTBA.

Cnenpamusar mnojapaszieNl Ha YyBOAHATa 4YacT pas3riexaa KIAaCHMYECKH BB3IIIEN 3a
€MUYECKOTO U IPAaMaTHIECKOTO U3KYCTBO MPU APHUCTOTEN U CIEU(PUKUTE HA IPaMaTHIECKOTO
npousBeneHue. ,Jlloetukara® e BepoATHO HaW-IUTUpPaHHUS M3TOYHUK B o0JacTTa Ha
M3KYCTBO3HAHMETO. B Hero ApHUCTOTEN MOCTY/IHpa YCHEIIHO MPUHUHUIINATE BAIUAHU TPHU

Ch3/1aBaHE Ha TeaTpasHH (JpaMaTUYeCKH) U JINTEpaTypHHU (enuyecku) npousBeaeHus. TpyabT



€ MoJJjiaraH Ha MHOTOKpPAaTHU aHaJIM3U U € Pa3ThIKYBaH JI0 IMOCJeHaTa 3ameTaiika oT Hail-
rOJIEMUTE YMOBE Ha YOBEUECTBOTO M €Ba JIM MOXeE Ja ce J00aBH Hemo HOBO. Bce mak e
HEM30€KHO J1a ce pasrienaT HAKOM aKIeHTU OT IJIelHa TOYKa Ha MmpodiieMaTuKara, KOsiTo HU
3aHMMaBa B HAacTosIIaTa paboTa U Mopaju aKCHOMaTHYHUS, OCHOBOIIOJIArall] XapakTep Ha ,,3a
MOETUYHOTO U3KYCTBO .

B cnepBamuTe nBa mojapaszgena ce OTYMTAa 3HAYEHUETO Ha Menuec M posidATta Ha
aJlanTHpaHKs CIICHApHid B IIpOIleca Ha PaHHOTO pa3BUTHE HA HAMOTO KMHO. M30posiBar ce mo
3HAYUMUTE 3arjiaBUs Ha €KpaHU3allUU 0 MHecH OT To3M mnepuoa. [loguepraBa ce eranmHOTO
3HaueHue Ha prima ,,Cnamenara mamnka“ Ha Prone Kiep.

[To-HaTaTbK B OTHAEIEH MOApPA3A€ia CE€ OT4YMTA, Y€ TOpe-10Jy IO BpPEMETO Ha
3acHemaHeTo Ha ,,Cnamenara manka“ ot Prone Kinep, Aiizenmiaiin Beue pab0OTH Ha/1 CTYIUUTE,
KOUTO CbCTaBisiBar ,,MoHTaxbT“. Tam Toi 00oOIIaBa omuTa cM M B MOpEAMIIA OT eceTa
M3BEXKJA M IMOCTYIHpA 3aKOHUTE HA MOJEPHHS METOJOJOTHYecCKH OOOCHOBAaH, TBOPYECKHU
MOJIXOA B U3rPAXTAHETO HAa KUHEMaTorpadudHoTo mpousBercHue. Ocbh3HABAHETO, Ue
KaMmepaTa ¢ TEXHUYECKUTE CH Bb3MOYKHOCTH J1aBa Bb3MOXKHOCT 33 HEOIPAaHUUEHHU NPEeCKayaHus
BBB BpEME-MPOCTPAHCTBOTO € AKCMOMAaTUYHO U Bh3 OCHOBA HA aHAJIOTUATA C Ae(pUHULIUATA HA
ApucTOTeN 32 enrYecKara noe3us JaBa HeMmoKIaTUMO OCHOBAaHUE KUHOTO J1a ObJie IeUHUPAHO
KaTo enoc B KapTUHU. Taka KaKkTo pa3Ka3BaybT/MUCATENAT C IOMOIITA Ha U3PA3HUTE CPECTBA
Ha CJIOBOTO, U3BBPIIBA crienn(puIHa noape0a Ha TyMH B HAKAKBa JIOTHYECKA, CMHCIIOBA WIIH
acollMaTUBHA MOCJEI0BATEIHOCT ¢ 1ieN (hOKycHpaHe BbpPXY HIKAKBO BHYIIIEHHE, OOpUCYBaHe
Ha TIEPCOHAXU U CHOUTHS OT TJIeJHA TOYKA Ha 3alliTa Ha HSAKAaKBa HMJes U MOCTUTaHE Ha
XYJOKECTBEH €(pEeKT Ha BB3JCICTBHE, Taka W aBTOPBT Ha KuHemarorpaduyHarta TBOpOa,
M3MOI3BallKi Bb3MOKHOCTUTE HAa KaMepara, MOJIPek/]1a BbB BPEMETO JABMKEIIUTE C€ KAPTUHU
3a Ja YOPaXHU BB3JCUCTBHE, Ype3 LSJIOCTHO 3BYKO-3pHTENHO Bb3mpustue. [lpm ToBa
PE3YNTaThT KaTO BB3ACHCTBUE OT MOIpeidaTa Ha JyMHUTE WK KaIpUTe, 3SHAUUTEITHO HAJAXBHPIIS
MexaHW4YHUs UM cOop. Hanuie e kauecTBeH CKOK BbB BB3MPUSITHETO, IPUCHII] CAMO Ha yJIavyHO
Ch3a/leH 00eKT Ha U3KYyCTBOTO. [0 cMuChiIa Ha TOPEU3I0KEHOTO eMUYecKaTa JIuTeparypa u
KMHOTO Ca CPOJIHU M3KYCTBa, OCHOBABAaIl CBOETO BB3JICUCTBHE BbPXY €MMYECKOTO HAYAJIO B
U3KYyCTBOTO.

[Tompa3nen 7 Ha yBOIHATa 4YacT pasriexja CHeMUUYHUS CAydail — aganTanus Ha
teatpanHa nueca. dokycupa ce BbpXY MNPWIMKUTE U pPa3IMKUTE C aJanTalusTa Ha
OeneTpucTUYeH TEKCT. Y CTaHOBSBA Ce, Ye ApamMaTH3alusaTa U eKpaHU3alusaTa ca JBETe CTpaHu
Ha eJlHa W ChIlla MOHETA, PEIUIPOYHH MPOIIECH. 3a MbPBU BT c€ AePUHHIPaA Pas3TISKIAHETO

Ha C€AHO 6CJ'ICTpI/ICTI/I‘-IHO MONPOU3BCACHUC MW HEroBaTa CKpaHU3alHUA KaTO CaMOCTOATCIIHU
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CTPYKTYPH, KOUTO UMAT CBOSA crielu(rKa U Bb3IeHCTBUE OT IJIeJJHA TOYKA Ha crienu(pUIHUTE
3a 1aICHOTO U3KYCTBO U3pa3HU CPEJCTBA C YTOBOPKATa, Y€ U ABETE CTPYKTYPH ca B LIMPOKATa
TEpUTOPHs Ha enuueckus poa. OTynTa ce, 4e eKpaHu3alusaTa Ha mieca € mog00eH mpoLec, HO
mpearnoyiara 3aJbJDKUTENIHO IpeckauyaHe OT TEepUTOpUATa Ha JIpaMaTHUYecKus poja B
TepuTopHsaTa Ha emoca. [lo To3u HauuH ce HabmogaBa (eHOMEHa Ha JApamaTH3anusaTa u
eKpaHHU3aLuaTa — ABa UJIEHTUYHHU, HO PELIUIIPOYHU MpOIieCca.

B nogpaznen 8 Ha yBoza ce neduHupa riaBHaTa XMIOTE3a HA JUCEPTALMOHHUS TPYL:
,CB3JIABAHETO HA KMHOCLIEHAPUI Bb3 OCHOBA HA TEATPAJIHA IIMECA E
METOJOJIM'MYHO-TBOPUECKM  TIPOLIEC B  HAUYAJIHMA  ETAIl HA
EKPAHU3ALIMATA, KOUTO MOXE JIA BbJIE JE®PMHUPAH U MOXE JA BbJE
[MPOCJIEAEH AJITOPUTHM HA IPOTUYAHETO MVY. [IPOLUECHT E YTUINTAPEH U
KATO TAKBB HE IIPEIISITCTBA, A IIOAIIOMATA KOMYHUKHWPAHETO HA
KPEATUBHUTE TBOPUECKU PEIHEHUSA HA ABTOPA.*

II'bPBA TI'JIABA. TEOPETUYHA OBOCHOBKA HA IIPEJJIOKEHATA TE3A -
INPUJIMKHU U PA3JIMKHU B IOAXOJA HA AJANITAIIUA 3A TEATBP U KUHO
IIPU PABSTPAHUYABAHE HA CbOTBETHUTE CIIEHU®PUKHN

ITppBa rnasa e cTpyKkTypHupaHa B ieceT noapaszeia. Cies u3ros3BaHeTo Ha XUII0Te3aTa
B I'bPBUS pa3fies, Karo OTIpaBHA TOYKA 3a aHAJIMTUYHATA 4acT BbB BTOPHUS IMOAPA3IEN Ce
OTYUTA MO3ULMUATA Ha JAPaMaTHYECKOTO IpPOU3BEIEHHWE — IUecara B €1Ha CHelu(HUYHA,
nOyanucTuuHa cutyanus. OT €Ha CTpaHa, Ts € 3aBbPIICHO NPOU3BEICHHE, a U XYIOKECTBEH
¢bakT, mpou3BeleHUE Ha €IUH OT JUTEpaTypHUTE DPOAOBE, CHIUIECTBYBAIll MaTEpPUAIHO B
CTPaHULUTE HA KHIKHO TAJIO WK JIpYr HocuTed Ha uH(opmauus. B Ta3u cu kHuxkHa popma
€/IHa MHeca UMa CBOUTE CpeIlld, Makap U MO-PelKH, ¢ KpallHus moTpedurten — uurtartens. B
JIpYroTO MY IIpEHAa3HAYEHUE — HA MHUCAaH TEKCT, POJIATa Ha €IWH JPAMATUYECKU TEKCT MMa
npeobiasaBailo yTUIMTApHU 3aJauyd — Jla ce NPEeBbpPHE B OCHOBA, B I'bPBOM3TOYHUK Ha
TeaTpajieH CIEeKTaKbJl. MexaHU3MbT Ha TO3U IPOLEC cie/iBa Hal-00II0 TpU eTama: nmueca —
peXHCbOpCKa BEpCHUsl — TeaTpalieH CHEKTaKbJ, KaTo BCEKU €AMH OT €TaluTe MpeAcTaBisiBa
MEHTAaJHA CTPYKTYpa, GPUKCUpaHa B CBOE MAaTEPUAIHO U3pAKEHHE.

Pasrnexna ce pexxucbopckara Bepcus, HEMHUTE (QYHKIUS M 3HAYCHHE, MSICTOTO Ha
pexXucbopckaTa BepCHs B TBOPYECKUS nporuec Ha Cbh3/1aBaHe Ha

ajanTanuara/uHTepnperanusaTa. Iluecata u pexxucpbopckaTa Bepcusl ca MaTepHaIeH u3pas3 Ha
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MpEJCTaBu ChOTBETHO B CH3HAHUETO HA JApamaTypra M pPEeXUCbOpa C 1€ Ch3/JIaBaHE Ha
OompezeiieHa IMpeIcTaBa B Cbh3HAHMETO Ha 3purend. Llemusar mpomec mnpexacrasisiBa
XPOHOJIOTUYHO M3TPAKJIAHE HA B3aUMHO CBbP3aHU MEHTAJIHU CTPYKTYPH, KOUTO YpPE3 CBOUTE
MaTepHaAIHU MPOSBIICHUS IMOCIEIOBATEIIHO IOCTUTAT 10 Chb3HAHUETO Ha Bh3npuemanus. Besko
€IHO OT MAaTEPHAIIHUTE IMPOSBICHUS CIY)KHM KaTo 0asza 3a MHTEpHpeTalus, MPEeBpbhIIa ce B
MEIHAaTOp B IpOLECa Ha ajantanusa. Taka HanmpuMmep, nuecara KOMyHUKUpa IpeacTaBara Ha
JpaMarypra CbC CH3HAHMETO HA PEXHUChOPA, a PEKUCbOPCKATa BEPCUS OCUTypsIBa
KOMYHHMKAIIMOHHATA Cpella MEXIY PEKHUChOpAa M €KHUIla MPU Ch3/IaBaHE Ha CIEKTaKbJa, a
CIIEKTaKbJIBT HAa CBOM pell NMOCPEAHWYU NPHU peah3alusaTa Ha PEKUCHOPCKUS 3aMHUCHJI B
Chb3HAHMETO Ha 3putrens. YecTo (M MOTpENIHO) TBOPLMTE CMATAT, Y€ peanu3alusaTa €
MPUKITIOYNIIA C OCHILIECTBABAHETO HA CIIEKTAKbJIA, HO TOM HAMHUPA ChUIHOCTHATA CU PeaInu3alus
4ype3 MPOEKIUATA CH B Ch3HAHUETO Ha Bb3IpHUEMaIIHs.

B noapaznen 4 Ha mbpBa IiaBa ce pas3riiexjaa BbIPOCa 3a BUAOBETE ajanTalud U
CBHIIIHOCTTAa Ha ajanTanusara Karo mnporec. KakBo o3HauaBa amantanusa? B cmuchia Ha
JUTeparypaTa M MU3KYCTBOTO TOBAa € MPUTaXKJaHE HA TEKCT C OrJeJ Ha HEroBOTO
npeaHa3HaueHue. B TpuTe M30poeHM IMO-Tope BapuaHTa Ha aJanTanus, BBIPEKH, Y€ TE Ce
pasinyaBaT KOPEHHO €1H OT JAPYT 10 OTHOLIEHUETO Ha PEKUChOPA KbM OPUTHMHAIIHUS TEKCT,
ce 3ama3Ba eIHO 0a30BO OOCTOSTEICTBO — T€ OCTaBaT KaTerOpUYHO B TEPUTOpUATA Ha
JpaMaTHIecKoTo M3KycTBO. [Inecata ce ch3maBa IIaBHO 3a Ja ObJE MMOCTaBEHA HA CIICHA,
BBIIPEKU Y€ M0 HU3KIIOYEHUE MOXKE J1a CE€ YeTe€ KaTo JUTepaTypHO mnpousseneHue. [lopaau
OCHOBHOTO CH TIpeTHA3HAaYCHHE TS OTrOBaps Ha olnpe/esieHa creruuka, ToCTyIupaHa olle OT
Apucroren. IIuecara e TEKCT 3a TeaThbp W KAaKBAaTO M aJanTalus Ja MPEThPIU MO BpEME Ha
MOJrOTOBKATa Ha PEXKHUChOPA, CHIIMHCKOTO Ch3/IaBaHE HA IMOCTAaHOBKAaTa M cCpemjata Ha
CIEKTaKbJa B ¢ MyOIMKaTa, TS CU OCTaBa TEKCT 3a TeaThp. 3pUTENAT POKyCcHpa BHUMAHUETO CU
KBbM CIIyYBAaIllOTO CE€ Ha ClleHaTa OjarojapeHue Ha Kpexkara Bspa, 4e ChOUTHSTA ce CIydBaT
MpeJl OYUTE MY, TYK M CETa U TOW € HEIOCPEICTBEH CBUJIETEI HA IEUCTBUATA HA IEPCOHAKUTE.
Bop3npuemanusaT He U3NUTBA 3a0iyja, Y€ JACUCTBUATA U CHOUTHUSTA Ha CIIEHATa CE CIIy4YBar
HauctuHa, Toi BAPBA B TOBa. [IBTAT Ha €1MH TEKCT OT Ch3HAHUETO HAa aBTOPA 10 Chb3HAHUETO
Ha 3pUTENIs, TPEMUHABA MPE3 HAKOJIKO aJallTalliy ¢ €1Ha €AUNHCTBEHA LEJ — 1a ChbXPaH! U JOpU
YKPEIIH OlLe NTOBEYE Ta3U Bspa.

AKO TOBOPHM 32 ajiarnTtainus Ha ueca U MPEBPBIIAHETO H B CIIEKTAKBJI, TO TOBOPUM 3a
ajanTaius Ha CTPYKTypH. [IbpBoHauanHaTa oOpa3HO-MEHTaIHA CTPYKTypa B Chb3HAHUETO Ha
aBTOpa HaMUpa CBOETO MATEPUAIIHO M3PAKCHUE B HAIMMCAHUS TEKCT, KOWTO OT CBOS CTpaHa

CJIY?KH Ha pCKUCHOPA 3a MbPBOU3TOYHUK, OILIOKIAMKH HETOBOTO Ch3HAHME 3a Ch3JIlaBaHETO Ha
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ObJIelMs  CIHEKTaKbJ, HE3aBUCUMO OT CTEMeHTa Ha  uWHTeprperanus. Jopwu
CBPBXMHTEpIIPETAIMATA, KOSITO  Mpeanoyiara OTpUYaHe, JIOpU  pa3pyllaBaHe Ha
IpaMaTyprudHusi MMbPBOM3TOYHHUK, € CJIEACTBHE OT TOBa pa3pyllaBaHe, 3alll0OTO akTa Ha
paspylIaBaHe Ha €IHa CTPYKTypa HOCH TledaTa Ha ChIECTBYBAHETO M.

B noapaznenu I1.5. u 11.6. ce pasriexnaaT mociaegoBaTEIHO €TalKWTEe B MOJAXO0Aa Ha
ajanTaiusl Ha JpaMaTHYeCKUsi TEKCT B TE€AaTPaJCH CIEKTaKbJ W ChIIUTE MPU afanTaius Ha
JpaMaTUYecKusl TEKCT B KMHOCIIeHapuii. Ha 0a3aTa Ha aHanorusita ce OTYUTAT MPUIMKUTE HA

JIBaTa Impoiieca.

APAMATUYECKH POA

Cnekmakba Ha 3pumeas
NCUX0-eMOUUTHaAHE
cmpykmypa B chaHaHuemo

)

Cnekmakea Ha peXducesopa
HoBa crmpykmypa

t

Pekucwopcka Bepcua

t

Cnekmakta Ha pexduceopa
MNocuxo-eMouuoHaAHa
cmpykmypa B chavawuemo

)

NMueca

)

CnekmakbA
Ha aBmopa/gpaMamypaa
Mcuxo-eMoUUOHEAHA
cmpykmypa 8 ChaHanuemo

Taka mpennoxeHata, guarpaMata Ha pPEKHChOpPCKaTa BepcHs MPEICTaBISABA
MaTepuaaHUs M3pa3 Ha MEHTAJHaTa CTPYKTypa, WACaTHUs CIEKTaKb]l B CHh3HAHHUETO Ha
pexucbopa. Pexucropckara Bepcus MMa YTUIUTApHO MpeaHa3HaueHue. Ts e cBoeoOpaseH
uHTEepQEiic, KOUTO CITY)KH 32 TIOCPETHHUK WM CPela, B KOSITO PEKHUCHOpa Ja Mpeaje BU3UATA
CH Ha IMOCTaHOBBYHHMS E€KHUII U J1a Ch3/aJIe CIIEKTaKbiIa. PexkuchopckaTa BepCHs OYTH HUKOTA
HsIMa 3aBBpILIEH TuTeparypeH Bua. OCHOBEH KOMIIOHEHT B Hes € aJanTaiusTa Ha TeKCTa, HO
4eCTO ChIbpPKAa U MHOXKECTBO OENEKKH, CKHIIM W TPENpaTkd — BBTPEITHH U KbM BBHHIIHU
n3TouHNIM. EnHa dYacT mpejacTaBisiBa METOJOJOTHYHO OOOCHOBAaHAa W OpraHW3HMpaHa
aHAJTMTHYHA CTPYKTYpa, OT JpyTa CTpaHa € TUI0/I Ha MHOTO HHTUMHH TBOPUYECKH TPOIIECH, TUTOJT

Ha JIMYHUSA OIIUT, TJICAHAa TOYKA W IMO3UIHUA Ha PCKUCHOPA. B PEKUCBLOPCKAaTa BEPCHUA CC

13



chabpxKa 1sutata nHpopmarus, kakto JIHK B cemeTo, KoeTo 11e moKbIHE U U3pacTe B HOB JKUB
OpPraHU3bM/CTPYKTYypa — CHEKTakbia. Ts HsIMa CBOS JjuTeparypHa ¢Gopma, Thil Karo
npe):[Ha3HaquHeTo u € N314J10 YTI/IJII/ITapHO, YeCTO T’prI/I HATUCK B X0JIa HA pCHCTI/II_[I/II/ITe ne
HEO0OXOIMMO J1a C€ TIPUCTIOCO0SBA B IMO-TOJISIMA HUJIH TI0-MaJIKa CTETICH.

[Ipu mporeca Ha ajganTaius Ha MHeca B KMHOCIICHAPUN MEHTAJIHATa CTPYKTypa B
rJilaBaTa Ha PeKUChOPa, MMOPOACHA OT ApaMaTHYECKHs IbpBOoOpa3, muecara, e HaMepu CBOS
MaTepuajeH M3pa3, CBOATa PEKUChOPCKA BEPCHs, BEUe B IOJIETO HA enoca. B To3u ciydait

npeajoxEeHara 1mo-rope€ guarpama ou MMpETHpPILLIa CICAHOTO pa3BUTHC!

APAMATUYECKW POA ENWYECKHK POA

Cnekmakba Ha 3pumens
NCUX0-2MOUUOHAAHE
cmpykmypa 8 chaHaHuemo

1

Cnekmakeon Ha peduceopa ‘)
HoBa crmpykmypa H
Pekucoopcka Bepcus Peskucwopcka Bepcus

1

Cnekmakba Ha pekuceopa
Mouxo-eMoUU OHaAHS
cmpykmypa B chaHaHuamo

1

Mueca

Cnekmakea
Ha aBmopa/gpamamypaa
Mcuxo-eMouU CHAAHS
cmpykmypa B ceaHaHuemo

Hapez[ C IPHWJIMKUTE B JABCTC JUArpaMH KATCTOPUYIHO CC€ OTUMUTA KIJIFOYOBATA Pa3JIMKa —
AOKATO PEKUCBOPCKAaTa BEPCUA OCTaBa B IIOJICTO HA ApaMaTHYCCKHUA PO, TO HEHHUS

CKBUBAJICHT, KHHOCLICHAPUs, BEUC € 06pa3eu OT €nM4YeCKaTa TCPUTOpPH.

I1.7. AnanTupanusT clieHapuil — cnenuduka.
OnpeneneHueTo ,,afanTUPaH HA MOJCKa3Ba, Y€ OTHOBO CTaBa JyMa 3a MpHUraxJIaHe,
HarjacsBaHe Ha TeKCTa-'bPBOM3TOYHMK. Heka pasriegame mo-nogpoOHO Kak ce OChIIECTBIBA

TOBA NpUTAKAAHC.
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B Ttearbpa amanTupaHeTo ce U3BBPIIBA HAa KOHIIENITYaJlHO HHUBO. PexuchopbT
MoauduIMpa TEKCTa MbPBOU3TOYHHUK M T'O Bllara B CBOSITa TBOpOa — TeaTpaHUs CHEKTaKbII.
Monudukaruure MoraTt 1a ObJaT MO-TOJIEMH WIH MO-MaJIKH, KaKTO yCTaHOBSIBA MupociaBa
TomopoBa. B To3u mporec obaue MoauduUKalMUTE OCTaBaT B IMOJETO HA JApaMaTHUYECKUS
XynoxkecTBeH poi. UM mumecara, U TeaTpaiHusl CIEKTaKbJ ca o0pa3ly Ha JPaMaTUYECKOTO
M3KycTBO. Moske OM 3aTOBa HE € HY)KHO PeXKHChOPCKATa BEPCHS JIa UMa 3aBbPIICH MaTepralieH
HOCHTEI.

Ot nmpyra crpaHa, ako mHeca MOCTYKH 3a IIbPBOM3TOYHHK Ha (UIMOBa TBopOa, Ha
OTIpe/ieICH eTall Cce HaJjlara JjpaMara Jia MpUCThIIM B TEpUTOpUsTa Ha enoca (Bux [uarpama 2).
Beue ompenenrxmMe Kora ce ciydBa TOBa — KOraTo HACTHITM MOMEHTA MEHTaTHATa CTPYKTypa B
CH3HAHMETO Ha PEKUCHOPA JIa C€ MaTepUATH3UPA.

Bceku TearpaneH pexuchop IMoO3HaBa MpoOJeMHTEe MpU OOpaTHUS TMpolec —
JpaMaTu3alysg Ha eMUYecKo IMpousBeaeHue. Jla MPUNOMHUM — MOPaaH CBOATA creruduka
€MOCHT MOKE J1a BOJM MHOKECTBO TEMH U CIO)KCTHH JIMHUY B ITapaJiel, a IPOMEHs apeHaTa Ha
JEHCTBUETO HEOTPAHUYCHO B IMPOCTPAHCTBOTO M BpeMeTo. B ommrTa 1a MOMYMHU €MUYECKOTO
MPOM3BE/ICHNE Ha JpaMaTHyeckaTa akcuoMma 3a €JUHCTBO Ha BpeMe, MACTO U JCHCTBHE Ha
JpaMaTU3Mpallus ce Hajlara Jia ce JHIIU OT 1enu GpaOylHu JTUHUH, TOJEMHU MacaXH, KOUTO
94eCTO MPECTABISIBAT OCHOBHUTE MOCTAHMS HA aBTOpa, HE MoraT Ja OBbJaT MpeICcTaBeH! Ha
ClleHaTa B KpaifHa cMeTKa 3amoTo (Iopu Ja 3By4Yd Mpo(aHCKH) HE ca 4acT OT jauaiora. B
KpaiilHa CMeTKa eaHa JApamMaTHh3alus BUHArM MPEJCTaBisBa HIKAKbB BHJ TBOPYECKU
KOMITPOMUC U TMPEJCTABs €MUYECKOTO IPOU3BEIEHUE CAMO YaCTUYHO.

Jlanu e Taka B 00paTHUS Cily4ail — eKpaHHU3alus Ha JpaMaTUYeCKH TEKCT?

Ha chIMHOCTHO HUBO W JIpamara, ¥ €moChT Pa3unTaT Ha BsApaTa Ha BBH3IPUEMAIIUS B
CHOUTHUATA, KOUTO C€ CIy4YBaT M MEPCOHAKHUTE, KOUTO y4yacTBaT B Te3H chOUTUA. B ciydas c
IpamMata HaOJIroaTens BApBa, Ue € HEMOCPEICTBEH CBUIETEN Ha CIIYy4BAIIOTO Ce.

B enoca BuHaru npuchCTBa MOCPETHUK, pa3ka3zBad, HEMOCPEICTBEH CBHICTEI HITH IOPU
YYaCcTHUK B CHOUTHSATA, KOUTO HAW-YECTO ca Ce CIAYYWIH TI0 JPYro BpeMe W Ha JPYTH MecTa.
Crnopen paszka3Baya Te3M CHOUTHS ca BaXXHU W 3HAYMMH, TOPAAU KOETO TOW TH CIOAENS C
BB3MpUEMAIIUTE. YCHEXhT Ha €IHO eMHYeCKO MPOU3BEICHHWE C€ Kpemu Ha BspaTra Ha
BB3MpUEMAIINS B pa3ka3a Ha pa3ka3Baya.

B cimydas ¢ KMHOTO TO3W pa3ka3Bad € kamepara. [lopaayd cBosTa TEXHOJIOTHYHA
cnenuduka TS 3amevarBa JBMKEITN ce 00pasH, ,,TaKka KaKTO ca C€ CIAYyYMIIH U TTOCIIEIBAIIOTO
UM BB3MPOU3BEXKIAHE € CBUACTEICTBO 3a TAXHATA JOCTOBEPHOCT M OCHOBAHHE 3a BspaTa Ha

3pUTCIIA B TAX. HpeKI/IHT KOHTAKT Ha 3pUTCJIA CbC CHOUTHSATA Ha Cl€Harta (B ApaMaTUYICCKUA
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pOJI) ce 3aMeHs C Bb3MPOU3BEKIAHE HA MAaTEPHATICH HOCUTEN, KOWTO € 3aredaraig ChOUTHATA
OT OMpe/ielieHa TJIe/Ha TOYKa (B KHHOTO, KaTO €MUYECKH POJI U3KYCTBO).

B cnenBamara moguact ce cnernuduka Ha BB3MPHUIATHE HA 3BYKO-3pUTEIIHATA TBOPOA.
YoBemKkoTo Ch3HAHUE € YCTPOSHO TakKa, Y€ J1a BApBa Ha BUASHOTO, JIOPH TO JIa € HEBEPOSATHO.
Ha To3u dheHOMEH, BsApaTa B uy/eca, Ce KPEemsT eJIM PEIUTUN 1 ITUBUIIN3AINH, KAKTO ¥ MHOTO
M3KYCTBa — WJIIO3UOHHOTO, T€aThpa U pa3dupa ce — KHHOTO. B KHHOTO repouTe o1ensBaT clie]
CKOKOBE OT CTOTHIIM METPH BHCOYMHA, OTBAPAT OYH M MPOABIKABAT Oopdara ciem KypIryM B
CBPIIETO, TEJICTIOPTUPAT CE... U 3PUTEIIAT BIpBa HAa TOBA. Ta3m BsApa ce KpElu Ha JIBa CThJI0OA.

[IspBUAT € HA HUBO TPHK, BU3yajieH edekT. Bikmaam ro — 3Ha4u ce € ciyduso!

Bropusit cThn0 pa3dupa ce e, 4e BIpBaMe 3alIOTO MCKaMe Ja BsipBame. Mckame na
CTaHEM CBHIPUYACTHU HA HCTOPUHU, B KOUTO I'E€POUTE BBHPIIAT HEBB3MOXKXHH HEIA U 4pe3
nobenaTa UM Jla BB3THPKECTBYBAT MpaBiaaTa W 100poto. Omuceil mpokapBa cTpena mpes
eAMHANCET XaJKH, 3a Jia MPOTOHHU JTIOCAJTHUTE )KCHUXH, KOUTO CE JJOMOTBAaT JI0 CEMEHCTBOTO H
apcTBOTO My, Heo ce u3mpaBst ¢ mMpoCTPEIIHO ChPIIE 3a Ja Bb3ThP)KECTBYBA YOBEIIKHS CBSIT
Ha JIF000BTA ¥ XyMaHHOCTTA HaJ[ OC3IYIIHUS CBAT HA MAIlIMHUTE. B TakiBa BBPXOBH MOMEHTH,
3pUTENIAT 3HAe, Y€ TOBAa € HEBB3MOXKHO, HO IO MpUEMa C Bspa, 3all0TO BUASHOTO, MaKap U
HEBEPOSITHO OTrOBapsi Ha HErOBOTO JKEJIAHKWE pa3Ka3a Jia MPOIbJIKHU JI0 (UHAIA B ChOTBETCTBUE
C BBTpEIIHATA MY ITOTPEOHOCT 32 Bh3CTAHOBSBAHE HA XapPMOHUSTA.

B 06mms ciydait ako euH OT BaTa KOMIIOHEHTA HE € Ha HUBO, BApaTa B CbOUTHUETO Ce
paspymiaBa. M mokaTo 10BepHeTO BB BU3YAIHUS €PEKT € T0-CKOPO BBIIPOC Ha TEXHOJIOTHS (/12
cH cIOMHUM (heepunte Ha Mennec U BU3yaTHUTE UM €EeKTH, KOUTO ca YIUBJISABAIM IHIOOKO
nmyOJvMKaTa B 30paTa Ha KWHOTO M KOJIKO HAaWBHHU HH U3TJICKIAT T€ JTHEC), TO JOBEPUETO B 1yXa
Ha CHOUTHETO (,,BIpBaM, Y€ BUJISTHOTO CE€ CITy4YBa, 3al[0TO UCKAM JIa CE CITyYH, 3aII0TO MUCTISL U
YyBCTBaM, Y€ Taka € MPaBWJIHO) ce Tpagu B Mpolleca Ha pa3kaza T.e. caMHsl paszka3 e
OpraHM3MpaH Taka, ye Ja HU Hakapa Ja hckame, Jia modyBcTBaMe HeoOxomumoctTta Heo ma
CTaHe U MPOJIbJKU OUTKaTa B OIlpesieleHusl MOMEHT. T.e. pa3kasza caM 1o ce0e cu HEM30eKHO
BKJIFOYBA TJIeJTHATA TOUKA Ha pa3Ka3Baya.

CrplurHocTHATA pazlivka MEXIy JpamaTa U ernoca ce ChCTOU B TOBA, Y€ 3PUTENINUTE Ha
TeaTpaIHHs CIIEKTaKbJI BIPBAT, Y€ Ca HETOCPEICTBEHU CBUJIETENN HA ChOUTHUSATA, a 3PUTEITUTE
Ha ¢uIMa cTaBaT CBUAETEIHN HA pa3ka3 3a CbOMTHUATA U JJaBaT IOBEPUETO CH Ha TO3M pa3Kas.

Ha erama Ha mpemMuHaBaHe OT JpamMaTHYECKH TEKCT KbM €I10C, €TallbT Ha Ch3/1aBAaHETO
Ha aalTUpaHus CIIEHAPHUI ce TOsBsABA W TJIeHATa TOYKA Ha pa3ka3Bava. B ciydas ToBa e
CIICHAPUCTHT WU PEKUCHOPHT, YUATO (aHTa3usl ce € MPOBOKMpalia OT JajeHa Mueca U TOi

HCKa Ja pa3KaX€ CBOsATa BCPCHUA HA HCTOpUATA 3aliCHaTaHa B HEA. To3u eram € KJIIOYOBO
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CHOWTHE, HOBO HAa4yaJio M MOXKE Jla C€ ONMPUIIMYH ChC CBOCOOpa3HO ,,paxaaHe”. Taka KakTo
003alfHUKBT U37TM3a OT yTpoOaTa Ha MaiikaTa, 0OpeueH Ha CAaMOCTOSITEITHO Pa3BUTHE U KUBOT
B KOPEHHO Pa3IMYHUTE YCIOBHS HA BBHHIIHUS CBST, TAKAa KWHOCIICHAPHS HAITycKa ,,yTpobdara‘,
cpenara Ha ApaMaTU4eCKus PO U ,,ce pakJaa‘“ B CBETA Ha eroca.

B cnenBamus mnonpaszmen ,,HoBust JlaokooHn. OOeauHSBaHETO HAa Pa3IHMYHH
XYJIOKECTBEHU CPEICTBA, M3CICIBAHU IO TOBOJ TOBOPANIOTO KWUHO®, Pymond Apnxaiim.
AHanu3 Ha IpupoaaTa Ha KMHEMATorpapuuHOTO M3KYCTBO. Ce pas3riexaar NPUHIUIUTE Ha
KrHeMarorpada B KOHTEKCT Ha HeroBaTa CHHTETUYHA IPUPOJIa U MSICTOTO HA ,,JipaMaThuyecKaTa
KOMIIOHEHTA B LISUIOCTHUS 3BYKO-3PUTEJIEH KOMILIEKC.

[Ipe3 18 B. Moxan Torxona JlecuHr ch3uaBa ,,JJAOKOOH, WJIA 3a TPAaHUIIUTE Ha
XKuBOMHCTA U moe3usiTa“. ToBa ¢unocodcko u3cienBane B o0acTra Ha U3KYCTBO3HAHHUETO,
ChIOCTaBsl MUTa 32 JIaOKOOH M M3BECTHATa aHTUYHA CKYJINTYpHA Ipyma, KaTo mojjara Ha
aHaJIM3 MPUHLMUIIA HA XYJI0KECTBEHO BB3/ICUCTBUE HA BCAKO €IHO OT JBETE U3KYCTBa BbB
BpB3Ka ¢ xapakrepaute My ocodeHoctu. [Ipe3 XX B. Pynond Apuxaiim (1904-2007), nmucaren,
IICUXOJIOT ¥ TEOPETUK Ha U3KycTBOTO nuiie ,,Houst JlaokooH. O0equHABaHETO HA pa3IuYHU
XYyJI0’)KECTBEHHU CPEACTBA, U3CIEABAHU 10 TOBOJ TOBOPAILIOTO KUHO. AJIIO3UsITa B 3arJaBUETO
MOJACKa3Ba 3aJayara, KOATO CH € NOCTaBWJI ApHXailM — Ja OIpeAesid TpaHUIUTE Ha
M300pa3UTETHOTO M 3BYKOBOTO HAayaJlo B KHHEMaTorpapudHaTa TBOpOa, B KOHTEKCTa Ha
LSAJOCTHOTO BB3ICHCTBUE Ha JUTEparypHuss mbpBooOpa3. ,Hukoihi He Moxe na
MIPOTUBOMNOCTABU JIUTEpaTypara, KoATO (PaKTUUYECKH CH CIYKU C BB3MPHUIATHUATA HA BCUUKU
CeTHBa — 3pEHUETO, CIIyXa, 0OOHSIHUETO, OCE3aHUETO U T.H....“ . 3a J]a MOJKPENH TBBPJCHUETO
cu aBTopbT nutHpa llonenxayep: ,,Hal-npocToTo M HAl-NPaBUIIHO ONIPEACIICHUE Ha 0E3UATa
CIIOpEe/l MEH € TOBa, Y€ T € M3KYCTBO Ha 3aJBHKBaHE Ha BhOoOpakeHHero upe3 aymu.” Ot
BCUYKU CETHMBAa M30pOCHH OT ApHXaWM, YHWUTO BB3MPHUATHS ca OOEKT Ha BB3JACHCTBUE HA
nuTepaTypaTa, CbBPEMEHHOTO KMHO Taprerupa JABe — 3peHueTo U ciayxa. Mma omutum 3a
cb3faBaHe Ha 4, 5 u T.H. D kuHemarorpad, HO Te ocTaBar BCe OlLlE B MOJIETO HA eKCIIEPUMEHTA
1 Ir000NMUTHUS Kypuo3. BucokuTte XymoxkecTBeHM 00pa3lid Ha KMHOM3KYCTBOTO Ca 3BYKO-
3pUTENHU TPOU3BEIECHNUS U TOBA €/1Ba JIU CKOPO 1€ CE IPOMEHH.

Omie B yBOJgHATa 4YacT TOBOpPHXME 3a crnenudukara Ha BB3ACHCTBHE HA TeaTbpa U
KHHOTO B3 OCHOBA Ha BPOJICHUS B YOBEKa MHCTUHKT 32 HAOMIOACHIE Ha 3a00MKaIsIIIaTa cpeia
Y UHCTUHKTHBHOTO MYy c€0€ChIIOCTaBSIHE KaTO WHIWBH/I 110 OTHOIICHUE HA IPYTUTE UHIANBUIN
B COITMATHATA IPYIIa, MO TS Ha CHIIPEKUBSIBAHETO U EMIIATUATA. B TO3W CMUCHIT BU3YATHUST
paskas, upe3 ABMKEIU Ce KAPTUHU MPECTaBIABA Hall-TMPEKTHUS T KbM Bb3/IECTBUE BHPXY

3PUTCIICKOTO CBb3HAHUC. 3ByKOBaTa MnapTuTtypa uMa JOIMBJIHUTCIHO BJIUAHUC, KATO MOXKCE Ia
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BB3/IEHICTBA B YHHUCOH, Jia MOJICUJIBA BU3YyalIHHs pa3ka3, HO MOXE U /1a TO BUJOU3MEHH, Ja IO
MPEBbPHE B CHBCEM pA3JIMYHO M HEOYAKBaHO mociaHue. [1ogo0HM omuTH HE ca HOBOCT,
MpaBEHU ca OIlle OT BpemMeTo Ha AifzeHmnait u [1y1oBkuH.

ApHxaiiM nedrHApa TPUHITKIIA HA ,,[Tapayiesieu3Ma’ P Bb3CHCTBHUE HAa 3BYKOBUS U
3pUTENHUAS KOMIIOHEHT, KaTo B ChYETAHHETO CU T€ Ch3JaBaT €JHO ,,.BTOPO paBHUILE" Ha
BB3NPUATHE U MPU TOBA ,,3aM1a3BaT CBOUTE IPYNUPAHUS W Pa3rpaHUUCHUs, Bb3HUKHAIMA Ha
I'bPBOTO PABHHULIE...* — ,,CJIOKHOCHCTABHATa XYAOXKECTBEHA TBOPOA, KAKTO BEUE€ 3HAEM, €
BB3MOXHA CaMO aKO M OTAEITHUTE CPEACTBAa Ch3[aBaT 3aBBPILEHU IPOU3BEICHUS, KOUTO
nporuyar ycrnopenHo. Hamara ce Tezara, ue 3ByKO-3pUTENHUA pa3ka3 HAMUpPA MO-KbC BT J0
YOBEIIKOTO BhOOpaKEHUE OT pa3kasa upe3 TyMu, KOUTO OT CBOsI CTpaHa UMa CIIOCOOHOCTTA O
IIBTS HA CIIOBECHOTO BHYIICHHE J1a BB3/ICHCTBA HA ITBJIHUS HA0Op OT CETUBHU BB3NpHsTHSL. T.¢.
JpaMaTU4YeCcKHsl KOMIIOHEHT Ha JIUTepaTypHUs MbPBOOOpa3 € HHTErpUpaH, Ype3 5KUBOTO CIOBO
U aKTbOpcKaTa Wrpa B MO-ISJIOCTHUS W TO-BB3JCUCTBAlIMS, KOMIUIEKCHO M JUPEKTHO,
eMUYeCKH, BU3YaIICH, KHHEMaTorpaguieH pa3kas.

[To-HaTaTbk ApHXaliM pasriexaa posisTa Ha peMapkara KaTo MHTETpaJiHa 4acT OT
JpaMaTU4YecKoTO Mpou3BeneHue. Pa3chbkaeHHeTo My JaBa MOBOJ 32 MO-KOMIUIEKCHU
3aKJIIOUEHHUs, W3BBH CTPOro YTWIMTAapHaTa (QYHKIHMS Ha peMapkaTa U, Taka CblIo,
YTHJIMTAPHATA POJIi Ha KWHOCICHApHs B Ipolleca Ha Ch3JaBaHE HAa KHHEMAarorpapuvHaTa
TBOpOA. ,,OT Apyra cTpana obade, TpsAOBa J1a UMaMe MIPEIBH/I, Y€ TAKUBA CIICHUYHU OTICAHUS
Cce OTHACAT W 3a MPOIleCH, KOUTO HE MOraT XyI0KeCTBEHO Ja OBbJaT MpPEeTBOPEHU upe3
ONMMCBAIIUTE TU JOyMH. B TO3M ciydail omucaHusITa HE TMPEACTABIsABAT OKOHYATEITHA
XyZ0KecTBeHa (popMa, a KaKTO CIIEHapusi B KWHOTO ca IPOCTO yKa3aHUeE 3a HEelllo, KOEeTO I11e ce
peanu3upa B Apyr marepuai...” C Ipyru 1yMu — BU3yajaHaTa crenuduka Ha KWHOTO MpHUIaBa
Ha CJIOBOTO 3HAYEHUE HAa MHTETPUPAHO CPEACTBO OT ,,BTOPOTO PAaBHMILE Ha BBH3JCUCTBHE.
Jlokato B enuH NUTepaTypeH MbpBOOOpa3, aBTOPHT MO MBTS HA BHYIIEHUETO Upe3 CIOBO
3aBlaJsiBa BBHOOPAKEHUETO Ha YHUTATENs, TO CJIOBOTO HMa CcIOMarareiHa pojis Ipu
Ch3/IaBAHETO M TMPEACTaBSIHETO Ha €JHa KWHeMmarorpaduuHa TBOpOa, KBIAETO BU3yaTHUS
KOMIIOHEHT MMa M35IBEHA BOJIEIIA POJIs 32 U3HACSHE HAa IOBECTBOBAHUETO.

B noapaznen 10 ot yBoga ,,MexaHu3bM Ha Ch3[aBaHE HA aJaNTHPAHUs CIIEHAPHUH 110
JIpaMaTH4YecKu MbpPBOOOpa3. MeTog0JOTHYHO 00OCHOBAaHO HAaydajao M CIIOHTAHEH TBOPYECKU
mporiec’ ce pasriiexaa 3a IbPBU BT 3HAYEHUETO HA CTPYKTYpPHATA MaTPHUIlA P U3TPaKIaHe

Ha CI[CHapUs.
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IIpu cb3naBaHe Ha aBTOPCKM CIEHAPHUIA, Taka /1a ce Kaxe ,,0T HyjlaTa', aBTOpbT UMa

I'bJIHATa CBOOOA J1a IO Pa3loJIOXKH B CTPYKTYpHATa mapaaurMa/mMarpuia KakTo HaMepH 3a

no0pe.
Akm | Akm Il Akm I
R R
BvBe)kgaHe KoHtpoHmauus Pa3Bpu3ka
\ \/
MopBa noBpamHa Bmopa noBpamHa
moyka mouyka

Cun ®@uiing npenopbyuBa KIIOUOBUTE €IEMEHTH Ha CTPYKTyparta: Hayallo, GuHal, IbpBa
U BTOpa IOBpaTHa TOYKa Ja ObJAT ompeaesssHu npeaBapuTenHo. ToBa Iie MOMOrHe jaa ce
3ama3yd CTPYKTypHaTa IUIOCT Ha CLEHapus, Ja He ce M3ryOm nuiemus u3 ¢alOyaHurte
kpuBoiunu. Kak cTom BBIPOCHT oOaue MpH amanTupaHe Ha mmeca. JlpamMaTudecKusT
I'bPBOM3TOYHUK HMMa CBOSI CTPYKTYpa, KOSATO CBIIECTBYBa OOEKTHMBHO W Hajlara CBOUTE
uMmIepaTuBU. MoXe JIi CTPYKTypaTa Ha €JHO eUYECKO MPOU3BEIEHUE, KAKBOTO CaMo 110 cebe
CH ce SIBSIBA CLIEHApUsAT J1a ObJie Hal0XKEeHa BbpPXY JpaMaTHUecKa OCHOBA. 3aKIIOYECHHUATA Ha
Pynon¢ Apuxaiim u aHanmu3bT oT Tpera m UeTBbpTa riaBa Ha HACTOSAMIMS TPYX TOKa3Ba, 4e
Moxe. B mponeca Ha ,,paxkaaHe” npaMarruyeckara CTPYKTypa C€ MHTErpUpa C enuyeckara
HA/ICTpOIiKa, KakTO B MpUMeEpa OT apXUTEKTypaTa, 3a CBbpP3BaHE HA CTPYKTYpH B HOBa, 00IIa
1stocT. B mporeca € HEOOX0IUMO Ja ce HalpaBU CTPYKTYpPEH aHaiu3, Jla Ce ONpenessiT
CHJIHUTE U CJIa0UTE €JIEMEHTU Ha MbPBOM3TOYHUKA U BB3JIOBUTE TOUKM HAa HOBATa CTPYKTypa
7la c€ ChEeIMHAT Ha MOJAXOASIIUTE MECTa.

[TpouechT Bb3HMKBA CIIOHTAHHO U OPTaHUYHO B Ch3HAHMETO HA pexuchopa. B kpaiina
CMETKa PpeXHChOpCKaTa BEPCUS/aJaNTUPAHUAT CLEHApUil € MaTepuallHO HU3paKEHHE Ha
MEHTaJIHaTa CTPYKTYypa, Bb3HUKHAlIa B CH3HAHUETO HA PpEeXHUCbOpa KaTo MPOBOKALUS OT
MPOYUTAHETO Ha JpaMaThyeckus IbpBooOpas/muecata. OcraBa ABETE CTPYKTYpH Jla ce
o0eAMHAT B €JHAa HOBAa LSJOCT YHMCTO TEXHOJOTUYHO C METOAOJOTHYECKHM OOOCHOBaHU

CpencTBa.

BTOPA I'/TABA. AJAIITAIIA 11O HIEKCIIUPOBA IPAMATYPI'USA

19



Bropa rinaBa , Ajanranusi no meKCnupoBa ApaMaTyprus® 3anovsa ¢ BbBEJICHUE U
o011 Tperyies; Ha eKpaHW3aUUUTE M0 WICKCHHPOBU muecH. OTduTa ce TOJIeMHST Opoid
HIEKCTIMPOBU €KPAHU3AIMU U 3HAYEHUETO UM 33 KMHOTO.

KunoTo nocsira kbM eKCnupoBaTa ApaMaTyprus KaTo U3TOYHHUK Ha CIOKETH OT CAMOTO
cu cp3aaBane. Omre npe3 1898 1. ce cHuma ,,Mak6et, KpaTbK, HIM ¢uim, ¢ [[xorcTeH Popoe-
PoObprchH B rmaBHarta poisst. Ot ToraBa 1o AHec ca cHUMaHu Haj 1500 mpomyKiuu kKato 3a
Hali-U3BECTHUTE 3arjiaBus Karo ,,Xamiet u ,,Pomeo u XKynuera* te Hanxsupisat 100 3a Besiko
€IHO OT 3aryiaBusTa. Ta3W CTaTUCTHKA KAaTErOpUYHO OKa3Ba TpallHUS BUCOK MHTEpeC Ha
TBOpLMTE-KUHEMaTorpagucT KbM ekpanuszanuu no nuecure Ha lllexcnup. Hapen ¢ nBere
Hal-TIpaBeHU Tpareaui (,,XamIeT  4ecTo € ompeAeisiHa KaTo ,,Ipo0eH KaMbK" 3a pEXKUCHOPUTE
B T€aThpa) HA PEKUCHOPCKHU UHTEPEC Ce paaBaT ,,Maxoet*, ,,Oreno®, “Tutr Auaponuk* ,, Tpousn
u Kpecuna* u ,,Kpan Jlup®, or ucropuueckure apamu Hal-mpeamnouurtana e ,,Puuapn I11%,
ekpaHusupanu ca ,,.Xenpu [V”, “Xenpu V*, ,, Xenpu VII”, “Kpan xxon* u ,,Puuapa II”. Cpen
KOMEJIMUTE HAW-TIPEJNIOYMTAaHU ca ajanTtanus ca ,,JIBamata BepoHuu, ,,CpH B JIATHA HOUL ",
»,Becenure yuHa3opku‘‘. OT TparukoOMeIunuTe, KOUTO ca Ce IPEBbPHAIN MOBEYE OT BEAHDBXK B
M3TOYHHMK 32 aJIallTUPAH CIEHapUi, MOXKEM J1a cioMeHeM ,,bypsara“ u ,, [ {lumbenun*.

Brpouewm sxanpoBoTo pazaenenue Ha nuecute Ha lllekcnup e uncto ycnoBHo. CaMust
TOM He TH Kiacuuuupa Kato xaHp. Ta3u cucteMaTu3anus MpUHAJIC)KH Ha U3CIIeI0BATEIINTE
BBB BpEMEHATa CJeJl HETO M C€ OCHOBAaBa TJIABHO HA TPaJULIUsTA MOCTaBeHa OT ,,IIbpBOTO
(dhonno* — MoCMBPTHO U3aHKE, OTIIEYATaHO CEJeM FOJIMHU CIIe/l CMbpPTTa Ha aBTopa mpe3 1616
r. U cbabpxkamo 36 ot 38-Te, cropel ChbBPEMEHHUTE IIEKCIHPOBEIU, MUECHU, KOUTO MY
MIPUTIMCBAT JTHEC.

OrpoMHOTO KHHeMaTorpaduyHO HACJIEACTBO, B CBOETO O€3KpailHO KAHPOBO,
CTHJIUCTUYHO U XYJ0’KECTBEHO-ECTETUYECKO pa3HOooOpa3ue — HalMIEe ca MbIHOMETPaKHHU,
aQHUMAIIOHHU, TETIEBU3MOHHU (PHUIIMHU, KPaTKu cepuu, HO U HeMu ¢unmu B 600 mMeTpoBHs
dbopmar, dunmoBu ex3otuku oT Mumaus u Kopesi, ekpanusaiuu, KOUTO MOCTaBIT BbB (pokyca
Ha CIOKETHHS CH MHTepec nepudepHU 3a OPUTHHATHUTE MIEKCIIUPOBHU 3arjaBUs MEPCOHAKHU
KaTo Hanpumep ,,Pozenkpann u ['mngencrepH ca MeptBu 1990 r., anantupan cueHapuil no
enHoMMeHHaTa My nueca u pexucypa Tom Cromapa u ,,Odenus® 2018 r., pex. Kiebp
Makxkaptu, cueHapuit Cemu Yenac — mpaBu HEBB3MOXKEH IBJIHUA MY MpErJie]] U aHAIM3.
Crotunu punmu, 0ocoOEHO OT HEMHS TIEPHOJT ca U3TYOCHH, B apXWBHUTE € 3ala3eHa OCKbJIHA
nH(pOpMaIus 3a TAX, Y4ECTO CaMo 3aryiaBUue U TOJIMHA Ha Ch3/IaBaHE, MIOHIKOTA aBTOPCKHU E€KHIT

1 HUIIO ITOBCYC.
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Ha xakBa oOma 6aza Ou MOIJIO J1a ce aHaIM3Upa ABYMHUHYTHHS ,,XamieT* cbc Capa
Bepnap ot 1900 r. ¢ pa3komHara, Bucoko 0rokeTHa Bepeus Ha Kener bpana ot 1996 r. lopu
Jla Ce HATPaBH ITBJICH IIPETJIe]] Ha BCHUKH (PUIJIMHU, TO Ta3u paboTa Ou nMasna CTOWHOCT MO0-CKOPO
B TEPUTOPUSTA HA UCTOPUSA HAa KMHOTO, OTKOJIKOTO METOJOJOIMYECKU aKIEHT B 00JIacTTa Ha
ajanTalMATa Ha TeaTpajHa MMeca B KUHOCLEHapuil, KakBaTo € 3ajadara Ha HacTosllaTa
paborta.

PaskpuBaHeTO Ha BaXKHOCTTA Ha IEKCIIMPOBOTO TBOPUYECTBO MPOIBIKABA B CIIEABAILIUS
noapazaen ,,Jlpyrure 3a tBopuectBoTro Ha Illekcrnup.” M30panu ca MOMEHTH OT MHCAHOTO
HacJIe/ICTBO Ha 3HAYMMHU B CBETOBEH M HALIMOHAJEH IUIaH TBOPLM, KOMTO IOJAKPENST TOBA
TBBbPJICHUE.

IIntep bpyk nume: ,,Hukora cnen enoxara Ha Illekcninp cBETHT HE € NMO3HAI TEATHP,
KOITO J1a pUBJIMYa 3pUTENs TaKa, KaKTO JTHEC TOBa MpaBU (yTOOIHUS Mad, TeaTbp, TOJIKOBA
peaTuCTUYeH, KOJKOTO JHEC € TEeJIEBU3MATA, TOJKOBA YMaJbu€H, KOJKOTO MIO3MKbBJIA U B
CBIIOTO BpeMe CIIOCOOCH B TEUEHHE Ha JIBa Yaca Jia Ce CIIyCHE B JIAOMPUHTH, MO-ABIOOKH U
3araJ’byHu, OTKOJIKOTO MOXE JIa Ce CpellHaT BbB ¢puima ,,MuHanoro jasto B Mapuenban®.

Haucruna, cserbT Ha lllekcnup e Heusuepmnaem. ['oneMusiT ObArapcku TeaTpajieH
PEKUCHOP M LIEKCIHUPOBE, E€IUHCTBEHUAT OBJIrapUH-4IeH Ha HpecTHKHOTO Baiimapcko
IIEKCITUPOBO JIpYyKecTBO, JItooeH ['poiic, onpmimyaBa cTpaa@opACKust KIAaCHK Ha TMPUPOTHA
cruxus: “Lllexcnup e cpaBHsABaH ¢ IPUPOIHO siBiieHUE. MMma cirpHIle, Ma 3eMs, nMa Hebe, nMa
Hlexcnup. B ToBa ¢aHaTH4YHM, TOYTH €3MYECKO HI0JIONOKIOHHHUYECTBO MMa HEIIO0 MHOIO
TOYHO KaTo IO3HAaHME 3a BEJIMKHUSA JApamarypr. ToBa e mpeacraBaTa 3a Mamaba Ha
XYJ0’KECTBEHOTO 0000IIEeHHE B HETOBOTO TBOPYECTBO. .. I3X0/1eH MyHKT B TBOPUECTBOTO MYy €
Ta3u Hail-o000IleHa IpeicTaBa 3a CBETAa M YOBEKAa, BIpHA M HCTHUHCKA KaTro MPHUPOJHO
SBJICHUE.

Ha npyrus nosroc B oLeHKara cu 3a mekcnupoBoto TeopuecTtso € JI. H. Toncroi. Ipes
1903 r. Toif mume kputudeckara crynus ,,3a lllekcnup u npamara®, B KOeTo ro mojajgara Ha
YHULIOKNTENHA KpUuTHKA. [IperennyuTe Ha ToacToi ca mocTaBeHH INIABHO OT IVIEIHA TOYKa Ha
peamucTUYHAaTa €CTeTMKAa W B3Wpaliku ce B NPUMUTHBHATa, OWTOBA, KHUTEHCKA MpaBia
OTKJIOHAIBAaT BHMMAHHETO Ha aBTOpa Ha €CeTO OT Ta3W IM0-BHCOKA CTEMEeH Ha 00o0O0IIeHHE B
mekcnupoBara apaMaryprus. B ,,CpH B ndaTHa HOm™ mbK 3asBsABa: ,,C KOJIaH IIE CTETHA
3eMHOTO KBJIOO B uetupuaeceT MunyTu*. Jla, copen ToncToli CBPbXECTECTBEHH ChHINECTBA
HsMa M 0OMKOJIKa Ha 3eMsTa Mo eKBaTopa 3a OPOCHU MUHYTH € HEBB3MOXKHA (PU3UUYECKU, HO
TE3U Hellla Bb3MO)KHU BbB BbOOPa)KEHUETO Ha YOBEKA, B OMTUTA MY JIa OCMUCIIN OUTHETO CH HaJl

IIJIOCKOCTTa Ha (I)I/I3I/IquKOTO ouenspane. ToraBa Te3u CHLOUTHS U NepCcoHaxn CraBart
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MHTEPECHU U BaKHHU. ToBa OOSICHsIBA W HAJ XWIsJa U NETCTOTUHTE €KpaHW3allUU OT BCHUUYKU
BB3MOXHH POJOBE U XAHPOBE IO IIEKCIUPOBU INHECU. BCIKO HM3KYCTBO Ce€ 3aHMMaBa C
rOJIEMUTE U BAXHU MOMEHTH OT YOBEIIKOTO OWTHE M TOBAa BaXKM B HAl-BHCOKa CTENEH 3a
KHHOTO.

»--. W JINYHOCTTA C€ IIOCTaBsi B LEHTbpa Ha BHUMAHMETO Ha TBOPYECTBOTO Ha
[exkcnup... ,,B T1BOpuecTBOoTO Ha Illexkcrmp dYoBemkara JMYHOCT € B LEHTbpa Ha
KOMITO3UIIUSATA, B IEHThpa Ha 3aMuchia.” (AcboHOB)™ [lposiBIeHUsATa HA YOBEIIKUA AYyX, HA
YOBeIIKaTa JUYHOCT, U3BEJCHU O YHHUBEPCAIHM MOJENM, IO IbTA Ha 00OOIIEHHETO ca B
LEHThPA Ha LIEKCIMPOBOTO TBOPUECTBO U ca OJIAronpusATeH M3TOYHHMK, 0a30B KOMIIOHEHT 3a
Ch3/laBaHe Ha IPOU3BENICHNUS, KAKTO B 00JIaCTTa HAa T€ATPaIHOTO, TAKa U HA KHHO U3KYCTBOTO.

»/IMajo e ernoxu, Koraro tearbpa € IMPEeIU3BUKBAJ MAacOBH, CIOHTAHHU pEaKLUU,
ChU3MEPHMHU C TaKMBa Ha COPTHO cberezanue’ (bpyk). Kunoro, Moxxe Ou B olie mo-Bucoka
CTEIeH MpUTEeXkaBa TaKOBa ,,Marnyecko* Bb3JeiicTBue Haj nmybnukara. Ha Ga3ara Ha ToBa cu
HEINOCPEACTBEHO, CUJIHO PEaKTUBHO BB3/CHCTBHE 3a U3BECTEH MEPUOJ KMHOTO U TeaTbpa ca
OWJIM HENPABUIIHO OTHXKACCTBSIBAHU KaKTO OTOENA3aXMe B yBO/IHATA YaCT.

Cnen ToBa ce pasrnexja crnenudpukaTa Ha Bb3ACHCTBUETO Ha TeaTpajHara u
KHHemarorpaguuHaTa TBopOa. B crynusta cu ,,[IpapeHoMeHbT Ha KUHOTO: eiiieTHKa U puThM"
Aizenmaiin nutupa mucMo Ha dr Joseph Gregor, BUEHCKH HCTOPHK M TEOPETUK Ha TeaTbpa J10
Rene Fulop-Miller: “A3 cmsram, 4e ¢ ONTHYHHS CH PUTHM KHHOTO HHBEIHpPA )KUBOTA Ha
Aymiara, ThH Karo OyarogapeHue Ha (U3MOJNOTMYHHSA (EHOMEH Ha pa3ApoOsBaHE Ha
n300pakeHNETo (TOYHO TOJKOBA KaabpyeTa B CEKYHJa, Y€ TSAXHATa ChBKYIHOCT Ja Ch3Jaje
YKMBA KapTUHA) C€ U3IOJI3Ba CBOEOOPA3HO BHYIIIEHHUE, KOETO MOXKE Jla c€ HabJt0/1aBa 1Mo BpeMe
Ha BCEeKM KMHoceaHc. KoJKo TpyqHO € Aa OTKbCHEUI Morjien oT ,,IJIaTHOTO ™ Ha ekpaHa! ToBa
BHYILICHHE TTOCPEACTBOM ONTHYHATA PUTMHUKA OM MOIJIO Ja ObJe HapeueHo mpamarepuai (Ha
KHHOTO), 10100HO Ha pUThMa M BUCOUYMHATA Ha 3ByKa B My3HKaTa. I Mu ce cTpyBa, ye HoJJOOHH
PUTMHYHU CHOTHOIIEHHUS - HO HA MO-BHUCOKO PaBHUILE, OTKOJKOTO € PUThbMBT Ha BPEMEHHA
MOCJIEZIOBATEIHOCT Ha OTAETHUTE KaJabpueTa BbB (uiMa — NpOHU3BAT W MHUMHKaTa, U
JpaMaTyprusTa Ha OTAEJIHUTE CLICHH U T.H. Ha Ta3u ocHOBa ciopel MEH Bb3HUKBA BHYILIEHUE
(cyrectust), ¢ MomoIITa Ha KOETO MOXXE€ MHOro Ja ce mocturHe. ToBa e ocHOBara Ha
NICUXOJIOrMY€ecKaTa JpaMaTyprust Ha KuHoto. IIpo3penuero, ye Taka, KakTo 24 HENOJIBUKHU
KaJbpa NPOKEKTHPAHU 3a OINpeAeNeH KpaTbK MEepHoJ OT BpeMe, B CBOSITa PUTMHUYHA
MOCJIEZIOBATETHOCT Ch3/IaBaT JIBUXKEIIO ce HM300pa’keHue, TO MOpeAHila OT JBMKEIIH Ce
M300pakeHus], KaJapu, MOHTHpPAHH B CBOSI PUTMHUYHA MOCJIEIOBATEIHOCT Ch3AaBaT 00pas,

CIIoco0eH Ja B’b3)1€ﬁCTB3, Ja BHylIaBa — XYIOXCCTBCH o6pa3, JAaBa TECOPCTUYHATA OCHOBA 3a
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OTJIMYAaBaHETO HAa KHHOTO OT Tearbpa. JlebpmHupa cpegata Ha MeAHANUST MEXKIY
XYJI0’)KECTBEHOTO IIPOU3BEJACHUE U HETOBATA MPOEKUUS B Ch3HAHUETO HA 3PUTEIIS.

B Tearbpa pexxuchOopbT Ch3/1aBa YCIOBUS 32 pEAIM3aLIMs Ha CBOSITA BU3HUS B PEATTHOCTTA.
Bob3npustuero Ha 3puTensi, ChOTBETHO MPOCKIUATA HA Ta3W BU3HS B Ch3HAHUETO MY, € IIPSKO.
B xMHOTO peXUChOPBHT Ch3AaBa YCIOBHUS 3a peajv3allvs Ha BU3UATA CHM B PEATHOCTTAa, HO
mpoleca, MPHUCHIO 32 KWUHeMaTorpadudHarta crenuduka BKIIOYBA 3aCHEMaHE W MOHTaX.
@uUIMBT € HOBA CTEICH, peaIn3alMs HAa HAAPEATHOCT, KOATO OINPENENs BB3IMPUATHETO Ha
3pUTENs, MPOEKIMATA B Ch3HAHUETO MY. B TOBa ce ChCTOM M MPHUHIMITHATA Pa3jiMKa MEXKIY
KHHOTO U Tearbpa. PEXUCHOPHT B T€aThpa B3UMa TEKCTA HA MHEcCaTa U Ch3/1aBalKU YCIOBUS
ChOOpa3HO crenuduKaTa Ha TEaTPaATHOTO M3KYCTBO TO BJIara KaTo KOMIIOHEHT B OTIEJHO,
CaMOCTOMHO IPOM3BEJAEHHUE, KAaKBOTO CE€ fBsBA CHEKTaKkbjia. MMmepaTuBa Ha TearpajHaTa
crnenuguKka M3MCKBA TE3W YCIOBUS Ja IMO3BOJISIBAT IIOCIENOBATETHO H300pa3siBaHE Ha
CHOUTHSATA C 1IeJI TOCTUTaHE HA ThPCEHATa OT PEeKUChOPa XYI0’KeCTBEHA 00pa3HoCT. B kuHOTO
TEXHOJIOTUYHATA crienu(uKa Hajara 3aCHEMaHe B YTHJIMTapHA TOPEAHIa HAa KaJpuTe, KaTto
e/Ba mocJe, Ha a3aTa Ha MOHTa)ka Ce TIOCTUTA TSIXHOTO 00pa3HO OOCTUHCHHE B PUTMUYHATA
KM B3aMMOBpPB3KA.

Kunemarorpaguunara cTpykTypa HU3HCKBa MOAPOOHO IUTAHHWpaHE Ha BCEKU Kabp.
Kamepara e rnaBHus pa3ka3Bad, a JICMCTBHETO, KOETO € SIAPOTO U OCHOBHO M3Pa3HO CPEACTBO
B JpamMaTH4ecKaTa (TearpajiHaTa) CTPYKTypa, B KHHOTO € MPOCTO €IUH OT KOMIIOHEHTUTE Ha
ernryecKara CTpyKTypa Ha KHMHOpa3Kasa, IPEBpbhIIA CE€ B JApaMaTUYECKH KOMIIOHEHT. Taka,
KakTO TEKCTBT € OCHOBHO M3pPAa3HO CPEACTBO Ha JIMTEPATYPHOTO IIPOU3BEIAEHUE, HO
MpEJCTaBIsiBA CaMO €IWH OT KOMIIOHEHTHTE Ha JAPAMaTUYECKHUS CIEKTaKbJ, Taka |
JpaMaTHYeCKusi KOMIOHEHT JOIMbJIBA IIEJIOCTTAa HA TO-Mamla0HWs, eMUYEeCKH KUHO pa3Kas.
[IpTHIIaTa HA TeaTpaTHUA U KHHOPEXKUCHhOPA 3aI10YBaT OT €Ha U ChILA TOUYKA — JIUTEPATYPHUS
IBpBOOOpA3, IpaMara, Ha JAaJieH eTal OT TBOPUECKUS MPOIIeC ce pa3lesiarT U B KpaiiHa cMeTKa
HaKpasi JOCTUTaT J0 €IHA U ChIlla TOYKA, Cb3HAHUETO HA 3PUTEIIS.

Crnenpamusar mojapaszien Ha Bropa riasa ,lllekcnup u kunoto. Kunemarorpaduuen
edeKT Ha MIEKCIUPOBOTO CIOBO.“ JaBa pakypc OT IJIeJHA TOYKAa Ha KUHemarorpaduyHaTa
crnenuduKa KbM Hal-TeaTpalHus OT BCHUYKHM TeaTpaTHU aBTOPH, YUETO TBOpUecTBO I'poiic
MIpUpaBHsBa HA IPUPOJHUTE €IEMEHTH — Bb3AYX, 3€Msl, OT'bH U BOJIa. 3aIl0 KHHOTO MPOSBSIBA
TaKbB HeHacuTeH uHTepec KbM Hero? C Hag 1500 ekpaHu3anuu CMEN0 MOXKEM Ja 3asiBUM, 4e
HsMa TO-EKpaHU3HMPaH APaMaTypr B UCTOPUATA U TOBA € PEKOPI, KONTO e1Ba JiM Ie OBhJe
JIOCTUTHAT HSIKOTA, OIIE TTOBEUe, Y€ €KEroHO U3JIU3aT HOBU eKpaHu3anuu. Moske O To3u pakT

MOXKE Ja CC€ 00sICHH C ropuMBUTE, HO Oc3mouBeHH OOBHMHEHUS Ha TOJCTOM. Enna ot
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npeteHuuTe KpM Illekcnup € HapylraBaHETO Ha APaMaTHYECKHs MPUHIMIT 3a €AMHCTBO Ha
BpeMe, MSICTO U JISHCTBHUE MOCTyNIHpaH oie oT Apuctoren. Crenudurkara Ha enr3abeTuHCKaTa
CIIeHa, TIpa3Ha, Toyia, 0e3 HUKAaKbB MaTepUalCH 3HAK 32 MHTEPUOP WU €KCTEPHOP MO3BOJISIBA
HEOTPaHUYEHOTO TpEeCKayaHe BBB BpeMETO W mpocTpancTBoto. Crnopen ['polic, Bce mak
[llekcnup He HapymiaBa CBEIICHOTO 3a JpamMaTa apUCTOTEIOBO TPHEAMHCTBO — B E€IUH
MaKCHMaJTHO OOOOIIECH CBAT Ha TBOpYecKara (aHTa3us ,,[[ETUSIT CBAT € CIICHa M BCHYKHU ca
aktbopu™... CroBoto y lllexcrup e HaTOBapeHO ChC 3a/1ayaTa Jia BKapa 3puTeisi B ONpeiesieHa
cpena, 1a HaJAWTHE 3aBecaTa KbM TO3U (aHTa3MeH CBAT. UeTBbpTa CIieHa OT ITbPBO JICHCTBHE
Ha ,, XaMJIeT 3aIo4YBa Taka:
,»deTBbpTa CLIEHa

Ha crpaxnara monjaaxa.

Bnuzat Xamner, Xopanuo u Mapriein.

XAMIJIET

Jo6pe nomurnsa. [lle 3amMpb3HEM TyKa.

XOPALINO

Ot BaTbpa e. Pexxe kato HOX!

XAMIJIET

A KOJIKO € 4achT?

XOPAIINO

[TouTn nBanaiicer.

MAPILIEJI

He, Beue Om...*

TpsiOBa na *MaMe MpeaBU, Ye peMapKH Kato ,,Ha cTpakHara miomaaka“ ca 1o0aBeHu
KkbM nuecute Ha [llekcrip MHOTO MO-KbCHO. ENMMHCTBEHO OT TEKCTa MoJiy4aBaMe HHGopmarius
,»B JIBIDKEHUE ", Ue TEPOUTE Ca Ha OTKPUTO, Y€ € MHOTO CTYJICHO, IyXa CUJICH BATHP M € MUHAJIO
nosnyHoul. /lopy npuMUTUBHATA CLIeHA OT Kpast Ha 16, Hayanoto Ha 17 B. — HaBeC MOJ OTKPUTO
HeOe — 1aBa eJHa CPABHUTEIHO HEYTpaliHa CpeJia, a JTUIcaTa Ha KAKBUTO U J1a OMIIO TEXHUYECKU
cpencTBa (OYTH) 3a TOMBIHUTENHU €(DEKTH HAIaraT CBOsI UMIIEPATHUB, BCHUKH OOCTOSITENICTBA,
KOUTO UWMaT OpraHWYHO 3HAYeHHE 3a JpaMaTHYecKusi paskas, TpsOBa mga Obaar
,,AHKPYCTHPAHH ‘ B Cb3HAHUETO Ha 3PUTEJIS C TOMOIITa Ha cJI0BOTO. ChC CpeAcTBAaTa HA KWHOTO
Te3U OOCTOSITENICTBA JIECHO C€ BU3yalM3MpaT U Ha MPAKTHUKA Ca HEM3MEHEH JIEKOp BHB BCSAKA

CKpaHu3anus.
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[Hekcnup, B cioBecHaTa cU OOpa3HOCT € B royisiMa CTeNeH KuHemartorpaduueH. Ho
JI0KaTo B KUHOTO, KaMepara € CpeJCTBOTO, KOETO JJaBa HeOrpaHn4YeHaTa cB00o1a 1a 0000mmmM
9HCTO H300Pa3UTEITHO, ISIOCTHO Ja/IeHa CUTYAIVsI U J1a BHUKHEM B J]aJICH MUHHATIOPEH, HO
M3KJIIOUUTETHO Ba)KeH JETailll, B CHHTE3 OT HIKOJIKO Kaabpa Ja HU3BBPIIUM CKOK ,,I10
BepTHKaNIA™“ W Ja ch3gaaeM oOpa3 OT Ha MPbB MOIJIE] HEChbBMECTUMHU WIM KOH(MIMKTHU
n300pakeHUsl, TO B IIEKCIHPOBATa JApamMaTyprus TO3U ,KHHeMaTorpapuieH” e(exT ce
,,JIPO’KEKTUPA* MPSKO B Ch3HAHUETO Ha 3puUTeNs OnarogapeHue Ha spKoTo, o0pa3Ho cioBo. U
TeaTpajHusl, 1 KHHOPEXUChOopa ca MHCIIUPUPAHU OT TeKCTa Ha nuecata. OT elHa CTpaHa KaTto
M3TOYHMK HA CIOKET — 3aBllajisiBallla MCTOPHS, KOSTO Ja W3HECe IMOCIaHMeTO B XOAa Ha
MPOTHYAHE HA TPOU3BEJCHUETO (CLIEHUYHO WM eKpaHHO). OT apyra KaTo KaTalau3aTop Ha 15l
€IUH CBST OT 00pa3u, yCellaHus, [BETOBE, BHOOIIE CETUBHU BBH3MPUATHSI, KOUTO PEKUCHOpa
MIPEKUBSIBA B Ch3HAHUETO CH, 3all03HABAHKU C€ C TeKCTa U MOAOMpalKu afeKBaTHU M3pa3HU
CpeICTBa Jla mpech3ajie Ha ClieHaTa UM Ha eKpaHa.

Ha cpennust eram ot peanuzanusita MbTUIATA HA TEATPATHUS U KUHOPEXKHChOpA CE
pazzensaT. 3ajadata UM € Jla MpeBbpHAT ApaMarypruyHata (JIUTepaTrypHa, JIpamMaTH4ecKa Io
CBOSITa CHIUIHOCT) CTPYKTypa Ha IUecara B ApamMaTHiecka (TeaTpaiHa) U ChOTBETHO eMuYecKa
(xkunematorapuuna) crpykrypa. Ot 60-tre u 70-te roguau Ha XX B. PEKUCHOPUTE ca
M3BOIOBAIN MO-TOJISIMA CBOOO A TIpH peanm3anusta, criopen [Tutsp bpyk. [1pu ToBa Bph3kara
MEXJ1y CJIOBO U KMHO € M3KJIIOUUTEJIHO OJaronpusarHa: ,,3alo KMUHOTO J1a TpsaOBa Ja cieasa
(dbopMaTa Ha TeaTbpa 1 KUBOIHKCTA, & HE METOJMKATa Ha €31Ka, KONTO JOMycKa Bb3HHUKBaHE Ha
M3IUI0O HOBU TIOHATUSA W TIPEJCTaBU OT CHhUETABAHETO HA JIB€ KOHKPETHU O0O3HAUeHHUs Ha
KOHKPETHH MPEJMETH. ... 3al1o (Torasa, B TO3M ciy4ail) He U3I10JI3BaMe CUCTEMAaTa Ha €3UKa, B
KOSITO CBHIIECTBYBA CHUIUAT MEXaHU3BM IPH U3MOJI3BAaHE HA JTYMHUTE B CIOBOCHUETAHMSITA?
(Aizenmaiin). Mma mnpskata Bpb3Ka MeEXAy spKaTa clioBecHa MeTadopa U spKaTa
M300pa3uTeTHOCT B KUHEeMaTorpadusTa, paskputa u GopMmynupaHa oT Ai3eHIIanH.

B cnepBamusa noapasnen ce pasriiexaa ChbOMTHUMHMSIT aHAIU3 KaTo MHCTPYMEHT 3a
KOHCTpYHpaHEe JpamMaTHYecKaTa CTPYKTypa Ha TeaTpaHUS CIIEKTaKBbJI.

['eopruit ToBCTOHOTOB pa3paboTBa CBOS METO/ 3a ChOUTHEH aHanu3. Tol mpencTaBisiBa
Hal-00II0 PEKUCHOPCKH HMHCTPYMEHT 3a Ch3JaBaHE Ha CIEKTAaKbJ, 4Ype3 HM3rpaxkaaHe Ha
CIOKETHA JIMHUS OT OTICIHU CHOUTHS, KOUTO Ca B3aUMOCBBpP3aHH B MPUUMHHO-CIEICTBEHA
Bpb3Ka. [Ipu ToBa oTAeNHUTE CHOUTHS, BCAKO €IHO CaMO IO ceOe CH Ba)XKHO, CE€ OTIMYaBaT
MTOMEX/TyY C 10 CTETICHTa Ha CBOATA BKHOCT. Hali-royisiMo 3HaueHne uMat Tpu ChOUTHS, KOUTO
rapaHTHpaT 3aBbPLUICHOCT HA CIOKETa KaTo JpaMarhyecka CTpykTypa. ToBa ca M3XOOHOTO,

OCHOBHOTO U pa3pcuiaBalioTo cnouTHE.
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H3x0aH0TO cHLOUTHE OENeKH HAaYaJIoTO Ha crokeTa. He € 3a1bKATENHO, a ¥ Hali-4ecTo
TO HE C€ CIyuBa Ha MUTa ChC 3aMIOYBAHETO HA ClOKeTa. T.e. HE € 3aABDKUTEIIHO U3XOIHOTO
cpOuTHE 1a OblIe TbpBaTa CIICHA Ha THecara. Bee mak MsSCTOTO My € OTHOCHTEITHO B HAYalIOTO
Ha CIIEKTaKbJa, a OTPSA3bKA MPEIH Ja Ce CIy4Yd MMa CTOMHOCTTAa Ha €KCIO3UIUs, B KOSATO CE
MO3UIIMOHUPAT OCHOBHUTE UTPAYH U MPEIBAPUTEITHN 00CTOATEIICTBA, KOUTO I UMAT 3HAYCHUE
B CBUIMHCKOTO Pa3BUTHE HA JACHCTBUETO.

OcHOBHOTO chOHMTHE O€NeKM MOMEHTa Ha BBHPXOBOTO NPOTHUBOIOCTABSHE HAa
nepcoHaxkute B KoH(paukTa. B nuTeparypara To € HapuyaHO KynMHHaIus. Pa3permraBamoTo
ChOWTHE € MOMEHTa Ha HM34YeprnBaHE Ha KOH(JIMKTa M TOCTUTaHe Ha HOBO OTHOCHUTEITHO
paBHOBecue. Te3u Tpu CHOUTHS paMKUpaT U CTaOUIM3HUPAT ClOKeTa. be3 BCSIKO €IHO OT TsX
CTpyKTypaTa He Ou Ouiia JOBBPIICHA M CHOTBETHO OM Owia HecTaOWMIIHA, & CIIEKTAKBIBT —
HEJIOBBPIIICH.

B mogpaznen 8 Ha Bropa rnaBa “Bw3rnen Ha Cup ®uilng 3a cTpykTypara Ha
KUHOCIICHAPUS, aHAJIOTUA C TeaTpalHUsg METOJ Ha TOBCTOHOTOB.” Ce€ pa3riiexaa MpUHOCa Ha
BOJICIINS KUHO clieHapucT u niegaror Cun Ouidng: ,,... ONpeneleHrueTo 3a CTpyKTypaTa Ha
CIIeHapus € ,,JIMHEHHa Mporpecus OT CBbP3aHU CIYYKH, €MHU301 U CHOUTHSA, BOJACIIA KHM
IpaMaTHYHa pa3Bpb3ka™ u ,,ClieHapusT, pa3dmpa ce, € HEelo pa3judyHoO; TOH € HCTOpHS,
pa3kazaHa ¢ KapTUHHU TOCPEICTBOM JMAJOT M OINHUCAHUE W IIOCTaBE€HA B KOHTEKCTAa Ha

JIpaMaTU9YHATa CTPYKTYpa.” HammcaHoTo MOTBBPIKIaBa JBa BAXKHU (paKkTa, KOUTO OTOEIsA3axMe

0-TOpE.
1. Paznukata Mexay TeaTpanHata M KUHEMaTorpaguyHaTa CTPYKTypa €
orpezesieHa OT pa3IMuusATa B NMPHUpPOJAATa HAa TeaTbpa U KUHOTO, ChOTBETHO
KaTo IpaMaTH4YHO U €MUYECKO U3KYCTBO.
2. Jlpamatndeckara CTpyKTypa Ha TeKcTa I'yOu poJisiTa CM Ha OCHOBHO M3Pa3HO

CPEICTBO, KAKBOTO € B T€AThpa U Ce NIPEBPBIIA B CAMO €AUH OT KOMIIOHEHTHUTE,
Makap 1 BaK€H, B 10-0000111eHUs] KuHEeMaTorpaduyeH paskas.
[IpaBu Brnewarnenue u mapaiena B nepuHunmuTe Ha TOBCTOHOTOB 3a CHOMTHUHHUA
aHanu3 u Cun @uiing 3a cueHapus.

Ouiing nu300passBa clieHapus KaTo JIMHEHHa Auarpama oT A 10 Z 10 CIIEIHHS HaUKH:
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Akm | Akm I Akm I

R R
BvBe)kgaHe KoHdbpoHmauusa Pa3Bpu3ka
\ \/
MopBa noBpamHa Bmopa noBpamHa
moyka mouka

[IpencraBena rpaguyHO MO TO3M HAYMH CTPYKTypaTa aKIEHTUPA BBPXY JIBa BH3JIOBU
MOMeHTa, [IbpBa moBpaTHa Touka u Bropa noBparHa trouka. Criopen onpeaeaeHueTo Ha Ouidii
MOBpaTHA TOYKa € ,,BCSIKA CIy4Ka, eMU30/1 WK ChOUTHE, KOUTO C€ BKIMHSBAT B ICUCTBUETO U
ro MOBEXJAT B JIPyra Mmocoka.

Baxxnocrra Ha [IbpBarta noBparHa To4ka ce CbCTOU B TOBA, Y€ /1aBa X0/ Ha CHIIUHCKOTO
neiicreue. OyHKIMATA HA U3XOAHOTO CHOUTHE B [paMaTUyecKaTa CTPYKTypa € chliaTa U Thil
KaTo OMpeienxXMe, Ye B ,,XaMJIeT" InTepaTypHaTa CTPyKTypa € MOHOJIMTHA, 3a1bJIXKaBallia 1o
JIMHUS Ha OIpeZesIsiHE Ha U3XOJIHOTO ChOUTHE, TO B Cllydas C IbpBa IOBPAaTHA TOYKA HA €UH
KMHOCLIeHapuii, 0a3upaH BbpXY MHecaTa, C MHOTO roJjiiMa BEPOSATHOCT, JOPH KaTErOPUYHOCT
MOJKEM J1a OIpeJIeINM €MU30/1a Ha cpellaTa ¢ Mpu3paka KaTo TakaBa. T.e. eKpaHU3alHUHUTE 110
,»XaMIIeT* HE3aBUCHUMO OT CBOMTE Pa3jIMuus e UMaT 3a CBOSl IIbpBa MMOBPATHA TOYKA €MU30/a
¢ npuspaka. Oceen ToBa Cuja @uilng npenopbyBa B paMKUTE Ha ciieHapuil ot 120 crpanunu
II'bpBaTa MOBpaTHa TOYKa Jia ce cbheTton okojo 20 mo 27 crpanuua, 1.€. HA 20% +/- 5% or
oOmiara AbDKMHA Ha cleHapusi, Hemlo koeto lllekcnup MHTYUTHBHO € yceTus OjarogapeHue
Ha reHus cu, 0e3 1a uMa JOCTHII 10 yIeOHUIIM 32 MUCAHEe Ha CLIEHAPHH.

B noxpasaen 9 Ha BTOpa riaBa ce paBu CPaBHUTEIIEH aHAJIU3 HA I1€T KHHOBEPCUU Ha
»XaMJIET®, Bb3 OCHOBA Ha MOTHUBHUPAHO OIIPEACIICH €MN30/l C €IHAKBA TEXKECT U 3HAYCHHE 3a
KMHEMaTorpapuyHara CTpyKTypa Ha pa3IM4HUTE EKpaHU3aluu Ha ,,XamieT". B XxpoHonornuexn
pel BepcuuTe ca cleAHuTe: ,,Xamier", cueHapuil u pexucypa Jloypbsae Onusue (1948 1.),
»Xamier®, cueHapuii u pexucypa I'puropuit Kosunues (1964 r.), ,,Xamuer®, cueHapuit
O®panko [3ebupenmn u Kpucrohpwsp e Bop, pexucrop ®panko [[zedupenu (1990 r.),
LXaMmieT®, cueHapuii u pexucypa Kener bpana (1996 r.), ,Xammer 2000, creHapuii u
pexxucypa Maiikben Anmepena.

Makap ¥ MHOTO pa3jIM4yHH, Te3H QUIMU UMaT €JHa MHOTO BaXkHa oO0Illa uyepTa, OCBEH
CEepUO3HUS TBOPYECKM €KUIl M aKTbOPCKM cbcTaB. CLeHapusT OTpassiBa JI0CTa TOYHO

JpaMaTHYeCKUsl JINTEPATypeH opuruHai. Bemnpeku, 4e B 1Be OT BEpCUUTE ernoxara Kato (GoH Ha

27



pa3BUTHE Ha CIOXKETa € IPaCTUYHO MPOMEHEHA, KaTo 1510 eKpaHU3aluuTe OCTaBaT ,,BEpHU Ha
aBTopa‘. ChKpalleHUsITa U HAKOM HE3HAYUTEIHHU BBHTPEIIHU MPEKOMIIO3UPAHUS MOIIOMarar
camo mo-100pOTO Xy/I0’KECTBEHO BB3/ACHCTBHE HA (PUIMHTE.

ToBa ce oTHacs M 3a €mMU30Ja C IpHU3paKa, KOMTO OMpelesuxMe KaTro OOeKT 3a
CpaBHMUTEJICH aHAJU3 Bb3 OCHOBA HA 3HAUEHUETO MY KaTo II'bpBa IMOBpPaTHA TOYKa B U30paHUTE
eKpaHu3auu. B nutepaTypHUsS IbpBO0OOpa3 TOU € MIIACUPaH B JBE CIICHH — Y€TBHPTA U METa
CIICHa Ha ITBPBO JeiicTBue. ToBa ce Hanmara mopaau crenudukara Ha TeaTpainHara cieHa. Cuen
IbpBOHavaiiHaTa olura ciieHa ¢ Mapuen, bepuapao u Xopauuo, B KOATO 0O4akBar MosiBaTa Ha
npu3paka, XamjeT Mocje/lBa SIBUIOTO C€ CBPBHXECTECTBEHO CHIIECTBO M CJell TOBa, B HOBA
CIIEHA 3PUTEJINTE CTAaBaT CBHUJETENM Ha TIXHATa cpella. B KMHOTO KamepaTa €CTECTBEHO
MpociiesiBa MbTsA HAa XamileT U Oaia My 10 Apyro MsICTO Ha JEHCTBUETO M JIBETE CLIEHU, Ha
OYaKBAHETO M Ha cpelaTa, KOMIO3UIIMOHHO ca 00eIMHEHU B eIMH enu3o/. M3BecTHa pas3nuka
uMa camo BB (punma ,,Xamier 2000%, kpaeto cpemara mexay XamieT (Uten Xoyk) u
[Tpuszpaka (Cam Lllenspn) ce cberou ¢ crasta Ha XamuleT. Taka WM MHAUY€ OYAaKBAHETO Ha
npuszpaka or XamileT W TPUITEIIUTE MY HMMa CTOMHOCT Ha EKCIO3WIMsA B €Mu30/a, a
CBILIMHCKOTO pa3rpbhlllaHe Ha IEHCTBUETO Ce CIIyuBa B CpelllaTa MEXy IBaMara.

CpaBHUTENHUAT aHAINU3 HATJIETHO IOKA3Ba KaK CTPYKTypaTa Ha KUHOpa3Kasa BIIMse Ha
HETOBUSI CMUCHJ. B 3akiioueHue ce oTyuTa, Y€ OT €IUH JIMTepaTypeH MbPBOU3TOUYHHK — |
neuictue, IV u V cuena ot ,,Xamier*, craBame HaOMIOJaTEM HA TMET KOPEHHO Pa3IuYHU
€n130/1a, KOPEHHO pPa3NIUYHM pa3ka3aHH HCTOpud BBB (pyHKIUATA UM Ha [IbpBa moBpaTHa
Touka o Cun Pwuiin,.

Hexka pasriemame orie BeIHBXK Iuarpamara, KOsSTO OTpa3siBa MocjieIoBaTeTHaTa MEXTY
OTJICTTHUTE B3aUMOCBBP3aHOCT CTPYKTYPH IO MBTSA OT APAMATypPTUYHUS IBPBOU3TOUYHUK [0
BB3NPUATHETO HA 3pUTENS: APAMaTypruuye€H TEKCT — TEXHOJIOTMYHO 3acHeMaHe —
(UIM/KMHOCTIEKTAKBJI — OTPaKEHHE B Chb3HAHUETO Ha 3pUTeNs. TyK OTIMKaTa OT UACHTUYHUS
TeaTpajieH MPOIEC € OUEBHUIHA: TEKCT — TEATPAJICH CIEKTaKbhJI — OTPAKEHUE B CH3HAHUETO
Ha 3putens. [IponechT Ha TpeBpbIaHE HA THEcaTa B TeaTpaJieH CIEKTaKbJ OCTaBa B
TEpUTOpPUSTA HA JIpaMaTUUYECKOTO Haudajo. Boxemo ocraBa 3aHMMAaHMETO C JACHCTBUSATA Ha
MEPCOHAKHUTE B TEXHUS KOH(PIUKTEH KOHTEKCT. CB3aJeHUST MPOIYKT/CIEKTaKbI Ce
BB3IPOU3BEKIAa MHOTOKPATHO B CIEHUYHOTO MPOCTPAHCTBO, HO TOM € MO-CKOPO BUPTYAJIEH,
OTKOJIKOTO MaTepuajeH XyaoxkecTBeH (HakT. CeKTaKbIbT CHIIIECTBYBA, HO TOW € U pazIndeH
MIPU BCAKO BH3MPOU3BEKIAHE.

KuHOCTIEKTaKBIBT OT CBOSI CTpaHa € 3areyaTaH Ha MaTepralieH HOCUTEN, UG POB WU

AaHaJIoT'OB. TyK OT KJIIOYO0BO 3HAYCHHUC € CTaAIIbT, KOHUTO YCJIOBHO HApPCKOXME ,,TCXHOJIOTUIHO
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3acHemaHe. ToBa € yCHJICH TBOPUYECKH MEPHOJ 3a aBTOpa Ha (huiMa U MOJO0paHHs OT HETO
crioMmararesieH ekun. Toll BKIro4YBa B ce0e CH HSIKOJIKO ToJ[eTarna:

— Cb3JlaBaHE Ha JMUTEPATypHUsS CIIEHapUil — Bb3 OCHOBAa Ha IpOYETEHATa IHeca,
CIICHApUCTHT Ch3/]aBa HAa XapTHUs CBOS BEPCHsSI/CTPYKTYypa, Ta3U, KOSITO CE € poAusia B
Cb3HAHMETO My IO IIOBOJ Ha TMPOYETEHUS IIbPBOHAYAJIEH, TeaTpaljieH,
JpaMaTyprudeH TeKCT. Ta3u cTpyKTypa Moxe J1a 0b/ie KOPEHHO pa3indHa OT JAPYTU
BEpCHUHU B3 OCHOBA MHOI'O q)aKTOpI/I — €Tall Ha JIMYHOCTHO Pa3sBUTHUC U XYIOKCCTBCHU
MHTEpPECH Ha aBTOpa, EBOJIIOIMOHHA MPOMSHA Ha OOIIECTBEHUTE OTHOIICHHUS,
HEOUYAKBAaHM JIpaMaTUYHU CHOUTHS, KOUTO 3acAraT TOJIEMU TPy XOpa U MO TO3HU
HAYMH 3acaraT TpaKJaHCKaTa M TBOpPYECKa MO3UIMS HA aBTopa Ha QuiMa.
JIuTepaTypHUAT CLICHApU MPECTABIsABA €IUYECKA CTPYKTYpa, KOATO HHTETPUpPA B
cebe cu IpamMaTUyecKaTa CTpyKTypa Ha uecaTta u OpraHudHo 5 MPeBpbIla B MPOCTO
€1H OT KOMIIOHEHTUTE Ha KMHOpa3ka3a. Cb3aBaHETO Ha JIUTEPATyPHUSI CLIEHAPUI
€ IIbpBa KpadkKa KbM MATCPUAIM3UPAHCTO Ha aBTOPCKATa, BHUPTyaJlHa BHU3UA B
Cb3HAHUCTO Ha PCKUCHOpA — CBBBPIICHUAT KHMHOCICKTAKDBJI. Ta e ornpeaciiama 1u
Iopajid TOBa OT KJIIOYOBO 3HAUYEHHE 3a cleABauure eranu. JlureparypHust
CUEHapuil HMMa YTWIMTapHAa CTOMHOCT, Makap B OTAEJIHU, PEIKH Cclydau Ja
MpEeTHPIsIBA W3JIJaHWEe W Ja HMa JKUBOT KAaTO CaMOCTOSITEIIHO JIMTEPATypHO
MIPOU3BEICHNUE.

— Ch3J]aBaHE Ha PEKUCHOPCKA KHUTA/CTOpUOOp/cCHIMAaueH uiaH. JIutepatypHus paskas
ce pa3buBa Ha MHOKECTBO B3aMMOCBBP3aHU MOIpa3Ka3u/KapTHHH C TOYHO ONHUCAHUE
Ha BCEKHM Kaabp, a MPU CTOPHOOpAA M CH3AAACHO MPEIBAPUTETHO CTATHYHO
n3o0pakeHue Ha Kaabpa. PexucropckaTa KHUTAa ©Ma pabOTEH XapakTep W momara
Ha PEeKUChOpa Ha TepeH Obp30 U eheKTUBHO Aa Ch3/aje aleKBaTHA OpraHU3aIus 3a
YCHEIIHOTO 3aCHEMAaHEe Ha Kaabpa.

— CHUMa4eH MEePHOJI — KaJpPHUTE CE 3aCHEMAT Ha aHAJIOTOB WJIM TUTHUTAJICH HOCUTEI.

—  TMOCTIPOIYKIHS — ISTIOCTEH MOHTaXX HA 3aCHETHS MaTepuai 1 100aBsiHe HAa OCTAaHAINTE

KOMIIOHEHTH, KOUTO CIIOMaraT 3a LsJIOCTHaTa MaTepuaiu3alis Ha aBTOpCcKaTa BU3HS

Ha peXHCchopa.

B pesynrar Ha ycnemHoTO IpeMUHABaHE Mpe3 TE3U eTalny MMaMe HaJllMlle TOTOBa,
3aBBpINCHA emuuecka CTpyKTypa. Pa3ka3, m3rpazeH OT HIBIDKEIIM ce 00pa3u W KapTHHHU,
3arevaraH Ha MatepuaseH Hocuten. [Ipu Bp3Mpon3BEeKIaHETO CH TOW € BUHATH €IMH U CBHII.
OTHOCHUTENHATa TEXKECT U 3HAUCHHUE 3a KpalHUS pe3yaTaT Ha BCEKH €AUH OT MOAECTAlUTE BbB

(ba:«:aTa Ha ,,TEXHOJOTMYHO 3acHEMaHe™ ¢ Ppa3jInuCH IpU BCCKU aBTOP. ®dazara mocraBs Ha
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M3MHUTAHUE CHHTE3a OT TBOPYECKH M OPraHU3allMOHHHM YMEHHUS Ha PeXuchopa. B pasnuunu
IIPOEKTH TOW MOKE Ja MPOMEHU OTHOIIEHHWETO CU KbM BCEKM €IMH €Tall OT Ipolieca B
3aBUCHUMOCT OT CBOETO BWKIAHE 3a KpaillHUsS pe3yiaTaT, KOMTO BEOHBK 3aBbPIICH —
IIPEICTaBIsiBA HEM3MEHHA €NMYecKa CTPYKTypa, Cb3JalJeHa CbC CpeAcTBara Ha
KHHeMaTorpagusra.

CpaBHuTenHuar aHanu3 Ha IIbpBa moBpaTHa TOYKa B NETTE€ BEPCUU HA ,,XamieT
II0OKa3Ba, Y€ CXOACTBOTO B MeToAojoruuTe Ha ToBcTOHOTrOB M Cuj ®uilig € nepcrneKTuBHO
KAaTo BB3MOKEH MOCT MEXKIYy APaMaTH4YEeCKOTO M ENUYECKOTO HayaJlo Ha paskaza. B

CJICABAIUTE I''TaBU 1€ IMTPOABJIKUM JUPCHETO B Ta3U IIOCOKA HA PA3CHXKIACHUA.

TPETA I'VTABA. AJAIITALUA HA IIMECHU OT CbBBPEMEHHU ABTOPU

Tpera rnasa ,,Ajanranusi Ha NMeCH 0T CbBPEMEHHHU aBTOPH “3a1104Ba C NAPaJI0KC.
VY cbBpEeMEHHM aBTOPH, a ce LUTUpa ,,AHTUrOHA™. LlenTa e na ce 3a0CTpU BHUMAHHETO KbM
cnenr(urkaTa Ha OOEKTUTE HA M3CIIEIBaHE B TPETA IJIaBa IO JMHUS HA B3aMMOCBBP3aHOCT HA
KaHPOBa MW CTPYKTypHa OOBBP3aHOCT Ha JpaMaTHYECKUs ITbpBOOOpa3. 3acThlBa ce
XHUIOTEe3aTa, Y€ aKo Ce OTKPUAT OOIIM 3aKOHM MPU H3TpakJaHe Ha CTPYKTypara Ha Hai-
JpeBHaTa chAeOHA JpamMa B CBETa U PA3IMYHU KUHOBEPCHUU HA JBE CHbBPEMEHHU CbhJICOHU
IpaMy, MIe TOTBBPAMM TPABUIHOCTTA HA METOJa Ha , TpaHCIOHUpaHe/TpaHchep” Ha
JpaMaTHYeCKUsl MbPBOU3TOYHUK B KMHOCIIEHAPUN B3 OCHOBA HAa MPUHIIMITHOTO CXOJCTBO Ha
€IeMEHTUTE Ha CBHOUTHIIHMS aHaIM3 B Tearbpa M CIEHApHATa MaTpHIla-Tapagurma
npemioxena ot Cug Ouiing.

Cnopen MuTa, 3ajerHail B OCHOBaTa Ha CIOKETa Ha aHTUYHATa mMeca, Opara Ha
Anturona, [lonunuk, 3aruBa BbB B3aUMeH OpaToyOMNCTBEH JBYOOU mpen BpaTuTe Ha Tusa,
OMUTBAMKH CE Ja Ce JOMOTHE J0 TPOHA, KOUTO CIope]l YOeKACHUITa My, My TPUHAJUICKH T10
npaBo. KpeoH, 3akoHHO u30pan nap Ha TuBa u Oblen] cBeKbp Ha AHTUTOHA, MBIBD U
CIpaBeUIMB BIAJETENl, KOUTO HCKa Jla ce MpedopH C ILIETHTE OT ropsjaTta 10 BUepa Mpen
MOPTUTE Ha rpajia My rpakJJaHCKa BOWHA U Jja Bb3BbPHE HOPMAJIHOCTTA, OTCHXKJa TAJIOTO Ha
METEe)KHHKA J1a He ObJie morpeObBaHO KaTo BH3ME3UE 3a Xaoca U CTpaJaHHsITa, KOUTO TOH €
MPUYMHUI TpUXkHUBE. TpsiOBa a cMe HasCHO, Y€ MpHChIaTa, KOJKOTO W BapBapcka 1a HU
U3IJIeXIa OT JHENIHaTa HU TMO3UIMS € pelieBaHTHA 3a BPEMETO CH, T.€. HE C€ OTJIMYaBa C
MIPEeKOMEpHa KECTOKOCT MJIM TUBAIIKO JKEJIaHHE 3a MBCT, a € IMpeAMeT Ha 0O0MYaltHOTO

IpaBOpa3iaBaHC 3a €roxara.
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OT cBOs cTpaHa AHTUTOHA, KaTO CECTpa Ha 3aruHaIN, € JUTb)KHA Ja To rnorpede. Taka
MOBEJIIBA TPAIULUATA, OCHOBAHA OT OOKECTBEHUS 3aKOH. I'pmrkara 3a MbPTBHSI POJHUHA €
MoOpaJieH IBIT, ,,JBJIT 0JarodyecTuB U HEU3MBIHEHUETO My O MPEAM3BHKAIO OO0KECTBEHO
Haka3zaHue 3a AHTUTOHA, @ TO BUHArU Ce OTHX/IECTBsIBA C KeCTOKa CMbPT. Besika eHa oT aBere
B3aMMHO H3KJIIOYBAIM CE€ QJITEPHATHBH OM Jl0BEJa JO TOPUYMBUS Kpail Ha IPOTArOHUCTA B
HEWHO JIMIIE.

Hamuue e kmacuuecku Tparudeckd KOH(IUKT. AHTHUTOHA CTaBa JKepTBa Ha JIBE
IIPOTHBOIOJIOKHH, B3aUMHO M3KJIIOYBAILM C€ TE€3U U TParu4HUTE OOCTOSATENICTBA HAJAXBBPIIST
BB3MOKHOCTTA 1 J1a ce CIIPaBH € TX. [IpaMaTUUHUAT €PEKT € MOJCUIIEH U OT (haKTa, ye HaKpas
Kpeon pa3mucist 1 oMeKBa, MPOMEHS PELICHUETO CH, PECIIEKTHPaH OT O0XKECTBEHUTE 3aKOHH.
Ho Beue e kbcHO — 3a3uAanara B rpoOHMIIA, CIIOPE IPUCHAaTa Ha Lapsi, AHTUTOHA cllara Kpai
Ha ’KMBOTa CH M HE J04akBa aMHUcTUATa. KpeoH ce mpeBpblia B yOuelr U Ha CBOM pes cTaBa
&KepTBa Ha 00’KECTBEHOTO IIPABOCHIME.

Crnen ToBa ce mpaBu MOTHBUpaH M300p — 3all0 CHABT M 3alll0 ChAeOHATa apama ca
n30paHu 3a OOEKT Ha M3CIEIBAHETO B IiaBaTa. [IpeBHOCTTa M Ba)KHOCTTA HA Ta3W YOBEIIKA
JNEMHOCT U JIPEeBHUTE XYJI0’KECTBEHM NPOU3BENICHHs NOCBETEHM Ha Hes J0Ka3BaT HeWHaTa
YHUBEPCAJIHOCT. A CBIBT U ChAECOHMTE MPAKTUKH ca ApPEeBHO 3aHMMaHue. ChbBpeMEHHHTE
n3cnenoBarenu Ha Croynxemx u I'bobexnu Tene mpeamonarat, 4e T€3W METaluTH ca OwiIu
CIICHa Ha MAaCOBH PHUTYaJH, CBbP3aHU CHhC CE30HHUTE IMKIIM, HO M CHOMpaHHATa ca Owin
MOJIXO/SII TIOBOJI 32 OPTaHU3UpPaHe Ha MPOIIECH U pa3pellaBaHe Ha CIIOPOBE 3a 3eMsl, JOOUTHK
Y UIMYILIECTBO OT CTapeHIIMHUTE. Bb3ilaraneTo Ha 3abJDKECHNE HAa HAKAKbB aBTOPUTET, KOMTO
OT BHCOTaTa Ha CBOSATa KOMIETEHTHOCT M PECIEKTHUpAIll IOCT, J1a B3EME pEIICHUE 0 JaJaeH
CIOp JaThpa oOLle OT MPEeIUCTOPUYECKH BpEeMEHa. XopaTa ce ChIAAT OTIpeaAHd Ja uma
nucMeHocT. Pa3bupa ce, NMpaBHUTE OCHOBaHUs, OpraHu3alusATa Ha ChACOHHUS IpOLEC,
OTJENHUTE CYOEeKTH M METOAOJIOTHU ca Oe3KpaliHO BapHMaTHBHU Ipe3 pa3IMYHUTE ernoxu. B
CpenHoBekoBrueTo obuuaiiHa (opma Ha cbJ € OWJI ChIBT upe3 JABYOOH, MpoM3THYAIl OT
yoexaeHuero, ye bor e noakpenu AecHuIaTa Ha IpaBus. B uctropuuecku miaH Hall-Ibaro
3aJbprKajiaTa ce MpakTHKa € eJHOIMYHOTO pelIeHre — abCOIIOTHUS MOHAPX MMa LijIaTa BiIacT,
3aKOHOJaTeNHa, M3MbJIHUTENHA U ChAeOHA M pELIeHUsATa My HE MOJJIeKaT Ha KoMeHTap. B
CBIIOTO BpEME IBbPBUTE CTHIIKM KbM IIPAaBOTO TAaKOBa, KaKBOTO IO IO3HaBaMe IHEC ca
HaIpaBeHH OIlle B IpEeBHOCTTA. TOBa HE 3HAUU, Y€ PUMJISTHUTE Ca UMAJIM IIBJIHO pa3J/ieJIeHue Ha
BJIACTHUTE, HE3ABUCUM Ch]l M CIIPABEJIJINB MPOIIeC HAa TP UHCTAHIIUH 3a BCUYKU. PazButneTo Ha
IIpaBHATa CUCTEMa € XMWIAA0JIETHO, Oelsi3aHO OT eMOXHU Ha MPOrpec M perpec u J0pH JHEC B

PAa3JIMIHUTC YaCTU HA CBCTA HA PA3JIMUCH €TAll HA Pa3BUTHUC. Ot 3akoHHTE Ha mepuara B
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Adranucran 10 CMATaHHUTE 3a Hal-Pa3BUTH MPABOCHIHN CHUCTEMH Ha 3aMaHUTE JEMOKPAIUN
— BCUYKH T€ ca Oems3aHu OT HeChBBPIICHCTBOTO.

CpabT € apeHa Ha OCTbp cOMBbCHK Ha Te3u. IIOpoAeHUAT KOHQIUKT ce pa3BHBa B
TEUEHHE Ha ONpPEACIICHO BPEeME M B Kpas Ha mpolleca OWBa pa3pelieH B 10J3a Ha €aHa OT
CTpaHHWTE. YYacCTHUIIUTE, MPaBHUTE CYOCKTH, HE ca TaM KaTo (HU3WYECKH JHIla, a B
MIPOSIBIICHUETO HA HSKAKBA CBOS (PYHKIIHS, IPEIBAPUTEIIHO IOTOBOPEHO ITBJIHOMOIIUE, POJIS.
TouHo Taka — chausl, IPOKYPOP, aIBOKAT, UIIIELl, OTBETHUK, BEILIO JIMIIE, ChICOCH 3acearen ca
pOJIM, KOMTO OOBBpP3aHHWTE B MpoIleca JUIla M3MBJIHABAT [0 CHJIATa Ha NPEIOCTAaBEHO
IIBJTHOMOIIME WJIH 3aKOHOBA MPUHY/Ia — HEKA CH CIIOMHUM TEPMHUHA ,,ITPUBJICUCH 32 OOBUHSEM
HanpuMmep. B chaeOHaTa 3ama yecTo JOpU MMa MyOJIMKa W TS pearupa Ha pa3BUTHETO Ha
koH(ukTa. Ha chausaTa ca Hanara ga BABOPSIBA peJl B 3aj1aTa Opaid CIOHTAHHO U30IMKHATIN
YyBCTBA M EMOLIMU KaTO peaKlsi Ha OTPUYAHE WK ChIIache ChC CIyuBamoTo ce. CiryxeOHuTe
JuIa o0JuyaT TOrH, CBOeoOpa3eH KOCTIOM, KOMTO caM 10 ceOe CH € Hellell B ChBPEMEHHOCTTA,
HO € CHMBOJI Ha TSXHaTa BiacT. ,,O0JIeYeH BB BJIACT Ka3Bame U JHEC.

Ot Mos podecop ChbM HAyUWII, Y€ CHIIBT U TEATHPHT UMAT MHOTO 001H Oene3u. ChIabT
€ BUJI Te€aTbp, HO ChC CEPUO3HM Mocienuiv. MHade 3a Hero ca MpPUCHIIUM APUCTOTEIIECBUTE
MPUHLUIIA 3a JpaMaTUYECKOTO M3KYCTBO — €IMHCTBO Ha BpEME, MSCTO U JEHCTBUE.
YyacTHULIUTE B CHACOHUS CIOp, KOHQUIMKTA, TIPECienBaT 3aJadyuTe CH CBHIJIACHO
MpeABAPUTEIIHO pa3rpeaenu poiu. B 3amara nma mybnuka.

Moske 61 Bb3 OCHOBaTa Ha TOBa CXOJCTBO CHIBT M CHACOHUAT MPOIEC OT 30para Ha
TeaTbpa ca 00eKT Ha ApamaTyprusara. Karo 3amounem ot ,,AHTUTOHA", Cb3/1aieHa Iipe3 V B. Ip.
H. €. Ta YaK JI0 HAIlli JHU aBTOPUTE Ch3aBaT MUECH ChC ChlIeOHA TEMATHKA, 4 PEKUCHOPHUTE TH
noctaBar. CrnomeHarata ,,AHTUTOHA®, HO U ,,AnBokarsT [luep Ilatnen®, , Benenumanckus
Thproseir”, ,,JloBpenara™ ca caMo HSIKOJNKO eMOJEMAaTUYHU 3arjiaBHsl OT KOPEHHO pa3iUvHU
enoxu. Jla ce u30pOSAT BCUYKK B paMKHUTE Ha TO3M TPYJ € HEBb3MOKHO. Hampumep, B MHOTO
nuecu Ha lllexcriup, ¢ MosBSIBaHETO Ha HAKOW BIAACTENl CE Ch3/laBa CUTYallUs HA ChJ, TOPHU
TOBa J1a He € KIo4oBo croutue. B ,,CoH B 1aTHa Hol'* Ereii ncka ot Tesel o chaedeH NbT Aa
MPUHYAM IbIeps My XepMus Ja CKIIIour Opak ¢ JleMeTpuii 1 ToBa € jpaMaTypruyHara pamka
Ha nuecara. TakuBa MMECH UMa Ch3JaJ€HU U OT KJIIACULIMTE Ha MoJiepHaTa apama. [Ipumepure
ca TOJIKOBa MHOTO M Pa3HOPOIHH, Y€ MOTaT J]a CTaHAT OOEKT Ha OTJEIIHO U3CIIC/IBAHE.

Bb3HUKBaA BBIPOCHT: 3aI10 ChICOHUTE CIIOPOBE MPUBINYAT BHUMAHUETO HA aBTOPUTE
1 myOnMKaTa Bede 25 BeKa U T€ TH M3I0JI3BAT 32 OCHOBA HA TIPOU3BEJCHUATA CU?

Bceku, koiTO Mo HSAKAKBB MOBOJ € MOMaJal B CbJa, O3HABA HAMPEKEHUETO MPEau

MNPpOYUTAHCTO Ha C’bI[e6HOTO pCHICHUC, KAKTO MW CKCTAaTUYHHA IIPUJIMB HaA aApPCHAJIUMH,
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IIOJIO’KUTEIICH WM OTPULATENICH, B MUT'a Ha OMOBECTABaHETO My. ChIOBT € MACTOTO, KbACTO
OTJeNHaTa JIMYHOCT ce COTBbCKBA C BJIACTTA OYM B OYM. 3aKOHOJATETHATa U U3IBIHUTEIHATA
BJACT 3acsraT OMTHETO HM HAa Makpo HHMBO. B romsMa cremeH, J0Opu 3a W3KYIIEHUTE OT
IIOJINTUKATA, T€ OCTaBaT aHOHUMHU. Ho koraTo JIM4HOCTTa C€ U3NpaBy Ipel ChAMATA B CIOP,
KOITO Kacae ObJeIIeTo i, He3aBUCUMO KaKbB, pa3BoJl, TPYJOBO-TIIPAaBEH, HAKA3aTEIHO /€10, U
KOTaTo 4ye peleHrne B CBOM yIIbpO U PEHICHUEeTO HE ,,IIOJICKH Ha 00KaJIBaHe  peakuusTa € ¢
nbI00K edexT. HapyiieHa e cipaBeAmMBOCTTA.

HaxbpHEHOTO 4yBCTBO 3a CIIPAaBEAJIMBOCT CTOM B OCHOBATa Ha BCsIKa ITMeca ChC CheOHa
temaTtuka. OTIEIHUTE CIOKETH IIpeyularaT pa3sHooO0pa3HU CUTyaluy. Jlanyu npoTaroHuCThT 11
ObJic HeCIPaBEIJIUBO OCHICH (KAaKTO B ,,AHTUTOHA) WJIM NPECTHIHUKBT LIE CE U3MBKHE OT
MPaBOCHAMETO — MEXJAY TE€3M JBa IOJI0CAa CTOM OTPOMHO pPa3HOOOpa3ue OT KOHKPETHU
0OCTOSTENICTBA U PA3JIMYHHU CIIy4au, HO BCUUKH T€ ca CBbP3aHM C HApYILIAaBaHETO Ha YCELIaHETO
HU 3a CIIPABEIIMBOCT.

Kunoto, ocobeno cien BropaTa nojaoBHHA Ha XX B., KOraToO JEMOKPAaTUYHUTE UJIEH 32
IpaBoOBa JbpKaBa M BHPXOBEHCTBO Ha 3aKOHA MPHIO0MBAT BCE MO-TOJISIMO 3HAYCHHE, CHIIO
4eCTO ce 00pbhILA KbM CIOKETH ChC ChJICOHA TEMATHKA.

CppaebHara apama (B ciyyast U3M0JI3BaM TEPMUHA ,,JjpaMa‘‘ B HAl-IIUPOKUSI My CMUCHI
Ha JpaMaTU4ecKO NMPOU3BEACHHE) HE € IIPOCTO KaHp. B xaHpoBo oTHOLIEHUE TS OM MorJia J1a
Opae Tpareaus (KakTo B ,,AHTUTOHA®), dapc (kakTo B ,,AnaBokarsT Iluep Ilarnen™) mnmm na
BHYIIIaBa IpaMaTUYHU UHTOHAIMH (KaKTO BB ,,BeHernuanckus Teproser ). Ts uma obaue cBou
CTPYKTYPHHU OCOOEHOCTH, KOMTO Ca IPUCBHIIU CaMo 32 Hesl.

OTruuta Cce CXOACTBOTO MEXIYy CHOUTUWHUS aHalW3, CB3AaJieH OT [eopruii
TOBCTOHOTOB KaTO peXUCHOPCKU, TBOPUYECKH METO/]1 3a IIOJIrOTOBKA HA TIOCTAHOBBYHATA paboTa
B T€AaThpa ¥ CTPYKTypHATAa [apaJuryma u3Moji3BaHa KaTo TBOPUYECKA MAaTPUILIA OT FOJIEMHUsI KHHO-
npamatypr u nenaror Cun @uidng.

Jla mpoBepuM Janu mapajgurMara € CbBMECTHMa B CTPYKTYPHO OTHOLIEHHE KbM
»AHTHUroHa* 0T Co(oKbI1. AKO YCTAHOBUM ChbBMECTHUMOCT, TO 1€ UMaMe o0Opa3zell, KOUTo na
U3II0JI3BaMe B CPAaBHUTEITHHS aHAJIN3 Ha €KpaHU3allMUTE Ha JIBE MOJICPHU ChJICOHHU JIpamu - ,,12
pasrHeBeHu Mbxe“ oT Pemxunang Poys u ,IloBpenara® or ®@puapux lropenmar. Ilo to3n
HAuYMH 1€ JOKaXeM, 4e Ha 06a3a aHaJIoTusATa MEX/1y JIBaTa TBOPYECKO-aHAIUTHYHU MOIX0/1a —
Ha ['eopruit ToBcronoroB u Cux ®dwuiing — moxe aa ObJe M3MOI3BaHA MapagurmMara KaTo
OCHOBEH uHTep(elic 3a ,,TpaHCIOHMpaHE Ha JApaMaTHYeCKHsl TEKCT B KuHocueHapus. llle
MIPOABJDKUM B HOBA TEPUTOPHS 14 THPCHUM apryMEHTH B I10JI3a HA Ta3W BCE NO-HAMMpAIA

OCHOBAHUA 3a PCIICBAHTHOCT XHUIIOTEC34.
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Komno3uimonHo ,,AHTUroOHa* € pa3/iesiecHa Ha CJIICIHUTE YacTH:

IIpostor

ITapon

[IspBU enuzon

[IspBU cTazum

Bropu enuson

Bropu crazum

Tpetu enuzon

Tpetu crazum

YeTBbpTH €IU301

YerBbpTH CTA3UM

Iletn ennzon

Iletu crazum

Ex3on

[Tpu TOBa MapoabT U METTE CTA3MMa HAMAT IPUHOC KbM Pa3BUTUETO Ha JIEHCTBHUETO, a
uMaT MH(OpPMATHBEH W KOMEHTapeH XxapakTtep. KaTto ce u3BajdT ce BWXKIA, Y€ CIOXKETa €
Pa3noJI0XkKeH B IPOJIOT, MET eNU30/a U eK30/1 WK 0010 CeAEM YacTH.

B nbpBara cuena, nposnora, AHTUIOHA € B KOMIaHUATa Ha cectpa cu Mcmena. B xona
Ha Juanora pa3dupame 3a B3aUMHOTO OpaTOyOHIICTBO Ha JBamMara Opars Ha TEPOUHHUTE, KAaKTO
u 3a mpuchaata Ha Kpeon 1a ce morpede ETeoxbi, HO 1a ce JIMIIM OT BEeUeH MOKOW ChUIMHCKUS
MeTeKHUK [lonmHuk. BpBexaT ce OCHOBHUTE NEPCOHAXKHU, KAKTO U BaXKHUTE IIPEIBAPUTEIIHU
00CTOSITENCTBA, KOUTO 00yCNIaBAT KOHQIMKTa. AHTUTOHA B3UMa pellieHre 1a morpede opar cu.
AKO HampaBUM NpPOBEPKa KaKBO 3HAYCHHE MMa TOBA PEIIEHUE U 33 MOMEHT JIOIyCHEM, Y€ TS
HE T'0 B3UMa, €JMH BU] ,,10 XaMJIETOBCKHU* ce Kosiebae U OoTJiara Iie BUIUM, 4e CIoXKeTa He Ou
MOTBJI Ja CE€ Pa3BUE IO-HATATBK BBbB BMJA, B KOMTO ro nosHaBame. MMeHHO penieHunero
OTKJIIOYBA MTOpPEAUIaTa OT ChOUTHS, KOUTO JOBEXKIAT O HEWHATa CMBPT.

Ts B31uMa o111e €1HO ChA00OHOCHO pElIeHNE, KOETO TOIBJIHUTEIHO U30CTPsI KOH(IIUKTA.
[TorpebGenneTo HsMa /1a ce ChCTOU TAMHO, B ONUT Jia ce 3a00MKO0JIN pa3nopexaanero Ha Kpeon,
a myOJIMYHO, MPH IIMPOKO OrJIacsiBaHe, 32 KOETO AHTUTOHA MOJIU 3a Ch/CHCTBHE cecTpa cu. To
1€ ce MPEeBbpPHE B MOJUTUYECKH KT, B IPUHLUIECH CON'bCHK 3a IICHHOCTH — YU 3aKOHU UMaT
MO-TOJIsIMA TEKECT, 00’KECTBEHUTE MJIM YOBELIKUTE.

be3 cpMHeHHE € HanMile OCHOBHOTO OOCTOSATEICTBO, XapaKTEpPHO 3a BCSAKA ChAeOHA

ApaMa — CbC 3a6paHaTa Ha HOFpe6eHI/IeTO € M3BBPUHICHA HCCIIPABCIIIMBOCT U MPOTArOHUCTBHT
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e ce 6opu 6e3 orjie Ha Cpe/ICTBaTa M 3ariaxara 3a GU3NYECKOTO MY OIeJIsIBAaHE 32 HEMHOTO
IpeMaxBaHe.

Pemiennero Ha AHTHrOoHa uMa CTOMHOCT Ha WbpBa IOBpaTHa TOYKa (Cropesn
napanurmara Ha Cug Ouiing) u cies eIHO COMTO BbBECHUE U KPAaThK IIbPBU aKT HU XBbPIIS
0e3 OaBeHe B TEPUTOPUSATA HA CHUIMHCKOTO pa3BUTHE Ha KOH(IUKTA, KOH(ppoHTauusara. Ts ot
CBOSI CTpaHa ClieJIBa HEYMOJMMUSI CH Tparmuecku XOJ JO0 Kpas Ha IIECTHU eMU30[l, KbJETO
3armo4Ba u BTOpara noBparHa Touka. Crmopen Cun @wuiing moBpaTHaTa TOYKa MOXKE J1a Obe
€IHOKpaTeH aKT, HO MOXe J1a ObJie U MPOIBJDKUTENHA CIIeHa: ,,[[oBpaTHaTa Touka € KakKBOTO 5
u3zbepere na Obae — MOXKeE J1a € IPOABJDKUTENIHA WM KpaTKa ClIeHa, MOMEHT Ha MOKOW WMIu

13

JeiiCTBUE, TOBA MPOCTO 3aBUCHU OT cueHapus...“ Tyk B ciydas ¢ BropaTa MOBpaTHA TOYKA €
TOYHO Taka. Ts 3amouBa OT pemreHrneTo Ha KpeoH ma oTMeHUW mpuchaaTa CH, IPEeMHHaBa B
peIIeHHEeTO My COOCTBEHOPBYHO Ja OCBOOOJM JKEpTBaTa M HaKpas — OTKPHBAHETO Ha
BHUCSIIOTO, 0€3)KU3HEHO TsUI0 HAa AHTUTOHA. OT TE3M TPU CHOXKETHH CTBHITKU 3PHTEIIUTE CTaBaT
HETOCPEJICTBEHN CBHJICTENIM caMO Ha IbpBara. BropuTte nBe ca paskazanu post factum ot

OUYEBUIIEL] HA CHOUTHUATA.

Akm | Akm Il Akm 1lI
Mpoaoz | Enusog -> Il Enu3og -> lll enusog -> IV enusog ->V enuso{% Enusog
R
BvBe)kgaHe KoHtdhpoHmauus Pa3Bpub3ka
MopBa noBpamHa Bmopa noBpamHa
mouka mouka
PeweHuemo Ha AHmu2oHa PeweHuemo Ha KpeoH

Bwmwxname, ue npamatuueckara cTpykrypa Ha CodoKbI OpraHuyHO Ce ,, TPaHCIIOHUpa‘
B clleHapHaTa mapagurma Ha Cug Ouidng, KoaTo ce cama 1o ce0e CH OCHOBA 3a pa3BUTHE HA
€MUYECKO IPOU3BECHUE — EKPAHU3ALIUSL.

[To-HaTaThK, ¢ XUMOTE3aTa, Y€ CTPYKTYpHUTE OCOOEHOCTH Ha mapaaurmata Ha Cup
®duiina ceBHanar che cnenudukarta Ha GadyTHOTO pa3BUTHE HA ChlieOHATA Apama, T. €. TbpBa
¥ BTOpa MOBpaTHA TOYKA CHBMAAAT ChOTBETHO C MOMEHTUTE HapyIllaBaHE W BH3CTAHOBSBAHE
YYBCTBOTO 3a CHPABEAJMBOCT C€ MNOJJaraT Ha aHAJW3 EKPaHM3aLMUTE HAa JABE MOJEPHHU
3arnaswus. ,,12 angry men” (,,JIBanameceT pasrHeBeHU Mbxe) or Pemkxunang Poys u ,,Die
Panne” (B pa3znuunuTe IPEeBOIM y HAC MO3HATA KaTo ,,ABapus’ win ,,[loBpenara‘) or @puapux

JlropeHMar, KaTo 3a BCAKO OT 3arjaBUsATa C€ Pa3MIekKIAT IO JIBE €KpaHU3aIuu. Taka mo mbTs
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Ha CPaBHUTEIIHUS aHAJIN3 CE€ YCTAHOBABA YHUBEPCATHOCTTA HA MPUJIOKEHATa MapagurMara Ha
Cun ®wuitng BbpXy ApaMaTHUUYECKH TEKCTOBE OT e€rmoxara Ha MOJEpHATa JApaMaryprus.
XapakTepHara 0COOCHOCT Ha ChJIeOHATA Jpama, ChBIAJCHUETO HA IIbPBA U BTOpPA MOBpATHA
TOYKa C HapyIIaBaHETO M ChOTBETHO BH3CTAHOBSIBAHETO HAa YYBCTBOTO 3a CIPABEIIMBOCT B
HaOroaBanus ca CBOCOOpa3HM peNepu, CUTHAJIM 3a BEPHOCTTA Ha 3akiIrodyeHusATa. B
0000IIIEHNETO Cce MPaBU U3BOJIA, Y€ B CTPYKTYPHO OTHOIICHUE HIMA TOJIsiMa pa3linKa MEXIy
nBata guimMa. Ta3u TEeHIEHIUS € ChIIOCTaBUMA C YCTAHOBEHOTO MPY CPABHUTEITHUS aHAIIU3 Ha
JIBET€ BEpCUM U Ha ,,/[BaHajzeceT pa3rHeBeHH Mbxke“ U Ha ,JlloBpenara“. M B nBara ciydas
IBPBUAT QUM OCTaBa B MMO-TOJISIMA CTETNICH BEPEH Ha JIUTEPATypHUS IIbPBOOOPA3, a puMeEiiKa
pazunta Ha GaOynHH BapHallUd 3a HW3TPAKIAHE HA CHCHUPUYHUTE CU TOCIaHUs, Oe3
CBIIECTBEHU CTPYKTYPHU HWHTEpBEHIWMH. To3m (akT momyepraBa HEOOXOAMMOCTTa OT
pa3uuTaHe Ha CTPYKTypaTa Ha ApaMaTHYeCKHs MbpBOOOpa3 MpU U3TpaKIaHE Ha CIOKETa Ha
KHUHOCIIEHApHs, C U3pUYHATa YTOBOPKA, Y€ 3a U3TOUYHHUK CE€ MOJI3Ba JpaMaTyprusi ¢ 0e3CopHU
KadecTBa, KJIACHYECKa WIIM OT ChbBPEMEHHH, JOKa3aJ TPo(hecHnoHAIN3Ma CH aBTOPH.

B cpaBHuTenHus aHanu3 Osixa W3IMOJI3BAHU 3arjlaBus OT KaHpa ,,cbaeOHa apama‘
(,,ApaMa‘ B Hal-ITUPOKHUS CMUCHJ HA ,,IpaMaTHUYECKO MMPOU3BEICHHE), C 1ICJT 1a CE U3IMOJI3BaT
KaTo MapKepH XapakTEePHUTE KAHPOBU OCOOEHOCTH — HAPYIIaBAaHETO U BH3CTAHOBSIBAHETO HA
CIpaBeJIMBOCTTA — U MIPOBEPKATa UM CHOTHECEHO KbM CTPYKTYpHATa Mmapajaurma - MaTpHuIia ¢
TPH aKTa W JIBE TOBPATHU TOYKH, npemioxkerHa ot Cun @uiing karo 0a30B TBOPUECKH METOJ
MIpU Ch3JIABAHETO HA CLIEHAPHH.

U B Tpute cnyuas, ,,AHTUTOHA®, ,, JIBaHaieceT pa3rHeBeHN MBxe ™ U ,,[loBpenaTta‘ 6eme
YCTaHOBEHA ChBMECTHUMOCT MEXIy crienuduKaTa Ha JpaMaTHUeCKUsl U3TOUHUK U CIICHapHAaTa
Marpunia-napaaurmMa Ha Pwuiing. B ciayuas ¢ ,,AHTHTOHA® MPOBEIOXME XHIOTETUYEH
CTPYKTYPEH aHAJIU3 U NPOBEPUXME M3BOJA 32 CbBMECTHUMOCT YpE€3 CPAaBHHUTEIIEH aHAIU3 Ha
JIBETE TMHECH ChC ChIAeOHA TemaTuka, ,,JIBaHameceT pasrHeBeHU Mbxke“ u ,lloBpemara™ B
pa3IUYHUTE UM BepCUM. AHAIU3BT MOTBBP/IH, Y€ MapagurmaTa npeayioxera or Cung Ouiing e
MOAXO/AIIa, KAKTO KaTO YHUBEpcaiHa 06a3a 3a Ch3JjaBaHe Ha CIICHApUN OT HyJlaTa, Taka v IpH
eKpaHHU3aIs Ha CHIIECTBYBAIIH IpaMaTypruIHu 00pa3Iiu.

B romnsima crenen Moske J1a ce HalpaBu MOTHUBUPAHO MPEANOJIOKEHUE, Y€ Mapagurmara
€ YHUBEPCAITHO MPUIJIOKMMA HE CaMO MIPU MUCaHE Ha aBTOPCKU CIIEHAPHUH, HO U MPU Ch3/1aBaHE
Ha aJlaliTUPaHU CIICHAPWU 1O MHECH. Ts mpeaocTaBsi eAHOBPEMEHHO CPeJia 3a PeaTu3upPaHeTo
Ha CIOXETa, KaKTO U TPEIOCTaBs OMOPHUTE TOYKM HA KOHCTPYKIHMSTA MO OTHOIICHHWE Ha

CTPYKTypHAaTa LUAJIOCT.
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YETBDBPTA I'JTABA. BBJI'APCKHUAT OIIUT

B yeTBBpTA Ii1aBa ,,BBJArapCKUAT OMUT MHPBOHAYAIIHO CE MIPABH OOII TPErJie]] Ha
EKpaHU3ALUUTE IO THECH B OBITapPCKOTO KUHO.

[ToguepTaBa ce 3HAYMMOCTTa Ha ,,bbarapcku wurpaaHu QuwiMu® — aHOTHpaHa,
WiItocTpoBaHa ¢unMorpadus Moja chCTaBUTENCTBOTO Ha ['anmHa ['eHueBa. YeTHPUTOMHOTO
W3/laHuE IPEJICTaB/IsiBa KallUTalIeH TPy Ha aBTOpKaTa, ChAbpiKalll Hali-II'bJIHUS CIIUCBK ChC
3aryiaBusi Ha OBJATApCKUTE (DUIMH B XPOHOJIOTUYEH PEJ OT 30paTa Ha OBArapCKOTO KUHO J0
1992 r. 3armaBusTa ca npuapyxeHu oT puimmorpadcka cripaBka, CBajeHa OT JICHTaTa U Oorat
CHUMKOB Matepuai. M3nanueTo e npu3HaTo B NpOPECHOHATHUTE CPEIU 3a COTUACH U3TOUHUK
Ha uHpopMaIms ot uctoprorpadceka u pummorpadceka rieaHa ToUKa.

ChrinacHO HW3BBPIICHUTE OT MEH Mperiieq W moadop Ha HaaudHaTa WHGOpMAIHA,
OBJITAPCKUTE SKPAHU3AIMH 110 TTUECH 32 LSS TIEPUO] Ha OBIrapckoTo KuHO oT 1918 10 1992
r. ca 21. Ot Tax B mepuoja Ha AbpkaBHaTa kuHemarorpadus or 1950 mo 1992 r. ca
npoayurpanu 18 mbIHOMETPaXKHU UTPATHU (PUIIMA 10 ITMECH, UMa U HAKOJIKO TEJIEBU3HOHHU
npoekra, npoayuupanu or BHT. Ot rneana touka Ha Te3ara, Y€ CIEABOCHHUAT MEPUOJ Ha
Obarapckata KuHemarorpagus € 0ce3aeMO IO0-3HaYUM 32  HAIlMOHAJTHOTO  HU
KHHOIIPOU3BOJICTBO, BBIIPEKH OrPAHUYEHHUSATA OT OOCKTUBEH M CYOEKTHBEH XapakTep,
HACTBIIMJIM CJIE]| JIEBETOCENTEMBPUNUCKUS MpEBpaT U HAJIOXKEHHUS 4pe3 HEro TOTAIUTapeH
PEeXUM, B yBOJHATA YACT IIpejIaraM II'bJIEH ONUC Ha (PUIIMH 10 TeaTpaliHa ApaMaTyprus 3a To3u
IIEPHOJ OT BpeMe. B crincbka ca BKIOYEHH U HAKOU TEJIEBU3NOHHM IPOAYKIIMH 32 [1a C€ OTYETE
(akTa, ye MMa 3aCHETH U JIETCKU 3arjiaBus, UMa u cepuan — ,,[[bpkBa 3a BbILIK" IO THEcaTa Ha
Ilerbp AmnacracoB, pexucbop Hukxonait JlamOpeB-Muxaiinoscku. [Ipu cnomenaBanero Ha
nponykuuure Ha BHT TpsbBa na ce oruere, ye He cTaBa Jyma 3a IPOU3BEACHUS Ha
TEJIEBU3NOHHMS TeaTbp. Te ca OTAeNeH KJac MPOAYKLUHU, KAKTO IO TEXHOJIOTHS Ha CBOETO
Ch3/IaBaHE, TaKa U M0 XYyJ0’KECTBEHU MOKA3aTEIN.

1. ,Kamun openst®, roguna Ha ipemuepa 1950 r., pex. b. bopo3zanos mo nuecara Ha

Hukona MxonomoB. WIMBT € 3alO4YHAT KAaTO YAaCTHA MPOIYKIHUS U JOBBPIICH
KaTo MbpBU QUM Ha JbPKABHOTO MPEANPUSATHE ,,bbarapcka kuHemarorpadpus .
2. ,TpeBora“ e Obarapcku urpaies ¢uwiM oT 1951 ronuHa Ha pexxucbopa 3axapu
Kannos, no cuenapuit Ha OpauH BacuneB n Anxen Barenmaitn. Oneparopu ca
Emun PameB mn 3axapu XKanpos. Cb3nazeH € mo nuecara ,,I'pesora® Ha OpivH
Bacunes. My3ukara BbB ¢uima e komrosupana ot Jlrobomup [umnkos. ,,rpeBora‘

€ IIbPBUAT 6’LJIFapCKI/I, N305J10 CONUAJIMCTUICCKHU (I)I/IJ'IM.
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10.

11.

12.

»Llapcka munoct* e 6barapcku urpasieH ¢puam ot 1961 r. Ha pexucbopa Credan
Crppuamkues, 110 efHOMMEHHaTa nueca Ha Kamen 3uapos.

»13 mHu® e Obparapcku urpaigeH Guam ot 1964 r., pexuceop otHoBO ¢ Credan
CopuapkueB, a aBTOp Ha JpaMaTyprayHus mbpBooOpa3 ,,HezabpaBumu nHu e
Jlo3zan Ctpenkos.

L oneMaHoB e Obnrapcku wurpaineH ¢wiM ot 1958 romuna, mo cueHapuil u
pexucypa Ha Kupun Unuaues. Onepatop e Tpenmgadun 3axapues. Cb3aajieH € mo
komenusra ,,l'onemanos* Ha Ct. JI. KocToB. My3ukaTa BbB uIMa € KOMIIO3UPaHa
oT iBan MapuHoB.

L IpOKYpOpBT* € OBJIrapcku urpaieH G (apama) ot 1968 ronrHa Ha pexkHCbOpa
JIro6omup Hlapmanmxkues, no cuenapuit Ha bynumup Merannukos. Onepatop €
bopucnas [lynues. Cp3gaznen e no nuecara ,,[Ipokypopst* Ha ['eopru Jl>xarapos.
My3ukata BbB (unma e kommnosupana oT Paituo JlroOenoB. XymoKHUK Ha
nocranoBkara € [letko bonues.

,Llap UBan lllumman* e Obsrapcku urpaiieH ¢ oT 1969 roauna, o crieHapuii
u pexucypa Ha FOpu Apnaynos. Oneparop e Henenuo Hanes. Cv3nanen e no
npamata ,JBan I[umman“ na Kamen 3umapoB. Mysukata BbB ¢uima e
kommo3upana ot Kupun [uOynka.

»ABTOCTON € Obarapcku wurpaneH ¢uam (Mro3ukbia) ot 1971 roamna Ha
pexxucbopa Huxouna [letkos, no cuenapuii Ha MBan Panoes. Oneparop € Mnanen
Kones. My3ukara BB ¢uima e kommnosupana ot bopuc Kapagumues.
,HakoBayHs win 9yk* — ¢uam ot 1972 r. Ha pexucbopa Xpucto Xpuctos. B
CIEHApHs ca M3MO0JI3BAHM MOTHMBM OT nuecata Ha MBan PanoeB ,,YepBeHo u
kadsaBo* u pomana Ha Jlto6en CraHeB ,,3aeAeHUsAT MOCT.

»Lypen B yxoTo* e komenus ot 1976 r. Pexxucbop — I'eopru CrostHOB, oneparop
Wpaiino TpenueB. Cuenapustr ¢ Ha Hukona PyceB mo enHouMeHHata My
paguonueca. Komnosurop e Kupun JloHues.

,»CI'bHYEB yaap®, mpoayKiwus ot 1976 r. (eAMHCTBEHATa FOJIMHA C IBE €KpaHU3AlUN
[0 MHUEeCH B MCTOpHATa Ha Obarapckoro kuHo) Ha Xpucto IIuckoB u Hpuna
AxrameBa 1o ,,Ta3u manka 3ems“ Ha ['eopru Jl>xarapos.

I Ipo3openbT* € Obarapcku urpasieH ¢punm ot 1980 ronunaa Ha pexxucbopa ['eopru
CrosinoB, o crueHapuii Ha Koncrantun Unue u ['eopru CtosiHoB (1o muecara
,»IIpo3opensT* Ha Koncrantun Mnues). Onepatop € Xpucro ToreB. My3ukaTa BbB

¢unma e komnosupana ot Cumeon ITupoHKOB.
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13. ,,Mexo ka3zaHo* e Obparapcku urpaiet puim ot 1983 roauna Ha pexxucropa Bacun
Anocronos, o cueHapuii Ha Banepu Ilerpos. Onepatop e Kpacumup Koctos.
My3ukara BbB (punma e komrosupana ot I'eopru I'eHKoB.

14, ,3abpaBere TO3W Ciy4ail, romuHa Ha mpemuepa 1985, pexucrop Kpacumup
Cnacos 1o niucara Ha ['eopru J[xaraposB ,,EcenTta Ha enuH cienoBaTen‘.

15. ,,Ckakanmu“ e OBIATapcKu TEJNEBH3MOHEH urpaieH ¢uwim ot 1985 romuHa 1o
cueHapuii Ha AHa lBaHoBa u pexucypa Ha AtaHac TpaiikoB. ®Puimona
JTpamMatu3anus 1o kiaacuueckara nueca Ha Cr. JI. KoctoB ,,Cxakamu.

16. ,, XBHpumsioTO € OBIArapCKH IETCKH TEJICBU3HMOHEH (uiaM B 2 cepum OoT 1988
roguHa Ha pexucbopa Cpernana IleiiueBa, mo eaHomMeHHaTa nueca Ha Paga
MockoBa. My3ukara e Ha Kupuit /JoHues.

17. ,,OnoBa Heno* e ObaTapcku urpanex ¢uiam ot 1991 ronuna Ha pexxucropa ['eopru
CrosiHOB, mo cueHapuii Ha Xpucro boliueB 1mo eaHOMMEHHaTa My IHeca.
Oneparopu ca Annpeit Uepros u Kpacumup Kocros.

18. ,Bammup® e Obarapcku TeneBu3MOHEH wurpajeH ¢uiam ot 1991 rogmna mo
cueHapuil u pexxucypa Ha [laBen ITaBnoB. OnepaTtop e Ban Bapumesos. bazupan
€ 1o egHouMeHHaTa nueca Ha AHTOH CrpammmupoB. My3ukata € Ha PymsHa
Hunanapcka. Xynoxxauk e Jirodomup Ilomnos.

Tpute nmpenBoeHHU ¢uIMa-aganTanuy 1mo nuecu — ,Jllox craporo HebGe“, aBTOp Ha
nuecara U cueHapusa e llanko IlepkoBcku, pexucbop Hukomait Jlapun, ,IlneHHUKBT OT
Tpukepu™ or Koncrantun MytadoB (He3aBbpIlIeH, 3ama3eHd ca caMo 12 MHMHYTH) U
,,DE€3KpBbCTHU IpoboBe™ Ha pexxucbopa bopuc I'pexoB no nuecata Ha CTpalIMMUPOB 3a€IHO C
oceMHaiiceTTe ekpanu3aiuu no nuecu cien 1950 r. na pona Ha 599 3acHeTn dunma 3a nenus
NepUoJl Ha CHILECTBYBAaHE Ha OBIrapCKOTO KMHO € OeJier 3a HUChK HMHTEpeC OT POJHHTE
KMHOTBOPLIM KbM TeaTpajiHaTa IpaMaTyprusi KaTo M3TOYHUK Ha PUIMOBH croxkeTH. HecbMHEHO
3a TOBa MMa METOJIOJIOTMYHU OCHOBaHUS, crienudukaTa Ha KOUTO aHanusupaxme B [IbpBa u
Bropa rmaBa Ha Hacrosimus TpyH, HO 3a1 TO3U (PEHOMEH CIOpe]l MEH IpOo3upaT U JAPYrd
00CTOSITENCTBA.

Hampumep, mnpaBu BheuaT/ieHHE CBHIIO M IPAKTUYECKH ITBJIHOTO OTCHCTBUE Ha
eKpaHM3MpaHU 3arjlaBusl OT CBETOBHATa Kiacuka. IlpuunHuTe 32 TOBa ca pa3HOOOpas3HU, HO
Morar /1a c€ 00eIMHST B IBE OCHOBHU TPYIIH.

[IbpBO, B HcTOpUYECKH IJ1aH (hopMHUpaHETO Ha ObJTrapcKaTa Hallus Ch3aBa caMoOUTHA

HapOJOIICUXOJIOTHUA.
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Ha BTOpOo MACTO, KBbCHO CBHCTOSUIOTO ce Obiarapcko Bb3paxmane B paMKuTe Ha
OcmaHckaTa UMIEpUsi U3HACA CHBCEM DPA3JIMUEH JHEBEH pel OT KJIAaCHUYECKUs E€BpPONEUCKH
Penecanc. Ot OcBoboxneHnero B kpas Ha XIX B. Obarapckoro oOIIECTBO Momaga B
HEMpeCcTaHHO yCHUIe 32 O0eMHEHNE Ha HAlUSITA B TPAaHUIIUTE HA €JHa HallMOHAJIHA IbPKaBa,
yCHIIME POJUIIO TP HAIIMOHAIHU KaTacTpodu ¥ ropyMBH IJI0J0BE, KOUTO OepeM u aHec. [IBa
OT TpuTe (QuiIMa, CHUMaHU MEXIYy JBET€ CBETOBHM BOMHM Ca IOCBETEHHM Ha TpaBMara OT
obpBaTa M BTOpaTa HAaIMOHATHM KaTtacTpodu. Tperata HauumoHanHa KaracTpoda,
JI€BETOCENTEMBPUICKUSAT MPEBpaT AoHACS U 45-TOAUIIHNS TOTAIUTAPEH PEKUM, IIPU KOUTO Ha
M3KYCTBOTO U OCOOCHO Ha KMHOTO ca BMEHEHH M3IIsUI0 nponaranaiu Gynkuuu. C Apyru 1ymu
— BpEME U IIapH 3a U3CJICABAHE U PA3IPOCTPAHEHUE HA PEHECAHCOBUS XyMaHNU3bM, B HETOBUS
€BPOIEHCKU BUJ, OBJIrapcKOTO KMHO HHMKOra He € umano. KakTo m He € Mmano macoBa
MOTPeOHOCT y MyOJIMKaTa 3a Ch3/1aBaHe Ha KHHOA(UIII IO TAKUBA IMHUECH.

3a nepuoga 1945-1992 r. u ocemHaiiceTTe eKpaHU3UPaAHH 3arjaBus ca OT OBIArapcKu
aBTopu. ToBa KaTeropuyHO IIOKa3Ba, Y€ HALUMOHAJIHO CHEHU(PUYHOTO JOMHUHHMpA HaJ
YHUBEPCAIHOTO B 00JacTTa Ha €KpaHU3aLMATAa HA MUECH, KOETO BCHILHOCT € U KOHKPETHO
MPOSIBIICHUE HA LIAJIOCTHATA KapTHHA B OBJATapCKOTO KUHO 32 Mepuo/a.

[IpenBun Qaxra, 4e eKpaHH3aIMATa MO MUECa HE 3aeMa TOJISIM AsU1 OT OBJIrapcKkoTo
KHHOTIPOM3BOJCTBO M HE CE€ Ch3JaBaT IMPOU3BEIEHHS 0 3HAYMMH B CBETOBEH Mamad
KJIACUYECKM 3aryIaBMsl, JIMIICaTa HA JPYr'M CTYAMM IO BBIpPOCAa, KAKTO U Tpea BUL
METOJIOJIOTUYHUS aKIIEHT Ha HACTosIIaTa padoTa, MHTEPEC MPEICTaBIsIBA HE TOJKOBA MTBITHOTO
¢dbunmorpadcko u3cnenBaHe Ha EeNUsl HATHYEeH MaTepHall, KOeTo O Jano pe3yiTar B MOJIETO
Ha KMHO3HAHUETO WJIM UCTOPUS HAa KMHOTO, a ChbCPEIOTOYaBaHE B METO/I0JIOTMYHUTE TIOXBATU
Ha HSIKOM OT aBTOPUTE, INIaBHO Ype3 3all03HABAHE C TEXHUS EMIIMPUYEH OMUT Ha 0a3za JIuueH
KOHTAKT U MPOBEKJAHE HA CHIEUATN3UPAHU PAa3rOBOPH.

Cpen uMeHaTta Ha peKUCbOPUTE, KOUTO Ca CHUMANIN (PMIIMHU TIO TeaTpaHU TEKCTOBE Ce
otkposiBa ['eopru CrosiHOB ¢ nenu Tpu ¢punma no nuecu. C ToBa TOH MpeIu3BUKBA €CTECTBEH
MHTEPEC U Ce IPEBPBIIA B 00EKT Ha €HO OT uHTepBIoTaTa. OnuThT Ha KoncTantun Mnues npu
paborata My ¢ ['eopru CrosiHOB Mo creHapus Ha ,,[Ipo3opensT™ (1980 r.) cbiro € 00ekT Ha
aHanu3. TpeTusT mapTHbOp, KOUTO crojens onuta cu € Hukomna IletkoB, aBTop Ha ¢unma
,»2ABTocton® (1971 r.) mo muecara ,,Ilerpon* Ha VMBan PamoeB. TekcThT Ha aBE OT TpuUTe
MHTEPBIOTA € TIOMECTEH B Kpas Ha TO3U Tpy. o]l ¢opma Ha npuioxeHus. [1o uspuunara Bois
Ha €IUH OT aBTOPUTE Pa3roBOPHT IO MPOBEJIEH MEXAY HAC 10 BpeMe Ha M3CJIE/IBAHETO HE ce

HY6J'II/IKYBa 1 € CaMO U3TOYHUK Ha KOMCHTAPU B HACTOAIIUA TPY.
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PaszroBopuTte mpeacTaBisiBaT CBHAETEICTBO OT IIBPBO JIMIIE 32 TBOPUYECKUTE MPOOIEMH
U TMPEIU3BUKATEIICTBA, BB3HUKHAIM TIPE]] PEKUCHOPUTE MO BpPeMe Ha pabdoraTta UM BBPXY
M30pOCHUTE EKpaHM3AIMM, 3a PEHICHHSITa Ha Te3W MNpOoOJeMH, KaKTO W EJIEeMEHTH Ha
caMOaHaJIM3 OT JUCTAHIUATA Ha W3MUHAIUTE JeceTwineTus. HeusO0exkHO chabpxar u
nHpopManus 3a TPoOJIEeMHTE Ha TBOpEIA-KMHOPEKUCHOP B €IHA CIOXKHA 3a CBOOOHO
ceOenspassiBaHe ermoxa.

Cnensar KpaTku, KOMEHTApHU MPEACTAaBSIHUSA HAa YYaCTHUIUTE B HHTEPBIOTaTa OT
rJieiHa TOYKa Ha HEOLICHUMUS UM EMITMPUYEH ONUT Ha J0ANEeHHU.

B cnensamms monpasaen ce npaBu CpaBHUTENEH aHaiu3 Ha nuecara ,llerpon™ u
TUTepaTypHUsl clieHapuii Ha ¢uima ,,ABtoctorm oT MBaH PamoeB oT riemHa Touka Ha
HACTOSIIIOTO U3CJICABAHE.

B xoma Ha wu3cienBaHETO, CbC chiaelicTBHeTo Ha ['ammHa I'eHueBa, ce cmoOux ¢
OpUTHHAJNIa Ha IuTepartypHus cueHapuii Ha MBan Pagoe. To3u ¢akt nage BB3MOXKHOCT 3a
CBHIIOCTaBKAa Ha JBaTa TEKCTa — IKMecaTta W JIUTepaTypHHUS CILIEHApU, KOETO € OTIWYHa
BB3MOXHOCT 3a ,,HaJHHKBaHE ' B TBOpUYECKaTa JIabopaTopusi Ha €IUH Oe3CIOpeH KJIACHK Ha
Obarapckarta Jpamaryprus (M U3BBH IOJIETO Ha M3CJe/IBaHe Ha TO3U TPYHA — Ha ObIrapckara
nuTtepatypa kato usino) — MBan PamoeB. JlaBa BB3MOKHOCT Ja ce€ MPOBENE YaCTUUHO
HaOJIOJICHUE W Ha TPOIECHTE, KOWTO MPOTHYAT OT €Tala Ha Ch3/JaBaHe Ha CIECHApUs JI0
OKOHYATEJIHATAa peayn3alus Ha eKpaHuzanusara. Tbil Kato (OKyChT Ha HACTOSIIOTO
W3CIIE/IBAHE € TIOCTABEH BBPXY M3KIIOUUTEIHO BaXKHUS OT METOIOJIOTMYECKa IJIeIHa TOYKa
MOMEHT Ha ,,TpaHCIIOHUPAHETO/TpaHCheprpaHeTo ™ Ha JpaMaTHYecKusl MbpBooOpa3 (mmecara)
B JIUTEPATYPHUS CIICHAPHI MOAPOOHUS aHAIN3 HA HAIMYHUSA MaTEepHal Ce pas3riiek/ia B TO3U

CMUCHJI, @ HAKOW U3BOJM OTHOCHO (PMHATTHUS MTPOIYKT UMAT niepudepeH Xxapakrep.
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SAKVIIOYUTEJIHA YACT

[TpoBeneHUAT aHaIU3 MPENOTBBPKIaBA XUIIOTE3aTa 33 CXOACTBOTO HA CTPYKTyparTa Ha
JIpaMaTU4YecKusi MbPBOOOpa3 M KHHOCIICHApUS IO BT Ha ,,TpaHCIOHUpaHe/TpaHcdep
MOCPEACTBOM MaTpHullaTta/mapaaurma, npeanoxkeHa or Cua Duiling, KoeTo € ole €aHO
JI0KA3aTeJICTBO 32 HEMHATAa YHUBEPCATHOCT.

B 3akmrounrtennara yacT, cie[ NpOBEAECHUTE aHATUTUYHU IEUHOCTH BbB BTopa, Tpera
n YeTBbpTa I71aBa, ce MOTBBbPAU BAIUIHOCTTA HA NIPEAJIOKEHATA B YBOJHATA YacT XUIIOTE3a.

Mosita mr4Ha mpenopbka, 000CHOBaHA Ha OJIM30 TpUKCET TOAMHU ONHT B TE€aThpa, €
CTPYKTYpHUSIT aHallU3 Ha JIpaMaTU4YecKus IbpBOoOpa3 na ObJe BHUMATEIHO MPOBEJCH,
0c0o0eHO KOTaTo ce Kacae 3a CEpUO3HH aBTOPH M 3arJIaBusl, IPEMHUHAJIH [IPE3 MPEBPATHOCTH HA
€I0XH, KYJATYPHH PEBOJIIOLIMM U €CTETUYECKU HampasieHus. YecTo, IpoOBOKUpaHHU OT cpelaTa
C JaJieHa mueca, B XKeJIaHWeTO CU Jia 3asBUM COOCTBEHATa CH MO3UIIUS, KOSATO CIIOpE] Hac €
HEMOBTOPHMA M Ba)KHA CME CKJIOHHU Ja IPaguM CBOSITa CTPYKTypa 0e3 orjena Ha, WiId JOpU
BBIIPEKH JpaMaTypruuHUsi MbPBOU3TOYHHUK. BCBHIIHOCT ako OTAETUM BpeMe Ja HalpaBUM
3a7bJI00YEH CTPYKTYPEH aHAIN3 BHUKHEM B CIeHU(UIHATE 0COOCHOCTH Ha ITbPBOU3TOYHUKA
(OTHOBO C yroBOpKaTa, 4e CTaBa AyMa 3a JOKa3aHU aBTOPU M 3arjiaBus, KJIACUIIM) e BUIUM,
4e BIIOJKEHATa B HErO CTPYKTYypa HU [oMara Jia pean3upaMe COOCTBEHUTE CH MOCTaHUsI.

AHaM3bT Ha eKpaHu3aluuTe 1Mo ,JlBaHaliceT pasrHeBeHM MBXe“ Ha P. Poy3 u
»lloBpemara‘ Ha @p. [{ropeHmar nokaspa, 4e pe>KHUChOPUTE, CAMH T10 ce0e CH JOKa3aHU TBOPIIH
ChC CBETOBHO MPU3HAHUE, CMA3BaT JIOCTa CTPUKTHO MbPBOHAYAIIHATA CTPYKTYpa.

ToBa pa3bupa ce He O03HauaBa, ye €KpaHU3AlMITAa Ha MUeca € CKyyHa paboTa, U ye
PeXHUCHOPHT HEM30EKHO IOMajJa B KalmaHa Ha aBTopa Ha mnuecata. CpoOpassBaHETO Ha
aJlanTHpaHusl CLIEHapuil M Upe3 Hero Ha ObeNoTo Mpou3BeieHue, (hruama, ¢ MbpBOHaYaIHaTa
JIpaMaTudecka CTpyKTypa He TpsiOoBa Aa 6bae OykBosacko. Camuar Cua Ouiing npenopbysa:
,Koraro amanTtupaTe poMaH HIIM APyl MaTepwal, 3a Ja Ch3[AajJeTe CIeHapuil, TpsOBa aa
MUCIIMTE 3a paboTaTa CHU KaTo 3a opucuHaieH cueHapui, 6a3upaH Ha aApyr matepuan.” Tyk
KYpCUBBT € TOCTaBeH OT aBTOpa 3a Ja Mojdeprae BaKHOCTTA. ,,OpuUTrHHAICH® CIeHapuid
O3HayaBa CIIEHapUil, OTpa3sBall] HENOBTOpUMAaTa IJIEHA TOYKAa HA PpEXUChOpPA KbM
CHILIECTBYBAIllUSA MaTepual. ,bazupan” o3HauaBa CTPYKTYpPHO CBBp3aH, HO Kak Ja ObJe
OCBIIIECTBEHA CBpB3KaTa € BhIIPOC HAa M300p Ha caMus pexucbop. T Moxke na Obe MHOTO
KOHCEepBaTHBHa, OJIM3Ka J]0 aBTOPOBATa, MOXKeE J1a Ob/1e 1 MHOTO pa3inyHa, KaTo OpUTrMHAIHATa
JpamMaTH4ecKka CTPYKTypa € caMo MOBOJI 32 Ch3/1aBaHETO HA CTPYKTypara Ha cueHapus. B Te3u

ClIydyau ImajiuTpara Ha H360pa € B AHAIla3OHa OT PCIPE3CHTALUA, IPC3 UHTCPpIpCTALIUA, OO0
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CBPBXMHTEPIIPETALMSI KATO HUTO €IMH OT METOJNTE HE €IUHCTBEHO BEPEH WM MOTPEIIECH U
3aBUCH OT JIMYHMSI BKYC, YMEHHS, METOJOJOTMYHA IOATOTOBKA W TBOPYECKH 3aps] Ha
pexxucbopa. Moute JIMYHU NPEANOYNTAaHUS ME BKIIIOUBAT B IpyliaTa HAa MHTEPIPETATOPUTE,
YUUTO TICHUXO-€MOIIMOHAIHHU TIOCIAaHUS HOCST aBTOPCKH IOYEpPK, HO ca U OOBBpP3aHU C
BJIO)KEHUTE OT aBTOPA HA [paMaTUYECKUsl IbPBOU3TOYHUK UJIEH.

['onsimata cThIIKa 32 NMPEMUHABAaHE Ha CHOXKETa OT TEPUTOpUATA Ha JpamMaTHUUYECKU
cneur(ruYHaTa Meca KbM aJanTUPaHUs ClIeHApUii, KOUTO € TuTepaTypeH o0pasell ¢ enuuecka
cnenuduKka ce H3BBPIIBA Ype3 BUJIOM3MEHSHETO Ha CTPYKTypara Ha JpaMaTHYEeCKHs
II'bPBOM3TOYHHK B CTPYKTYpa Ha pekuchopckara Bepcusi/kunoctenapusi. Hoata crpykrypa ce
XapakTepusupa cbC creun(puIHuTe 0COOCHOCTH Ha mapaaurmara Ha Cug Ouitng u Moxe aa
MOCITY’KU 32 Ch3/1aBaHE Ha II'BJIHOPA3MEPEH CLIEHAPHil, KOUTO OT CBOSI CTpaHa Jia MOCIYXH 3a
Ch37aBaHETO Ha HOBATa CTPYKTypa — Gpuiama.

OnucaHusT METOJl 3a IMPEBPBIIAHE Ha MHeca BbB (PUIM BEPOSTHO HE € €IMHCTBEHUS
BB3MOKEH, HO € METOJOJIOTHYeCKH OOOCHOBAH, OTICIHUTE My €Tald Morar jaa Obaar
AHAJIMTUYHO pa3rpade€Hu U NMPEenoIaBaHu KaTo ajJrOpUThM, HOIXOAIL METOJT 33 Ch3/JaBaHE Ha
aJanTUpaH CLUEHapui IO TearpaiHa mnueca. M3cienoBaTelCKus akLEHT C€ ChAbpXkKa B
3arjiaBHeTO Ha JOKTOPAHTCKUS TPYA U ce QPOoKycupa BbPXY ACTAWIUTE HA BaKHUS MPOIEC HA
,,TPAHCTIOHHpaHe * Ha [paMaTHYECKUs IbPBOOOPA3 B EMHUECKATa CTPYKTYpa Ha KHHOCIICHAPHSI.
[To kbcHUTE eTany B peanu3alusaTa Ha eKpaHU3alus He ca 00eKT Ha uscieqane. [Ipu paborara
ca M3MOJI3BaHU TEOPETUYHHUTE JOCTHXKEHHSI U EeMIMPUYHUS ONUT Ha aBTOPU OT JBeTe 0071acTH
— Ha TeaTpajHaTa U KMHO HayKa M M3KyCTBO, KAKTO M Ha TEOPHS HA M3KYCTBOTO KaToO IISUIO.

ToBa o0yciiaBsi MHTEPAUCIMIUIMHAPHUS XapaKTep HAa U3CIEABAHETO.

IMPUHOCH

IIpuHocuTe Ha AUCEPTALMOHHUS TPY/ ca B MOJIETO, KAKTO HA TeaTpajiHaTa, Taka U KHHO
teopus. IlpeacTaBnsBaT KOMIUIEKCHO yKa3aHWE€, HAapbUHUK 3a CTYJEHTH U HayMHaellu
PEKUCBOPH, IIPE]] KOUTO CTOM TBOpUECKATa 3aJa4a ,,aJalTalus Ha TeaTpajiHa I1eca 3a KUHO .
Hapen c ToBa Bb3 OCHOBa Ha CBOSITa MHTEPAMCLUMUIUIMHAPHOCT MOXKE Aa Obje IMoJie3Ha U 32
npoeCUOHAUCTH OT TeaTbpa, KOUTO pa3lIMpsBAT TBOPUYECKHs CH KpBro3op B o0iacTTa Ha
kuHemarorpada. [lornenqnaTo aHaIUTHYHO NPUHOCUTE MOTaT J1a ObJIaT MOJETICHH B CIETHUTE

OCHOBHH HaITpaBJICHUA:
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1. B Obsrapckara Teopus ¥ HCTOpUS Ha KHHOTO M TeaThpa HAMa U3CIIE/IBaHE C

no1o0Ha IBJIO0OYMHA U 00eM.

2. OT pexucbopcka riaeHa TouKa ca aHaIM3UpaHu MpoOIeMuTe IpHU mpoieca Ha
ajanTanys Ha JpaMaTH4ecKo MPOU3BEICHUE B KWHOCIICHAPUH.

3. JlucepTaunoHHUAT TPy ChOMpa HAa €QHO MACTO M CHHTE3Hpa MHCAHOTO II0
BBIIPOCA, KOETO B TOJsIMaTa CH 4YacT MPEACTaB/IsABa Majlka 10 o00em
¢dparmenTupana nHGOpMAIHSL.

4. M3TBKBa 3HAUMMOCTTA Ha afaNTalusATa Ha TeaTpajHaTa IHeca KaTo MPUHOC B
MHOT000pa3neTo Ha KnHeMaTorpagpuIHus peneproap.

5. Pasrnexna amantanuara Ha TeaTpayiHa THECa B METOJOJIOTUYEH KOHTEKCT,
NPEUIOKEHN Ca YHHBEpPCAJIHM METOJOJIOTHYHU pEIIeHHs Bb3 OCHOBAa Ha
UHTEPIUCIUILIMHAPEH CHHTE3 OT JOCTHKCHUSTA HA BOJICIIY aBTOPH, TEOPETULIH

H 11€Jaro3u B obnacTTa Ha KHHOTO U TCaTbpa.

IMy6aukanuu mo temara
1. Aumos, lumo ,,B3anumoseiicTBre HA METOAOJIOTUUTE B TEATPAIIHOTO HACIEICTBO
Ha Jlro6en I'poiic*, ,,OBPASOBAHUE 1 U3KYCTBA: TPAJULIMN U ITEPCIIEKTUBU®,
COopuuk goknaau oT Hayuno-npaktudecka koHdepeHIus, mocserena Ha 80-roquniHuHATa OT
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2. Jlumoes, /Tlumo ,VBan Panoes. [luecata ,,Ilerpon* u ¢uimMsT ,,ABTOCTON", CICAHHE
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INTRODUCTION

Relevance and importance of the problem

The dissertation "From Theatre Play to Film Screenplay. Adaptation of the
Dramaturgical Text." focuses attention on the scientific problem of the characteristic features,
specific requirements and laws to which this kind of adaptation is subjected as a mandatory
stage in the screen adaptation of a dramatic text. The problem is narrowly specific, and along
with the general laws and rules for the creation of an adapted screenplay, mainly based on
fictional works (a rather broad field in view of the tangible share of adaptations in film
production), it is also subject to some unique regularities based on the different imperatives set
by the epic and dramatic literary genera. There are works that successfully explore the
theoretical basis and milieu appropriate to the creation of an adapted screenplay that provide a
truly comprehensive study. They do an excellent job of defining the specific research problem
addressed in the study and pointing out the "pitfalls” that threaten the research process. Three
main groups of problems (pitfalls) emerge:

— The study to lose its specificity and pass under the general denominator of the
screen as a whole;

— Due to the narrow segment in which the research is focused, it "oversteps"” its
boundaries and loses its focus. This would dilute the work in other subfields of
film and theatre studies and distract from the methodological focus;

— Due to the really narrow specificity of the scientific problem to encounter
difficulties in finding and interpreting a sufficient theoretical basis for the analysis
and justification of the hypothesis proposed in the dissertation.

Recognizing these dangers, a careful selection of the literature was carried out in the
preparatory phase of the work.

The share of screen adaptations of plays was reported, which, though small as a
percentage in the vast stream of world film production, nevertheless numbered thousands of
cinematic artifacts over the entire period of its existence.

Not to be overlooked is the significant number of successful screen adaptations, many
of which have passed the touchstone of time and established themselves as classics and
masterpieces of the cinematic art, that are based on dramatic source material. The questions

logically arise: what makes a screen adaptation of a play successful? Is there an algorithm that



guarantees success in such a creative challenge? If yes, then what are the main stages and what
are the specifics of the key steps in "transposition™ or "transfer".

The present work addresses the problem entirely from a methodological angle and
interprets it as an algorithm for analyzing and modifying mental artistic structures in a certain
order on the basis of (accidental or not) similarities and obvious analogies in the creative
approaches of prominent theorists, educators, artists and authors from the circles of both arts -
cinema and theatre. The proposed result is evaluated by me as one of the possible options for
adaptation of a play into a film script and from the position of its grounded correctness does not
claim to be unique. I am convinced that there are many ways and avenues for a theatrical play
to successfully (more or less) reach the cinema screen - the flight into art, the intimacy of each

author's artistic laboratory and unconventional creative approaches are inexhaustible.

Hypothesis

The questions raised in relation to the definition of the scientific problem addressed led
to the formulation of the following hypothesis: "THE CREATION OF A FILM SCRIPT
BASED ON A THEATRICAL PLAY IS AMETHODOLOGICAL-CREATIVE PROCESS IN
THE INITIAL STAGE OF SCREEN ADAPTATION, WHICH CAN BE DEFINED AND AN
ALGORITHM OF ITS COURSE CAN BE TRACED. THE PROCESS IS UTILITARIAN
AND AS SUCH DOES NOT HINDER BUT ASSISTS IN COMMUNICATING THE
CREATIVE DECISIONS OF THE AUTHOR."

The main question in relation to this statement is: is there a pattern in the apparent
diversity of all kinds (conceptual, aesthetic, genre, etc.) of individual artistic artifacts? Based
on which empirical and methodological achievements of undisputed theorists and practitioners
and their synergistic combination does this model "work"? Does the model (if there is one)
possess analyticity and universality, i.e., is it amenable to separation into discrete stages and
sub-stages that can be defined and subsequently taught and learned (analyticity) and can it be
applied to, if not any, then the dominant body of titles, quantitatively and qualitatively, of world

dramaturgy (universality).

Aim and objectives

The overall aim is to highlight and indicate a possible methodological model (if any)
for the transposition/transfer of a theatre play into a film script by means of the following

research tasks:



— discovering analogies in the analytical-creative process in the realization of
theatrical and film drama;

— Analyzing the structural features of proven cinematic artifacts that used as their
source examples of the dramatic genus from the three key classical eras -
Antiquity, Renaissance, Modern Drama;

— drawing from the Bulgarian experience through the autobiographical revelations
of several doyens of Bulgarian cinema.

In doing so, account must be taken of the small amount of information directly relevant
to these tasks. Often it is contained in one or two sentences mentioned in passing in texts
devoted by their authors to other issues. This implies the inevitable interdisciplinary nature of
the research in this dissertation. The sources used from the sections of human knowledge
concerned are many, ranging from the foundational Philosophy with its branches, Anthropology
and Aesthetics, Art, Theatre and Film Studies - Theory of Drama and Cinema, History of
Cinema and Theatre, Literature, Theatre and Cinematography. And since both Film and Theatre
are synthetic arts in their nature, Music, Fine Art and Architecture are inevitably but less well

covered.

Object and subject

The object of the present study is the phenomenon of "adapting a theatrical play into
a film script” by locating specific analytical-creative artifacts in the works of undisputed
authors, exemplars of theoretical thought, and artistic works from the aforementioned subject
area. The object of the study is the accessible aspects expressed in the mentioned artifacts
through the concrete methodological-creative decisions visibly and subject to analysis and
comparison in the selected theoretical and artistic exemplars.

Limits of the subject of the study

The boundaries of the object of study encompass the aspects that concern the object
of study in its methodological context, related to the theory and practice of action, event and
structural analysis and their application to the creation of a dramaturgical product, and are
categorically distanced from the sections that relate to the History of the Cinema of the Theatre
and other theatrical and film studies aspects of artistic theoretical knowledge. The dissertation
does not aim to describe and classify, but to select the relevant and adequately interpret the
exemplars that can contribute to the analysis of the phenomenon of "adaptation of a theatre play

into a film script". In the realization of the work I have strictly adhered to the chosen principle



of methodological-analytical research in the field of structural, event and action analysis, while
combining the following research approaches:

— Methodological-analytical approach - includes analysis of extracts from
theoretical texts by nationally and globally significant theorists and practitioners
of theatre and cinema and analysis of artistic artefacts in the context of the research
focus;

— An approach of synthetic interpretation of theoretical views built on the basis of
my own creative experience - using and summarizing results of best practices in
the analytical approach from my personal creative biography, mainly along the
lines of Tovstonogov's "event analysis";

— The method of the research interview - sharing experiences and personal views of
the doyens of Bulgarian cinema.

The theoretical framework of the study outlines strictly the technological aspect of the
adaptation of the literary material and does not deal with the other stages on the way to a
completed screen adaptation. For this purpose, the method of juxtaposition and analogy are
mainly used to analyze and evaluate the creative intention and the adequacy of its realization in

the selected artifacts.



The content of this dissertation is arranged in an introduction, four chapters, a

conclusion and two appendices-interviews.

INTRODUCTION

The introduction locates the starting points, aims and objectives that are set by writing
the thesis. It fixes the more significant theoretical works as sources of information and gives a
historical overview of the phenomenon of "screen adaptation of a play" as a necessary
evaluative basis of its significance. It is emphasized that this study does not aim at an exhaustive
collection and enumeration of all examples of films based on theatrical plays, in terms of the
history of cinema. There are many works on films adapted from screenplays, but their emphasis
tends to be cinematic. On the basis of the information gathered/selected, the work of a given
author or artistic movement is analysed, and the role and importance of the works in question
for a given region or period in the development of cinema or for cinema as a whole is assessed.

Adapted screenplays based on plays do not receive special attention. They are
considered alongside adaptations of novels and short stories, included chronologically in the
general sequence of a filmmaker's works or the general panorama of a given period in film
history. There are exceptions that give special attention to screen adaptations of plays. One such
study is Shakespeare and the Cinema, ed. "Science, 1973. The Russian-language edition traces
several screen adaptations of Shakespeare's plays. It draws parallels between versions of
Hamlet, a panorama of films based on Shakespearean titles by Orson Welles, an incomplete
survey of European examples including Franco Zeffirelli's Romeo and Juliet, and provides a
fairly comprehensive list (without pretensions to completeness) of all Shakespearean screen
adaptations made from the dawn of cinema to the publication of the book. (In fact, creating a
guaranteed complete list of screen adaptations in general, or those based on plays worldwide,
is hardly possible. The first 25 years of cinema were marked by tumultuous and spontaneous
development and not-so-accurate documentation and archiving, and the low durability and
flammability of celluloid tape has erased whole generations of auteurs and works for history).
The focus of the Shakespeare in Cinema study is analytical in terms of film history; the trends
outlined are objective, but examined, commented upon and interpreted in terms of a dogmatic
socialist aesthetic.

A general review of the available theoretical literature shows that the process of

adaptation of theatrical dramaturgy into dramaturgy for cinema is poorly studied in terms of the



technology, the algorithm of turning a play into a screenplay. This process obeys the universal
rules of screen adaptation, but also has a series of steps to solve a series of dramaturgical
problems that arise from the very specificity of theatre and film dramaturgy.

There are, of course, many works devoted to the scenario. Because of the characteristic
differences in the development of American and European cinema, the profession of
screenwriting is more clearly defined overseas. And although the role of the screenwriter has
had different weight in different periods and national cinemas in Europe, here the role of the
director in the creation of the screenplay is considerably greater. However, one cannot deny the
involvement of authors in the creation of screen adaptations of their works whenever possible.

Of the American representatives of the profession of "screenwriting” |1 would single out
the authors of two capital works, John Howard Lawson's The Theory and Practice of Play and
Screenplay Writing and The Screenplay. The Fundamentals of Screenwriting.” by Sid Field.
The magnitude of the American film industry, the division of responsibilities of the various
participants in the creation of the finished market product (which is what film is in the sense of
American filmmaking) also necessitates a unification of the screenwriting process.

This fact is not necessarily bad. Deriving universal laws in screenwriting only partially
leads to uniformity and schematization. Defining the stages of structuring in the creation of a
screenplay is important and useful for the development of theoretical knowledge, and its
undogmatic application in practice helps to create cinematic works that critics accept as, if not
masterpieces, at least first-class works. Despite legitimate accusations against American cinema
of schematization and uniformity of subject matter and clichéd presentation, there are
undeniable achievements that transcend the mainstream. Blame for the schematization lies not
with knowledge of plot structure, but with a lack of creative impetus, mass commercialization,
and what seems to be a general hedonization and public receptivity to entertainment and
superficial plots. At best, moral and ethical messages are reduced to a struggle of good and evil
against the backdrop of spectacular, technically generated battles or cataclysms, which
increasingly neglects the role of the dramatic component in cinematic narrative - the actor and
his performance have less and less relative weight in mainstream Hollywood production (again,
with a reminder that there are works and authors who are out of step with this trend. After all,
their films remain outside the blockbuster list and are more a focus of interest for connoisseurs
and professionals.)

In European cinema, the creation of a screenplay is a largely personal, intimate process,
insofar as the director dominates the filmmaking process at every stage. However, there are

pages, sections, chapters devoted to the writing of the screenplay (or not writing it, as in the



case of Wim Wenders) in the literary legacy of almost every major European film director. The
"guidelines” for creating a successful screenplay are, according to each, as specific as they are
universal. Many authors on both sides of the ocean devote pages to adapting texts for cinematic
purposes. Sid Field has a chapter on this, and Lawson draws a parallel between theatrical and
film dramaturgy in the title of his work. Zeffirelli, Wajda and others have written about their
adaptations. In general, it is about the adaptation of literary works in general, but insofar as the
adaptation of a theatrical play is a particular case of the general these written sources can be
used as a source for the forthcoming analysis.

The aim of the present work is to collect and summarize the relevant experience, from
bibliographic and filmographic sources, of the significant authors of world cinema, and their
Bulgarian counterparts. The final task is the creation of a professional handbook, an assistant
in the adaptation of a theatre play for the needs of cinema. A kind of bridge between play and
film, taking into account the specific similarities and differences between the two arts.

Later in the introduction, the specifics of theatre and cinema are discussed in separate
sections. Similarities and differences are considered. Against the background of the undoubted
differences that distinguish them as arts in their own right, some similarities in the mechanism
of communication and impact of the two arts are also analysed.

The next subsection of the introductory section examines Aristotle's classical view of
epic and dramatic art and the specifics of dramatic work. "The Poetics is probably the most
cited source in the field of art history. In it, Aristotle successfully postulates the principles valid
in the creation of theatrical (dramatic) and literary (epic) works. The work has been subjected
to repeated analyses and has been interpreted to the last comma by the greatest minds of
mankind, and hardly anything new can be added. It is, however, inevitable to consider some
highlights in the light of the problems with which we are concerned in the present work and
because of the axiomatic, foundational character of On Poetic Art.

The next two subsections consider the importance of Mélies and the role of the adapted
screenplay in the process of early silent film development. Significant screen adaptations of
plays from this period are listed by title. The milestone significance of René Clair's Straw Hat
is emphasized.

Later, in a separate subsection, it is reported that, at the time of the filming of René
Clair's Straw Hat, Eisenstein was already working on the studies that make up Montage. There,
he summarized his experiences and, in a series of essays, derived and postulated the laws of a
modern, methodologically grounded, creative approach to the construction of the cinematic

work. The realization that the camera, with its technical possibilities, allows for unlimited leaps



in space-time is axiomatic and, based on the analogy with Aristotle's definition of epic poetry,
provides an unshakable basis for defining cinema as epic in pictures. Just as the
storyteller/writer, using the expressive devices of speech, performs a specific arrangement of
words in some logical, semantic or associative sequence in order to focus on a suggestion,
portray characters and events in terms of defending an idea and achieving an artistic effect of
impact, so the author of the cinematic work, using the capabilities of the camera, arranges
moving pictures in time to exert impact through an overall aural-visual perception. In this case,
the result as an impact of the arrangement of the words or the frames goes far beyond their
mechanical sum. There is a qualitative leap in perception inherent only in a successfully created
art object. In the sense of the above, epic literature and cinema are related arts, basing their
impact on the epic in art.

Subsection 7 of the introductory section deals with the specific case of a theatre play
adaptation. It focuses on the similarities and differences with the adaptation of a fiction text. It
is established that dramatization and screen adaptation are two sides of the same coin, reciprocal
processes. For the first time, it defines the consideration of a work of fiction and its screen
adaptation as independent structures that have their own specificity and impact in terms of the
means of expression specific to a given art, with the caveat that both structures are within the
broad territory of the epic genus. It is recognized that the screen adaptation of a play is a similar
process, but necessarily involves a leap from the territory of the dramatic genus into the territory
of the epic. Thus, the phenomenon of dramatization and screenization, two identical but
reciprocal processes, is observed.

Subsection 8 of the introduction defines the main hypothesis of the dissertation: 'THE
CREATION OF A THEATRE-BASED FILM SCENARIO IS A METHODOLOGICAL-
CREATIVE PROCESS IN THE INITIAL STAGE OF SCREENING THAT CAN BE
DEFINED AND THE ALGORITHM OF ITS PROCESSING CAN BE EXPLORED. THE
PROCESS IS UTILITARIAN AND AS SUCH DOES NOT HINDER BUT AIDS THE
COMMUNICATION OF THE AUTHOR'S CREATIVE SOLUTIONS."

CHAPTER ONE. THEORETICAL JUSTIFICATION OF THE PROPOSED THESIS -
SIMILARITIES AND DIFFERENCES IN THE APPROACH OF ADAPTATION FOR
THEATRE AND CINEMA WHILE DISTINGUISHING THE RESPECTIVE
SPECIFICITIES

10



Chapter One is structured in ten subsections. After using the hypothesis in the first
section as a starting point for the analytical part, the second subsection takes into account the
position of the dramatic work - the play in a specific, dualistic situation. On the one hand, it is
a complete work, and also an artistic fact, a work of one of the literary genera, existing
materially in the pages of a book body or other medium. In this book form, a play has its
encounters, albeit rarer, with the end user, the reader. In its other function, that of a written text,
the role of a dramatic text has predominantly utilitarian tasks - to become the basis, the source
of a theatrical performance. The mechanism of this process generally follows three stages: play
— director's version — theatrical performance, each of the stages representing a mental
structure fixed in its own material expression.

It examines the director's version, its function and meaning, and the place of the
director's version in the creative process of creating the adaptation/interpretation. The play and
the director's version are material expressions of representations in the minds of the playwright
and director, respectively, in order to create a particular image in the mind of the viewer. The
whole process is a chronological construction of interconnected mental structures that through
their material manifestations successively reach the consciousness of the perceiver. Each of the
material manifestations serves as a basis for interpretation, becoming a mediator in the process
of adaptation. For example, the play communicates the playwright's idea to the director's
consciousness, and the director's version provides the communication medium between the
director and the team in creating the performance, and the performance in turn mediates the
realization of the director’s intention in the mind of the spectator. Often (and mistakenly) artists
believe that realisation is complete with the realisation of the performance, but the performance
finds its essential realisation through its projection into the mind of the perceiver.

Subsection 4 of Chapter One addresses the issue of types of adaptation and the nature
of adaptation as a process. What does adaptation mean? In the sense of literature and art, it is
the adaptation of a text to its intended meaning. In the three versions of adaptation listed above,
although they differ radically from each other in the director's relation to the original text, one
basic fact remains - they remain firmly in the territory of dramatic art. The play is created
primarily to be put on stage, although exceptionally it can be read as a literary work. Because
of its basic purpose, it conforms to a certain specificity postulated by Aristotle. A play is a text
for the theatre and whatever adaptation it undergoes during the preparation of the director, the
actual creation of the play and the encounter of the performance with the audience, it remains
a text for the theatre. The spectator focuses his attention on what is happening on stage thanks

to the fragile belief that events are happening in front of his eyes, here and now, and he is an
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immediate witness of the characters' actions. The perceiver is not under the delusion that the
actions and events on stage are really happening, he BELIEVES it. The journey of a text from
the mind of the author to the mind of the spectator, goes through several adaptations with the
sole purpose of preserving and even further strengthening this belief.

If we are talking about adapting a play and turning it into a performance, we are talking
about adapting structures. The original image-mental structure in the mind of the author finds
its material expression in the written text, which in turn serves the director as a primary source,
fertilizing his consciousness for the creation of the future performance, regardless of the degree
of interpretation. Even overinterpretation, which implies the negation, even destruction, of the
dramaturgical source, is a consequence of this destruction, because the act of destroying a
structure bears the stamp of its existence.

Subsections 11.5. and 11.6. consider in turn the stages in the approach of adaptation of
the dramatic text into a theatrical performance and the same for adaptation of the dramatic text

into a film script. Based on the analogy, the similarities of the two processes are considered.
APAMATUYECKW POA

Cnekmakba Ha 3pumeas
NCUEO-EMOUUDHaAHE
cmpykmypa 8 ch3HaHuemo

)

CnekmakeA Ha peXuceopa
HaoBa crmpykmypa

{

| Pesucwopcka Bepcun

t

Cnekmakea Ha pekuceopa
MNeuxo-emoUunHaAHa
cmpykmypa 8 chaHanuemo

)

| Mueca

Cnekmakba
Ha aBmopa/gpamMamypza
Mcuxo-eMoUUOHaAHA
cmpykmypa 8 chaHanuemo

Thus proposed, the diagram of the director's version represents the material expression
of the mental structure, the ideal performance in the director's mind. The director's version has
a utilitarian purpose. It is a kind of interface that serves as an intermediary or medium for the

director to convey his vision to the production team and create the performance. The director's
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version almost never has a finished literary form. Its main component is the adaptation of the
text, but it often contains numerous notes, sketches, and references, both internal and to external
sources. One part is a methodologically grounded and organized analytical structure, the other
part is the fruit of very intimate creative processes, the product of the director's personal
experience, point of view and position. The director's version contains all the information, like
DNA in a seed that will germinate and grow into a new living organism/structure - the
performance. It has no literary form of its own, as its purpose is entirely utilitarian, it often
suffers pressures in the course of rehearsals and needs to be adapted to a greater or lesser degree.

In the process of adapting a play into a film script, the mental structure in the director's
head, generated by the dramatic original, the play, will find its material expression, its
directorial version, already in the field of the epic. In this case, the diagram proposed above
would undergo the following development:

APAMATUYECKW POA ENWYECKH POA

Cnekmakba Ha 3pUMEAR
NCUX0-EMOULOHAAHA
cmpykmypa B chaHaHuemo

Cnekmaken Ha peduceopa ‘)
HoBa crmpykmypa .
| Pekucoopcka Bepcus Pekuceopcka Gepcus

Cnekmakon Ha peduceopa
Mouxo-eMouuU oHaAHa
cmpykmypa B ckaHaHuemo

1

| Mueca

CnekmakeA
Ha aBmopa/gpamamypaa
MCcuxo-eMouLDHaAHE
cmpykmypa 8 cheaHaHuamo

Alongside the similarities in the two diagrams, the key difference is explicitly
acknowledged: while the director's version remains in the realm of the dramatic genus, its

counterpart, the film script, is now a model of epic territory.

I1.7. The adapted scenario - specificity.
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The definition "adapted" tells us that we are talking again about adapting, adjusting the
source text. Let's look in more detail at how this adaptation takes place.

In theatre, adaptation is done at a conceptual level. The director modifies the source text
and incorporates it into his work - the theatrical performance. The modifications can be larger
or smaller, as Miroslava Todorova establishes. In this process, however, the modifications
remain in the field of dramatic artistic genus. Both the play and the theatrical performance are
examples of dramatic art. Perhaps this is why the director's version does not need to have a
complete material medium.

On the other hand, if a play serves as the source for a film work, at some stage the drama
has to step into the territory of the epic (see Diagram 2). We have already identified when this
happens - when the moment arrives for the mental structure to materialise in the director's mind.

Every theatre director knows the problems of the reverse process - the dramatisation of
an epic work. Let us recall - due to its specificity, the epic can lead multiple themes and
storylines in parallel, changing the arena of action unlimitedly in space and time. In the attempt
to subordinate the epic work to the dramatic axiom of unity of time, place, and action the
dramatizer has to deprive himself of entire plot lines, large passages that often represent the
author's main messages cannot be presented on stage ultimately because (even if it sounds
profane) they are not part of the dialogue. In the end, a dramatization always represents some
kind of creative compromise and presents the epic work only partially.

Is it the other way around - a screen adaptation of a dramatic text?

On a substantive level, both drama and epic rely on the perceiver's belief in the events
that occur and the characters involved in those events. In the case of drama, the observer
believes that he or she is a direct witness to what is happening.

In the epic, there is always a mediator, a narrator, a direct witness or even a participant
in the events, which most often happened at other times and places. According to the narrator,
these events are important and significant, which is why he shares them with the perceivers.
The success of an epic work rests on the perceiver's faith in the narrator's account.

In the case of cinema, that narrator is the camera. Due to its technological specificity, it
captures moving images "as they happened™ and their subsequent reproduction is a testimony
to their veracity and a reason for the viewer's faith in them. The viewer's direct contact with the
events on stage (in the dramatic genus) is replaced by the reproduction of a material medium
that has captured the events from a particular point of view (in cinema, as an epic genus of art).

In the next subpart, the specifics of perception of the aural-visual work. The human

mind is wired to believe what it sees, even if it is unbelievable. Entire religions and civilizations
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are based on this phenomenon, the belief in miracles, as well as many arts - the illusionary, the
theater, and of course - cinema. In cinema, heroes survive after jumping from hundreds of
meters high, open their eyes and continue fighting after a bullet in the heart, teleport... and the
viewer believes it. This belief is supported by two pillars.

The first is at the level of gimmick, visual effect. | see it - so it happened!

The second pillar of course is that we believe because we want to believe. We want to
empathize with stories in which heroes do impossible things and through their victory, justice
and good prevail. Odysseus thrusts an arrow through eleven rings to drive away the pesky
females who are courting his family and kingdom, Neo stands up with his heart shot out to
triumph the human world of love and humanity over the soulless world of machines. In such
climactic moments, the viewer knows this is impossible, but accepts it on faith because what
he sees, though unbelievable, fulfills his desire for the narrative to continue to its conclusion in
accordance with his inner need to restore harmony.

Generally, if one of the two components is not up to par, faith in the event is destroyed.
And while trust in the visual effect is more a matter of technology (think of Meliés's faeries and
their visual effects, which deeply amazed audiences at the dawn of cinema and how naive they
seem to us today), trust in the spirit of the event ("I believe what I see is happening because |
want it to happen, because I think and feel it's right"™) is built in the process of telling t.i.e., the
narrative itself is organized in such a way as to make us want, feel the need for Neo to get up
and continue the battle at the appointed moment. That is, the narrative itself inevitably includes
the narrator's point of view.

The essential difference between drama and epic is that the spectators of the theatrical
performance believe they are first-hand witnesses to the events, while the spectators of the film
witness a narrative of the events and give their credence to that narrative.

At the stage of moving from dramatic text to epic, the stage of creating the adapted
screenplay, the narrator's point of view emerges. In this case it is the writer or director whose
imagination has been sparked by a play and he wants to tell his version of the story captured in
it. This stage is a key event, a new beginning and can be likened to a kind of "birth". Just as the
mammal comes out of the mother's womb, doomed to independent development and life in the
radically different conditions of the outside world, so the film script leaves the "womb", the
environment of the dramatic genus, and is "born" into the world of the epic.

In the next subsection, "The New Laocoon. Bringing together different artistic means

explored on the occasion of talking cinema”, Rudolf Arnheim. An Analysis of the Nature of
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Cinematic Art." considers the principles of cinematography in the context of its synthetic nature
and the place of the "dramatic component" in the overall sound-visual complex.

In the 18th c. Johann Gotthold Lessing wrote Laocoon, or on the Limits of Painting and
Poetry. This philosophical study in art history juxtaposes the myth of Laocoon and the famous
ancient sculptural group, analysing the principle of artistic influence of each art in relation to
its characteristic features. In the twentieth century. Rudolf Arnheim (1904-2007), writer,
psychologist and art theorist wrote "The New Laocoon. The Unification of Different Artistic
Means Explored on the Occasion of Talking Cinema". The allusion in the title suggests the task
Arnheim set himself - to define the limits of the pictorial and the sonic in cinematic work, in
the context of the overall impact of the literary original. "No one can contrast literature, which
in fact employs the perceptions of all the senses - sight, hearing, smell, touch, etc.... ." To
support his claim the author quotes Schopenhauer: "The simplest and most correct definition of
poetry, in my opinion, is that it is the art of propelling the imagination through words. "Of all
the senses listed by Arnheim whose perceptions are affected by literature, modern cinema
targets two - sight and hearing. There have been attempts to create a 4, 5, etc. D cinematograph,
but they remain still in the realm of experiment and curiosity. The high artistic specimens of
cinematic art are aural-visual works, and this is unlikely to change soon.

Already in the introductory part we talked about the specific impact of theatre and
cinema based on the innate instinct in man to observe his surroundings and his instinctive self-
comparison as an individual in relation to other individuals in the social group, by way of
empathy and empathy. In this sense, visual narrative, through moving pictures, represents the
most direct route to influencing the viewer's consciousness. The sound score has an additional
influence, as it can affect in unison, reinforcing the visual narrative, but it can also modify it,
turning it into a completely different and unexpected message. Such attempts are not new, they
have been made since the time of Eisenstein and Pudovkin.

Arnheim defines the principle of 'parallelism' in the impact of the sound and visual
components, whereby they combine to create a 'second level' of perception and in doing so
'retain their groupings and distinctions that arose at the first level..." - 'a complex work of art, as
we already know, is only possible if the individual means also create complete works that
proceed in parallel." The thesis is that aural-visual narrative finds a shorter route to the human
imagination than narrative through words, which in turn has the ability by way of verbal
suggestion to affect the full range of sensory perceptions. That is, the dramatic component of
the literary original is integrated, through the spoken word and acting, into the more complete

and more impactful, complex and direct, epic, visual, cinematic narrative.
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Arnheim further considers the role of the trailer as an integral part of the dramatic work.
His reasoning gives rise to more complex conclusions, beyond the strictly utilitarian function
of the trailer and, so too, the utilitarian role of the screenplay in the process of creating the
cinematic work. "On the other hand, however, we must bear in mind that such scene
descriptions also refer to processes that cannot be rendered artistically by the words that
describe them. In this case, the descriptions do not constitute a definitive artistic form, but, like
the screenplay in cinema, are merely indications of something to be realized in other material...'
In other words, the visual specificity of cinema gives the word the significance of an integrated
means of 'second level' impact. Whereas in a literary prime example, the author by way of
suggestion through speech captures the reader's imagination, speech plays an auxiliary role in
the creation and presentation of a cinematic work where the visual component has a prominent
leading role in the delivery of the narrative.

In subsection 10 of the Introduction, "Mechanism of creating the adapted script from a
dramatic source material. Methodologically Grounded Beginnings and the Spontaneous
Creative Process", the importance of the structural matrix in script construction is discussed for
the first time.

When creating an original script, so to speak "from scratch”, the author has complete

freedom to place it in the structural paradigm/matrix as he sees fit.

Akm | | Akm I ‘ Akm I
R R
BvBeXkgaHe KoHdpoHmauus Pa3Bpuv3ka
MopBa noBpamHa Bmopa noBpamHa
moyka mouyka

Sid Field recommends that the key elements of the structure: beginning, end, first and
second turning points be defined in advance. This will help to maintain the structural integrity
of the script, not to lose the writer in the plot twists and turns. However, how does the question
stand when adapting a play. Dramatic source material has a structure that exists objectively and
imposes its own imperatives. Can the structure of an epic work, as the script itself appears to
be, be imposed on a dramatic foundation. Rudolf Arnheim's conclusions and the analysis in
Chapters Three and Four of this thesis show that it can. In the process of 'birth’, the dramatic

structure integrates with the epic superstructure, as in the example from architecture, to link
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structures into a new, common whole. In the process, it is necessary to do a structural analysis,
to identify the strong and weak elements of the original structure and to join the nodal points of
the new structure in the appropriate places.

The process arises spontaneously and organically in the director's mind. Ultimately, the
director's version/adapted script is a material expression of the mental structure that emerged in
the director's mind as a provocation from the reading of the dramatic original/play. It remains
to unite the two structures into a new whole purely technologically by methodologically sound

means.

CHAPTER TWO. ADAPTATION FROM SHAKESPEAREAN DRAMATURGY

Chapter Two, 'Adaptation from Shakespearean Playwriting,” begins with an
introduction and overview of adaptations from Shakespeare's plays. The large number of
Shakespearean adaptations and their significance for cinema is acknowledged.

Cinema has reached to Shakespearean dramaturgy as a source of plots since its
inception. As early as 1898, Macbeth, a short, silent film, was made with Johnston Forbes-
Robertson in the title role. Since then, over 1500 productions have been filmed with the most
famous titles such as Hamlet and Romeo and Juliet exceeding 100 for each title. These statistics
prove conclusively the enduring high level of interest of film-makers in adaptations of
Shakespeare's plays. Along with the two most produced tragedies ("Hamlet' is often described
as a 'touchstone’ for directors in the theatre), directorial interest has been shown in 'Macbeth’,
'Othello’, "Titus Andronicus™ "Troilus and Cressida™ and "King Lear", of the historical dramas
the most popular is "Richard I11", "Henry 1V", "Henry V", "Henry VII", "King John" and
"Richard 11" have been screened. Among the comedies, the most popular adaptations are The
Two Weres, A Midsummer Night's Dream, and The Merry Wives of Windsor. Of the
tragicomedies which have more than once become the source for an adapted screenplay, we
may mention The Tempest and Cymbeline.

By the way, the genre division of Shakespeare's plays is purely conditional. He himself
does not classify them as a genre. This systematization belongs to scholars in the times that

followed him and is based mainly on the tradition set by the First Folio, a posthumous edition
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printed seven years after the author's death in 1616 and containing 36 of the 38, according to
modern Shakespeare scholars, plays attributed to him today.

The enormous cinematic heritage, in its infinite genre, stylistic and artistic-aesthetic
diversity - there are feature-length, animated, television films, short series, but also silent films
in the 600-meter format, film exotica from India and Korea, screen adaptations that place
peripheral characters to the original Shakespeare titles at the focus of their narrative interest,
such as 1990's Rosencrantz and Guildenstern Are Dead, adapted screenplay from his play of
the same name and directed by Tom Stoppard, and "Ophelia™ 2018, dir. Claire McCarthy,
screenplay by Semi Chelas - makes a full review and analysis impossible. Hundreds of films,
especially from the silent period, have been lost, with scant information about them preserved
in the archives, often just a title and year of production, sometimes a writing team and nothing
more.

On what common ground could one analyze the two-minute Hamlet with Sarah Bernard
from 1900 with Kenneth Branagh's sumptuous, high-budget version from 1996? Even if one
were to do a complete survey of all the films, this work would have value in the territory of film
history rather than a methodological focus in the area of adapting a stage play into a screenplay,
which is the task of the present work.

The exploration of the importance of Shakespeare's work continues in the next
subsection, "Others on Shakespeare's Work." Selected moments from the written legacies of
internationally and nationally significant artists support this claim.

Peter Brook writes: "Never since the age of Shakespeare has the world known a theatre
that draws the viewer in as a football match does today, a theatre as realistic as television is
today, as decadent as a musical, and yet at the same time capable of descending, over the course
of two hours, into labyrinths deeper and more mysterious than one might encounter in the film
Last Summer at Marienbad."

Indeed, Shakespeare's world is inexhaustible. The great Bulgarian theatre director and
Shakespeare scholar, the only Bulgarian member of the prestigious Weimar Shakespeare
Society, Luben Groys, likens the Stratford classic to a natural phenomenon: "Shakespeare has
been compared to a natural phenomenon. There is sun, there is earth, there is sky, there is
Shakespeare. In this fanatical, almost pagan idolatry, there is something very accurate as
knowledge of the great playwright. It is the notion of the scale of artistic generalization in his
work... The starting point of his work is this most generalized idea of the world and man, true

and real as a natural phenomenon."
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At the other pole in his assessment of Shakespeare's work is L. H. Tolstoy. In 1903 he
wrote the critical study "On Shakespeare and the Drama”, in which he subjected him to
devastating criticism. Tolstoy's claims are set mainly in terms of realistic aesthetics, and by
looking at the primitive, domestic, life-righteousness diverts the attention of the author of the
essay from this higher degree of generalization in Shakespeare's dramaturgy. In "A Midsummer
Night's Dream,” on the other hand, he declares, "With a belt I'll tighten the globe in forty
minutes.” Yes, according to Tolstoy there are no supernatural beings and circumnavigating the
Earth's equator in a few minutes is physically impossible, but these things are possible in the
imagination of man, in his attempt to make sense of his existence above the plane of physical
survival. Then these events and characters become interesting and important. This explains the
over one thousand five hundred adaptations of Shakespeare's plays in every conceivable genre.
Every art deals with the great and important moments of human existence, and this is most true
of cinema.

"... and the personality is placed at the centre of attention in Shakespeare's work... "In
Shakespeare's work the human personality is at the centre of the composition, at the centre of
the conception™ (Assonov)" The manifestations of the human spirit, of the human personality,
brought to universal patterns by way of generalization are at the centre of Shakespeare's work
and are a favourable source, a basic component for the creation of works, both in the field of
theatrical and cinematographic art.

"There have been eras when theatre has evoked massive, spontaneous reactions
comparable to those of a sporting contest™ (Brooke). Cinema, perhaps to an even greater degree,
possesses such a "magical” effect on audiences. On the basis of this immediate, highly reactive
impact, for a period cinema and theatre were misidentified as we noted in the introductory
section.

The specific impact of theatrical and cinematic work is then considered. In his study
"The Proto-Phenomenon of Cinema: Eidetics and Rhythm", Eisenstein quotes a letter by Dr
Joseph Gregor, Viennese historian and theorist of theatre, to Rene Fulop-Miller: "I believe that
with its optical rhythm, cinema levels the life of the soul, since thanks to the physiological
phenomenon of image fragmentation (just enough frames per second so that their totality
creates a living picture), a peculiar suggestion is used which can be observed during every
cinema session. How difficult it is to take your eyes off the 'canvas' of the screen! This
suggestion through optical rhythmics could be called the prime material (of cinema), like the
rhythm and pitch of sound in music. And it seems to me that such rhythmic relationships - but

at a higher level than the rhythm of the temporal sequence of individual frames in the film -
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permeate both the mimicry and the dramaturgy of individual scenes, etc. On this basis, | think,
a suggestion (a suggestion) arises, with the help of which much can be achieved. This is the
basis of the psychological dramaturgy of cinema.” The insight that, just as 24 still frames
projected for a short period of time in their rhythmic sequence create a moving image, so a
series of moving images, frames edited in their rhythmic sequence create an image capable of
affecting, of suggesting - an artistic image - provides the theoretical basis for distinguishing
cinema from theatre. Defines the medium of mediation between the work of art and its
projection in the mind of the viewer.

In the theatre the director creates the conditions for the realization of his vision in reality.
The perception of the spectator, respectively the projection of this vision in his mind, is direct.
In cinema, the director creates the conditions for the realization of his vision in reality, but the
process, inherently cinematic, involves filming and editing. The film is a new degree, a
realization of a superreality that determines the viewer's perception, the projection into his
consciousness. Therein lies the fundamental difference between cinema and theatre. The
director in the theatre takes the text of the play and, creating conditions according to the
specifics of the art of the theatre, incorporates it as a component in a separate, self-contained
work, which is the performance. The imperative of theatrical specificity requires that these
conditions allow for the consistent depiction of events in order to achieve the artistic imagery
sought by the director. In cinema, the technological specificity necessitates shooting the shots
in a utilitarian sequence, and only later, in the editing phase, achieving their imaginative
unification in their rhythmic interrelation.

The cinematic structure requires detailed planning of each shot. The camera is the main
narrator, and the action, which is the core and main means of expression in the dramatic
(theatrical) structure, in cinema is just one of the components of the epic structure of the
cinematic narrative, it becomes a dramatic component. Just as the text is the main means of
expression of the literary work but is only one component of the dramatic spectacle, so the
dramatic component completes the whole of the larger, epic cinematic narrative. The paths of
the theatre and the filmmaker begin at the same point, the literary original, the drama, diverge
at a certain stage of the creative process, and eventually arrive at the same point, the mind of
the viewer.

The following subsection of Chapter Two, "Shakespeare and the Cinema. The
Cinematic Effect of Shakespeare's Speech." provides a perspective in terms of cinematic
specificity on the most theatrical of all theatre writers, whose work Groys equates with the

natural elements of air, earth, fire, and water. Why does cinema take such an insatiable interest
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in him? With over 1,500 screen adaptations, it is safe to say that there is no more screen-
acclaimed playwright in history, a record that is unlikely ever to be matched, especially as new
screen adaptations are released every year. Perhaps this fact can be explained by Tolstoy's bitter
but groundless accusations. One of the claims against Shakespeare is the violation of the
dramatic principle of unity of time, place and action postulated by Aristotle. The specificity of
the Elizabethan stage, empty, bare, and without any material sign of interior or exterior, allows
for unlimited leaps in time and space. Yet, according to Groys, Shakespeare does not violate
the Aristotelian trinity sacred to drama: in a maximally generalized world of creative fantasy,
"the whole world is a stage, and all are actors"... Speech in Shakespeare is charged with the task
of drawing the spectator into a particular environment, of lifting the veil on this fantasy world.
Scene four of act one of Hamlet begins like this:
"Fourth scene

On the guard platform.

Hamlet, Horatio and Marcellus enter.

HAMLET

Good tweaks. We'll freeze here.

HORACE

It is from the wind. It cuts like a knife!

HAMLET

And what time is it?

HORACE

Almost twelve.

MARCEL

No, it would already..."

We should bear in mind that remarks like "On the Watching Ground" were added to
Shakespeare's plays much later. It is only from the text that we get the information 'on the fly'
that the characters are outdoors, it is very cold, a strong wind is blowing and it is past midnight.
Even the primitive scene of the late 16th, early 17th century - a canopy under an open sky -
provides a relatively neutral setting, and the lack of any technical means (almost) for additional
effects imposes its own imperative; all circumstances that have an organic relevance to the

dramatic narrative must be 'encrusted' in the mind of the spectator by means of speech. By the
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means of cinema, these circumstances are easily visualized and are virtually an invariable
setting in any screen adaptation.

Shakespeare, in his verbal imagery, is largely cinematic. But whereas in cinema, the
camera is the means that gives the unlimited freedom to summarize a situation in a purely
pictorial, overall way, or to look into a tiny but extremely important detail, to make a leap
"vertically" in a synthesis of several shots and to create an image out of seemingly incompatible
or conflicting images, in Shakespearean dramaturgy this "cinematic" effect is "projected”
directly into the viewer's mind thanks to the vivid, figurative word. Both the theatrical and the
cinematic director are inspired by the text of the play. On the one hand as a source of plot - a
compelling story to carry the message through the course of the work (stage or screen). On the
other as a catalyst for a whole world of images, sensations, colours, in general sensory
perceptions that the director experiences in his mind, familiarising himself with the text and
selecting adequate means of expression to recreate on stage or screen.

At the middle stage of realization the paths of the theatre and film director diverge. Their
task is to transform the dramaturgical (literary, dramatic in nature) structure of the play into a
dramatic (theatrical) and, respectively, epic (cinematic) structure. Since the 1960s and 1970s,
directors have won greater freedom in realization, according to Peter Brook. Moreover, the
relationship between speech and cinema is highly favourable: "Why should cinema follow the
form of theatre and painting rather than the methodology of language, which allows entirely
new concepts and ideas to emerge from the combination of two specific designations of specific
objects.... Why (then, in this case) do we not use the system of language in which the same
mechanism exists in the use of words in word-combinations?"(Eisenstein). There is the direct
relationship between vivid verbal metaphor and vivid imagery in cinema, as revealed and
articulated by Eisenstein.

The next subsection discusses event analysis as a tool for constructing the dramatic
structure of a theatrical performance.

Georgy Tovstonogov develops his method of event analysis. It is generally a director’s
tool for creating a spectacle by building a storyline of individual events that are interconnected
in a cause-and-effect relationship. In doing so, the individual events, each important in its own
right, are distinguished from each other by their degree of importance. Three events are of the
greatest importance and ensure the completion of the plot as a dramatic structure. These are the
initial, the main and the resolving event.

The initial event marks the beginning of the plot. It doesn't have to, and most often it

doesn't happen instantaneously as the plot begins. That is to say, the initial event does not have
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to be the first scene of the play. After all, its place is relative to the beginning of the play, and
the section before it happens has the value of exposition in which the major players and
preliminary circumstances are positioned that will matter in the actual development of the
action.

The main event marks the moment of the ultimate confrontation of the characters in the
conflict. In literature it is called the climax. The resolving event is the moment when the conflict
is exhausted and a new relative equilibrium is reached. These three events frame and stabilize
the plot. Without any one of them, the structure would not be complete and would therefore be
unstable and the performance unfinished.

In subsection 8 of chapter two, "Sid Field's view of the structure of the film script,
analogous to Tovstonogov's theatrical method." The contribution of leading film screenwriter
and educator Sid Field is discussed: '... the definition of screenplay structure is "a linear
progression of related incidents, episodes and events leading to a dramatic denouement” and
"The screenplay is, of course, something different; it is a story told in pictures through dialogue
and description and set in the context of dramatic structure.” What we have written confirms
two important facts noted above.

1. The difference between theatrical and cinematic structure is determined by the
differences in the nature of theatre and cinema as dramatic and epic art
respectively.

2. The dramatic structure of the text loses its role as a primary means of
expression, as it is in the theatre, and becomes only one component, albeit an
important one, in the more generalized cinematic narrative.

The parallel in TovstonogoVv's definitions of event analysis and Sid Field's definitions of

scenario is also striking.

Field depicts the scenario as a line diagram from A to Z as follows:
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Presented graphically in this way, the structure highlights two nodal points, the First
Turning Point and the Second Turning Point. According to Field's definition, a turning point is
"any incident, episode, or event that becomes embedded in the action and takes it in another
direction.”

The importance of the First Turning Point lies in the fact that it sets in motion the actual
action. The function of the initial event in the dramatic structure is the same, and since we have
determined that in Hamlet the literary structure is monolithic, obligatory along the lines of
defining the initial event, then in the case of the First Turning Point of a film script based on
the play, we can with very high probability, even certainty, define the episode of the encounter
with the ghost as such. That is to say, screen adaptations based on Hamlet, regardless of their
differences, will have as their first turning point the episode with the ghost. Furthermore, Sid
Field recommends that within a 120-page screenplay, the first turning point should occur around
page 20 to 27, i.e. at 20% +/- 5% of the total length of the screenplay, something Shakespeare
intuitively sensed due to his genius without access to screenwriting textbooks.

Subsection 9 of Chapter Two provides a comparative analysis of five cinematic versions
of Hamlet, based on a reasonably defined episode of equal weight and significance to the
cinematic structure of the different adaptations of Hamlet. In chronological order, the versions
are as follows: 'Hamlet', written and directed by Laurence Olivier (1948), 'Hamlet', written and
directed by Grigori Kozintsev (1964), 'Hamlet', written and directed by Grigory Kozintsev
(1964), 'Hamlet', written and directed by Grigory Kozintsev.), Hamlet, written by Franco
Zeffirelli and Christopher DeVore, directed by Franco Zeffirelli (1990), Hamlet, written and
directed by Kenneth Branagh (1996), Hamlet 2000, written and directed by Michael
Almereyda.

Although very different, these films have one very important thing in common, besides
a serious creative team and cast. The script reflects the dramatic literary original quite

accurately. Although in two of the versions the era as a backdrop for the plot development is
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drastically changed, the adaptations generally remain "true to the author". Abridgements and
some minor internal recompositions only assist in making the films have a better artistic impact.

This also applies to the ghost episode, which we have identified as a subject for
comparative analysis based on its significance as the first turning point in the selected
screenings. In the literary original, it is situated in two scenes, the fourth and fifth scenes of
Act I. This is necessitated by the specificity of the theatrical scene. After the initial shared scene
with Marcellus, Bernardo and Horatio in which they await the appearance of the ghost, Hamlet
follows the apparition of the supernatural being and then, in a new scene, the audience witnesses
their encounter. In the cinema, the camera naturally follows Hamlet and his father's journey to
another location and the two scenes, of the anticipation and the meeting, are compositely united
in one episode. There is only some difference in the film Hamlet 2000, where the meeting
between Hamlet (Ethan Hawke) and the Ghost (Sam Shepherd) takes place with Hamlet's room.
Either way, the Ghost's anticipation of Hamlet and his friends has the value of exposition in the
episode, and the actual unfolding of the action occurs in the meeting between the two.

The comparative analysis clearly demonstrates how the structure of the cinematic
narrative influences its meaning. It concludes by acknowledging that from a single literary
source, Act I, Scene 1V and Scene V of Hamlet, we become observers of five radically different
episodes, radically different stories told in their function as Sid Field's First Turning Point.

Let us consider once again the diagram that reflects the sequential interconnectedness
of the structures along the path from the dramaturgical source to the viewer's perception:
dramaturgical text — technological capture — film/cinema performance — reflection in the
viewer's mind. Here the difference from the identical theatrical process is obvious: text —
theatrical performance — reflection in the viewer's mind. The process of turning the play into
a theatrical spectacle remains in the territory of the dramatic beginning. The preoccupation with
the actions of the characters in their conflicting context remains central. The created
product/performance is repeatedly reproduced in the stage space, but it is a virtual rather than a
material artistic fact. The spectacle exists, but it is also different in each reproduction.

The cinematic spectacle is in turn sealed on a tangible medium, digital or analogue. The
key here is the stage we have conventionally called "technological capture”. This is an intensive
creative period for the filmmaker and his selected support team. It involves several sub-stages:

- creation of the literary script - based on the read play, the scriptwriter creates on paper

his version/structure, the one that was born in his mind on the occasion of the read
original, theatrical, dramaturgical text. This structure can be radically different from

other versions based on many factors - a stage of personal development and artistic
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interests of the author, an evolutionary change of social relations, unexpected
dramatic events that affect large groups of people and thus affect the civil and
creative position of the author of the film. The literary script is an epic structure that
integrates the dramatic structure of the play and organically transforms it into just
one of the components of the cinematic narrative. The creation of the literary script
is the first step towards the materialization of the author's, virtual vision in the mind
of the director - the perfect cinematic spectacle. It is defining and therefore crucial
for the following stages. The literary screenplay has utilitarian value, even if in
isolated, rare cases it undergoes an edition and has a life as an independent literary
work.

- Creating a director's book/storyboard/shoot plan. The literary narrative is broken down
into multiple interconnected sub-narratives/pictures with a precise description of
each shot and, in the case of the storyboard, a static image of the shot created in
advance. The director's book is working in nature and helps the field director to
quickly and efficiently create adequate organization for the successful shooting of
the shot.

- shooting period - the footage is captured on analogue or digital media.

— post-production - complete editing of the filmed material and addition of the remaining
components that contribute to the overall materialization of the director's vision.

As a result of the successful passage through these stages, we have a finished, complete
epic structure. A narrative made of moving images and pictures, captured on a material medium.
When reproduced, it is always the same. The relative weight and importance for the final result
of each of the sub-stages in the "technological capture” phase is different for each author. The
phase puts the director's synthesis of creative and organizational skills to the test. In different
projects he may change his attitude to each stage of the process depending on his vision of the
final result, which - once completed - is an immutable epic structure created by the means of
cinematography.

A comparative analysis of the First Turning Point in the five versions of Hamlet shows
that the similarity in methodologies of Tovstonogov and Sid Field is promising as a possible
bridge between the dramatic and epic beginnings of the narrative. In the following chapters we

will continue heading in this direction of reasoning.
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CHAPTER THREE. ADAPTATION OF PLAYS BY CONTEMPORARY AUTHORS

The third chapter ""Adaptation of plays by contemporary authors' begins with a
paradox. Allegedly contemporary authors, but "Antigone" is quoted. The aim is to sharpen
attention to the specificity of the objects of study in chapter three along the lines of the
interconnectedness of genre and structural interrelationship of the dramatic original. It is
hypothesized that if we find common laws in the construction of the structure of the world's
most ancient courtroom drama and different cinematic versions of two contemporary courtroom
dramas, we will confirm the correctness of the method of "transposition/transfer” of the
dramatic source material into a cinematic screenplay based on the fundamental similarity of the
elements of event analysis in theatre and the screenplay matrix-paradigm proposed by Sid Field.

According to the myth underlying the plot of the ancient play, Antigone's brother,
Polynices, perishes in a mutual fratricidal duel at the gates of Thebes, trying to lay claim to the
throne he believes is rightfully his. Creon, the legitimately elected king of Thebes and future
father-in-law of Antigone, a wise and just ruler who wants to combat the damage of the civil
war that burned outside his city's gates until yesterday and restore normality, decrees that the
body of the troublemaker not be buried in retribution for the chaos and suffering he caused in
his lifetime. We should be aware that the sentence, however barbaric it may seem from our
present position, was relevant to its time, i.e. it was not marked by excessive cruelty or a savage
desire for revenge, but was subject to the ordinary administration of justice of the era.

For her part, Antigone, as the sister of the deceased, is obliged to bury him. Thus the
tradition, based on the divine law, dictates. Caring for a dead relative is a moral duty, a "pious
duty”, and failure to do so would cause divine punishment for Antigone, and this is always
identified with a cruel death. Either of the two mutually exclusive alternatives would bring
about the protagonist's bitter end in her person.

There is a classic tragic conflict. Antigone falls victim to two opposing, mutually
exclusive theses and the tragic circumstances overwhelm her ability to cope. The dramatic
effect is heightened by the fact that Creon finally reflects and softens, changing his mind,
respected by the divine laws. But it is too late - walled up in a tomb, according to the king's
verdict, Antigone ends her life and does not wait for amnesty. Creon becomes a murderer and
in turn becomes a victim of divine justice.

A reasoned choice is then made - why the court and why the courtroom drama are chosen

as the subject of the chapter's exploration. The antiquity and importance of this human activity
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and the ancient works of art devoted to it prove its universality. And court and court practices
are an ancient pastime. Modern researchers at Stonehenge and Gobekli Tepe suggest that these
megaliths were the scene of mass rituals associated with seasonal cycles, but the gatherings
were also a fitting occasion for the elders to organize trials and settle disputes over land,
livestock, and property. The assignment of a duty to some authority, who from the height of his
competence and respectable position, to decide on a dispute dates back to prehistoric times.
People have been litigating since before there was writing. Of course, the legal grounds, the
organization of the judicial process, the individual subjects, and the methodologies have varied
endlessly from age to age. In the Middle Ages, acommon form of trial was trial by duel, arising
from the belief that God would uphold the right hand of the just. Historically, the longest held
practice has been the sole judgment - the absolute monarch has all power, legislative, executive
and judicial, and his decisions are not subject to comment. At the same time, the first steps
towards law as we know it today were made in antiquity. This is not to say that the Romans had
a complete separation of powers, an independent court of law and due process in three instances
for all. The development of the legal system is millennia long, marked by eras of progress and
regress, and even today in different parts of the world at different stages of development. From
the sharia laws of Afghanistan to what are considered the most advanced justice systems of
Western democracies, all are marked by imperfection.

The court is the arena of a sharp clash of these. The resulting conflict develops over a
period of time and is resolved in favour of one of the parties at the end of the trial. The
participants, the legal subjects, are not there as individuals, but in the manifestation of some
function, some pre-agreed authority, some role. That's right - judge, prosecutor, lawyer,
plaintiff, defendant, expert witness, jury are roles that the persons bound in the trial perform by
virtue of conferred authority or legal compulsion - let's think of the term ‘defendant’ for
example. Often there is even an audience in the courtroom and it reacts to the development of
the conflict. The judge has to bring order to the courtroom because of spontaneous outbursts of
feelings and emotions as a reaction to denial or agreement with what is happening. The officials
put on togas, a kind of costume that is itself incongruous in modern times but is a symbol of
their power. "Dressed in power" we still say today.

| have learned from my professor that the court and the theater have many things in
common. Court is a kind of theatre, but with serious consequences. Otherwise, it has the
Avristotelian principles of dramatic art - unity of time, place and action. The participants in the
litigation, the conflict, pursue their tasks according to pre-assigned roles. There is an audience

in the courtroom.
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Perhaps it is on the basis of this similarity that the court and the trial have been the
subject of dramaturgy since the dawn of theatre. Starting with Antigone, written in the fifth
century BC, right up to the present day, authors have created plays with court themes and
directors have staged them. The aforementioned Antigone, but also The Advocate Pierre Patlen,
The Merchant of Venice and The Damage are just a few emblematic titles from radically
different eras. To enumerate them all within the limits of this work is impossible. For example,
in many of Shakespeare's plays, the appearance of a ruler creates a situation of judgment, even
if it is not a key event. In A Midsummer Night's Dream, Aegeus demands that Theseus judicially
force his daughter Hermia to marry Demetrius, and this is the dramaturgical framework of the
play. Such plays have been created by the classics of modern drama. The examples are so many
and varied that they could be the subject of a separate study.

The question arises: why has litigation captured the attention of authors and audiences
for 25 centuries, and have they used it as the basis for their works?

Anyone who has been in court on any occasion knows the tension before the judgment
is read, and the ecstatic rush of adrenaline, positive or negative, the moment it is announced.
The court is where the individual comes face to face with power. The legislative and executive
branches of government affect our being at a macro level. To a large extent, even for those
tempted by politics, they remain anonymous. But when an individual faces a judge in a dispute
that concerns his or her future, no matter what, a divorce, an employment, a criminal case, and
when he or she hears a decision against him or her and the decision is not “appealable,” the
reaction is one of profound effect. Justice is violated.

A warped sense of justice is at the heart of every play with a court theme. The individual
plots offer a variety of situations. Whether the protagonist is unjustly convicted (as in Antigone)
or the criminal escapes justice, there is a huge variety of specific circumstances and different
cases between these two poles, but they are all related to the violation of our sense of justice.

Cinema, especially after the second half of the twentieth century, when democratic ideas
about the rule of law and the rule of law became increasingly important, also often turned to
plots with judicial themes.

Court drama (in this case | use the term "drama™ in its broadest sense of a dramatic
work) is not just a genre. In terms of genre, it could be a tragedy (as in 'Antigone’), a farce (as
in The Advocate Pierre Patlen’) or suggest dramatic overtones (as in 'The Merchant of Venice").

It has, however, its own structural peculiarities which are unique to it.

30



The similarity between the event analysis created by Georgy Tovstonogov as a
directorial, creative method for the preparation of staging work in the theatre and the structural
paradigm used as a creative matrix by the great film playwright and educator Sid Field is noted.

Let us examine whether the paradigm is structurally compatible with Sophocles'
Antigone. If we find compatibility, we will have a template to use in the comparative analysis
of screen adaptations of two modern courtroom dramas, Reginald Rose's 12 Angry Men and
Friedrich Durrenmatt's The Damage. In doing so, we will demonstrate that, based on the
analogy between the two creative-analytic approaches - that of Georgy Tovstonogov and Sid
Field - the paradigm can be used as the main interface for the "transposition” of the dramatic
text into the film script. We will continue into new territory to look for arguments in favour of
this hypothesis, which is increasingly finding grounds for relevance.

Compositionally, Antigone is divided into the following parts:

Prologue

Parod

First episode

Getting stasim

Second episode

Second stasim

Third episode

Third Stasim

Fourth episode

Fourth Stasim

Fifth episode

Petit stasim

Exodus

Moreover, the parody and the five stanzas do not contribute to the development of the
action, but are informative and commentary. When taken out it is seen that the plot is set in a
prologue, five episodes and an exodus, or seven parts in all.

In the first scene, the prologue, Antigone is in the company of her sister Ismene. In the
course of the dialogue, we learn of the mutual fratricide of the heroines' two brothers, and of
Creon's sentence to bury Eteocles but to deprive the real sweeper Polynices of eternal rest. The
principal characters are introduced, as well as the important preliminary circumstances which
determine the conflict. Antigone makes the decision to bury her brother. If we examine what

significance this decision has and assume for a moment that she does not make it, a kind of
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'Hamlet-esque' hesitation and procrastination, we will see that the plot could not develop further
as we know it. It is the decision that sets off the chain of events that lead to her death.

She makes another fateful decision that further exacerbates the conflict. The funeral will
not take place in secret, in an attempt to circumvent Creon's injunction, but in public, with wide
publicity, for which Antigone asks her sister's cooperation. It will become a political act, a
principled clash over values - whose laws carry more weight, divine or human.

There is no doubt the basic circumstance inherent in any courtroom drama - an injustice
has been done by the banning of the funeral and the protagonist will fight regardless of means
and the threat to his physical survival to have it removed.

Antigone's decision has the value of a first turning point (according to Sid Field's
paradigm), and after a concise introduction and a brief first act, throws us without delay into
the territory of the actual development of the conflict, the confrontation. It in turn follows its
inexorable tragic course until the end of episode six, where the second turning point begins.
According to Sid Field, the turning point can be a single act, but it can also be a prolonged
scene: "The turning point is whatever you choose it to be - it can be a prolonged scene or a brief
scene, a moment of stillness or action, it just depends on the script..." Here, in the case of the
second turning point, this is exactly the case. It begins with Creon's decision to overturn his
sentence, moves into his own decision to release the victim, and finally the discovery of
Antigone's hanging, lifeless body. Of these three narrative steps, the audience witnesses only

the first one firsthand. The second two are narrated post factum by an eyewitness to the events.

Akm | Akm Il Akm 1l
Mpoaoz | Enusog -> Il Enu3og -> lll enusog -> IV enusog ->V enuso& Enusog
BvBe)kgaHe ‘ KoHdpoHmauus Pa3Bpub3ka
MopBa noBpamHa Bmopa noBpamHa
mouka mouka

PeweHuemo Ha AHmu20oHa PeweHuemo Ha KpeoH

We can see that Sophocles' dramatic structure organically 'transposes' into Sid Field's
screenwriting paradigm, which lends itself to the development of an epic work - a screen
adaptation.

Further, with the hypothesis that the structural features of Sid Field's paradigm coincide

with the specificity of the fable development of the courtroom drama, i.e., the first and second
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turning points coincide with the moments of violation and restoration of the sense of justice,
respectively, the screen adaptations of two modern titles are analyzed. "12 Angry Men by
Reginald Rose and Die Panne (known in various translations in this country as Crash or The
Damage) by Friedrich Durenmatt, with two screen adaptations of each title considered. Thus,
by way of comparative analysis, the universality of Sid Field's paradigm as applied to dramatic
texts of the modern period is established. The characteristic feature of the courtroom drama, the
coincidence of the first and second turning points with the violation and, respectively, the
restoration of the sense of justice in the observer are peculiar benchmarks, signals of the
correctness of the conclusions. The summary concludes that structurally there is not much
difference between the two films. This tendency is comparable to that found in the comparative
analysis of the two versions of both Twelve Angry Men and The Damage. In both cases, the
first film remains more faithful to the literary original, while the remake relies on plot variations
to build its specific messages, without significant structural interventions. This fact highlights
the need to rely on the structure of the dramatic original in constructing the plot of the
screenplay, with the explicit caveat that dramaturgy of undisputed merit, either classical or by
contemporary authors who have proven their professionalism, is used as a source.

Titles from the genre of ‘courtroom drama’ (‘drama’ in the broadest sense of ‘dramatic
work’) were used in the comparative analysis, with the aim of using the characteristic genre
features - the violation and restoration of justice - as markers, and checking them against the
structural paradigm - a three-act, two-turning-point matrix - proposed by Sid Field as a basic
creative method in scriptwriting.

In all three cases, Antigone, Twelve Angry Men, and The Damage, a compatibility was
found between the specificity of the dramatic source and Field's script-matrix paradigm. In the
case of Antigone, we conducted a hypothetical structural analysis and verified the conclusion
of compatibility through a comparative analysis of the two court-themed plays, Twelve Angry
Men and The Damage, in their different versions. The analysis confirmed that the paradigm
proposed by Sid Field is suitable both as a universal basis for creating a screenplay from scratch
and for the screen adaptation of existing dramaturgical models.

To a large extent, a reasoned assumption can be made that the paradigm is universally
applicable not only to the writing of original scripts, but also to the creation of scripts adapted
from plays. It provides both a medium for the realization of the plot as well as providing the

anchor points of the construction in terms of structural integrity.
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CHAPTER FOUR. THE BULGARIAN EXPERIENCE

Chapter 4, "The Bulgarian Experience", initially gives an overview of screen
adaptations of plays in Bulgarian cinema.

The significance of "Bulgarian Feature Films" - an annotated, illustrated filmography
compiled by Galina Gencheva is emphasized. The four-volume edition is a major work by the
author, containing the most complete list of titles of Bulgarian films in chronological order from
the dawn of Bulgarian cinema to 1992. The publication is recognized in professional circles as
a solid source of information from a historiographical and filmographic point of view.

According to my review and selection of the available information, there are 21
Bulgarian screen adaptations of plays for the entire period of Bulgarian cinema from 1918 to
1992. Of these, 18 feature-length films based on plays were produced during the period of state
cinematography from 1950 to 1992, and there were also several television projects produced
by BNT. From the point of view of the thesis that the post-war period of Bulgarian
cinematography is appreciably more significant for our national film production, despite the
limitations of an objective and subjective nature that occurred after the September 9 coup and
the totalitarian regime imposed by it, in the introductory part | offer a complete inventory of
films based on theatrical dramaturgy for this period of time. The list also includes some
television productions in order to take into account the fact that there were also filmed children's
titles, there is also a TV series - "Church for Wolves", based on the play by Peter Anastasov,
directed by Nikolai Lambrev-Mikhailovsky. When mentioning the productions of BNT it
should be taken into account that we are not talking about works of television theatre. They are
a separate class of productions, both in the technology of their creation and in their artistic
indicators.

1. "Kalin the Eagle", year of premiere 1950, dir. b. Borozanov based on the play by

Nikola Ikonomov. The film was started as a private production and finished as the
first film of the state enterprise "Bulgarian Cinematography".

2. " Trevoga is a 1951 Bulgarian feature film directed by Zahari Zhandov, based on a

screenplay by Orlin Vassilev and Angel Vagenstein. The cinematographers are
Emil Rashev and Zahari Zhandov. It is based on the play "Trepoga™ by Orlin
Vassilev. The music in the film was composed by Lyubomir Pipkov. "Alarm" is the
first fully Bulgarian socialist film.

3. "Tsar's Mercy is a 1961 Bulgarian feature film directed by Stefan Serchadzhiev,

based on the play of the same name by Kamen Zidarov.
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4. "13 Days is a 1964 Bulgarian feature film directed again by Stefan Serchadzhiev
and written by Lozan Strelkov, the author of the original drama Unforgettable Days.

5. "Golemanov" is a 1958 Bulgarian feature film, written and directed by Kiril
Ilinchev. The director of photography is Trendafil Zahariev. It is based on the
comedy "Golemanov" by St. JI. Kostov. The music in the film was composed by
Ivan Marinov.

6. "The Prosecutor" is a 1968 Bulgarian feature film (drama) directed by Lyubomir
Sharlandjiev from a screenplay by Budimir Metalnikov. The director of
photography is Borislav Punchev. It is based on the play The Prosecutor by Georgi
Dzhagarov. The music in the film was composed by Raicho Lyubenov. The
production designer is Petko Bonchev.

7. "Tsar lvan Shishman" is a 1969 Bulgarian feature film, written and directed by Yuri
Arnaudov. The director of photography is Nedelcho Nanev. It is based on the drama
"Ivan Shishman" by Kamen Zidarov. The music in the film was composed by Kiril
Tsibulka.

8. "Autostop” is a 1971 Bulgarian feature film (musical) directed by Nikola Petkov,
based on a screenplay by Ivan Radoev. The director of photography is Mladen
Kolev. The music in the film was composed by Boris Karadimchev.

9. "Anvil or Hammer" - film from 1972 directed by Hristo Hristov. The script uses

motifs from Ivan Radoev's play "Red and Brown" and Lyuben Stanev's novel "The
Ice Bridge".

10. "Strzets v uho" is a comedy from 1976 directed by Georgi Stoyanov,
cinematographer lvaylo Trenchev. The script is by Nikola Rusev based on his radio
play of the same name. Composer is Kiril Donchev.

11. "Sunstroke", a 1976 production (the only year with two screen adaptations of plays
in the history of Bulgarian cinema) by Hristo Piskov and Irina Aktasheva, based on
Georgi Dzhagarov's "This Small Land".

12. "The Window" is a 1980 Bulgarian feature film directed by Georgi Stoyanov and
written by Konstantin Iliev and Georgi Stoyanov (based on the play "The Window"
by Konstantin Iliev). The cinematographer is Hristo Totev. The music in the film
was composed by Simeon Pironkov.

13. "Softly Said is a 1983 Bulgarian feature film directed by Vasil Apostolov, based
on a screenplay by Valeri Petrov. The director of photography is Krasimir Kostov.

The music in the film was composed by Georgi Genkov.
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14. "Forget This Case", year of premiere 1985, directed by Krasimir Spasov, based on
Georgi Dzhagarov's "The Autumn of an Investigator".

15. "Locusts" is a 1985 Bulgarian television feature film written by Ana Ivanova and
directed by Atanas Traikov. A film dramatization based on the classic play by St.
JI. Locusts.

16. "The Kite" is a 1988 Bulgarian children's television film in 2 series directed by
Svetlana Peicheva, based on the play of the same name by Rada Moskova. Music
by Kiril Donchev.

17. "That Thing" is a 1991 Bulgarian feature film directed by Georgi Stoyanov from a
screenplay by Hristo Boychev based on his play of the same name. The
cinematographers are Andrei Chertov and Krasimir Kostov.

18. "Vampire" is a 1991 Bulgarian television feature film written and directed by Pavel
Pavlov. The director of photography is Ivan Varimezov. It is based on the play of
the same name by Anton Strashimirov. Music by Rumyana Tsintsarska. Artist is
Lyubomir Popov.

The three pre-war film adaptations based on plays - Under the Old Sky, written by
Tsanko Tserkovski and directed by Nikolai Larin, The Prisoner of Trickery by Konstantin
Mutafov (unfinished, only 12 minutes are preserved) and Bloodless Graves directed by Boris
Grekov based on Strashimirov's play along with eighteen screen adaptations based on plays
after 1950. Against the background of 599 films made during the entire period of Bulgarian
cinema’s existence, it is a sign of the low interest of native filmmakers in theatrical dramaturgy
as a source of film plots. There are undoubtedly methodological reasons for this, the specifics
of which we have analysed in Chapters One and Two of this thesis, but behind this phenomenon,
in my opinion, other circumstances are also apparent.

For example, the almost complete absence of screened titles of world classics is also
striking. The reasons for this are varied, but can be grouped into two main groups.

First, historically, the formation of the Bulgarian nation created a distinctive national
psychology.

Secondly, the late Bulgarian Renaissance within the Ottoman Empire carried a very
different agenda from the classical European Renaissance. Since the Liberation at the end of
the nineteenth century, Bulgarian society has been caught up in an unceasing effort to unite the
nation within the boundaries of one nation-state, an effort that has produced three national
catastrophes and bitter fruits that we are still reaping today. Two of the three films made

between the two world wars deal with the trauma of the first and second national catastrophes.
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The third national catastrophe, the September ninth coup, also brought the 45-year totalitarian
regime in which art, and especially cinema, was given entirely propagandistic functions. In
other words, Bulgarian cinema never had the time or money to explore and disseminate
Renaissance humanism in its European form. Nor has there been a mass public demand for a
cinema based on such plays.

For the period 1945-1992, all eighteen titles were by Bulgarian authors. This clearly
shows that the nationally specific dominates over the universal in the field of screen adaptations
of plays, which is in fact a concrete manifestation of the overall picture in Bulgarian cinema for
the period.

Given the fact that screen adaptations of plays do not occupy a large share of Bulgarian
cinema production and no works are produced on internationally significant classical titles, the
lack of other studies on the subject, and the methodological focus of the present work, the
interest is not so much in a complete filmographic study of all the available material, which
would result in the field of film studies or film history, but in focusing on the methodological
approaches of some of the authors, mainly by learning about their empirical experience on the
basis of their

Among the directors who have made films based on theatre texts, Georgi Stoyanov
stands out with three films based on plays. With this he arouses natural interest and becomes
the subject of one of the interviews. Konstantin Iliev's experience in working with Georgi
Stoyanov on the script of The Window (1980) is also the subject of analysis. The third partner
who shares his experience is Nikola Petkov, the author of the film hitchhiking (1971) based on
Ivan RadoeV's play Petrol. The text of two of the three interviews is placed at the end of this
thesis in the form of appendices. By the express will of one of the authors, the conversation
held between us during the research is not published and is only a source of comments in this
thesis.

The conversations are a first-person testimony of the creative problems and challenges
the directors faced while working on the listed screenings, the solutions to these problems, as
well as elements of self-reflection from the distance of the past decades. Inevitably, they also
contain information about the problems of the artist-filmmaker in an age of complexity for free
self-expression.

Following are brief, commentary presentations by the interviewees in terms of their

invaluable empirical experience as doyens.
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In the following subsection, a comparative analysis of the play Petrol and the literary
screenplay of the film hitchhiking by Ivan Radoev is made from the perspective of the present
study.

In the course of my research, with the assistance of Galina Gencheva, | acquired the
original of Ivan RadoevV's literary script. This fact allowed for a comparison of the two texts -
the play and the literary script, which is an excellent opportunity for a "peek™ into the creative
laboratory of an undisputed classic of Bulgarian dramaturgy (and outside the field of study of
this work - of Bulgarian literature in general) - Ivan Radoev. It also enables a partial observation
of the processes that take place from the stage of script creation to the final realization of the
screen adaptation. Since the focus of the present study is on the extremely important from a
methodological point of view moment of the "transposition/transfer" of the dramatic original
(the play) into the literary script the detailed analysis of the available material is considered in

this sense, and some conclusions concerning the final product are of a peripheral nature.
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FINAL PART

The conducted analysis reaffirms the hypothesis of the similarity of the structure of the
dramatic original and the cinematic script by way of "transposition/transfer” through the
matrix/paradigm proposed by Sid Field, which is further evidence of its universality.

In the final part, after the analytical activities carried out in Chapters Two, Three and
Four, the validity of the hypothesis proposed in the introductory part was confirmed.

My personal recommendation, based on nearly thirty years of experience in the theatre,
is that the structural analysis of the dramatic original be carefully conducted, especially when
dealing with serious authors and titles that have gone through the vicissitudes of eras, cultural
revolutions and aesthetic movements. Often, provoked by the encounter with a play, in our
desire to assert our own position, which we believe to be unique and important, we tend to build
our structure without regard to, or even in spite of, the dramaturgical source. In fact, if we take
the time to do a thorough structural analysis we can see into the specifics of the original source
(again with the caveat that we are talking about proven authors and titles, classics) we will see
that the structure embedded in it helps us realize our own messages.

The analysis of the screen adaptations of R. Rose and "The Damage" by Fr. Durrenmatt
shows that the directors, themselves proven artists of world renown, followed the original
structure quite strictly.

This is not to say, of course, that adapting a play is a chore, or that the director inevitably
falls into the trap of the playwright. Matching the adapted script, and through it the future work,
the film, to the original dramatic structure need not be literary. Sid Field himself recommends,
"When adapting a novel or other material to create a screenplay, you should think of your work
as an original screenplay based on other material.” Here the italics are placed by the author to
emphasize the importance. An "original™ screenplay means a screenplay that reflects the
director's unique perspective on existing material. "Based" means structurally related, but how
the connection is made is a matter of the director's own choice. It can be very conservative,
close to the author's, or it can be very different, with the original dramatic structure being only
the occasion for the creation of the structure of the script. In these cases, the palette of choices
ranges from representation, to interpretation, to over-interpretation, with no single method
being uniquely right or wrong and dependent on the director's personal taste, skill,
methodological training and creative drive. My personal preferences place me in the group of
interpreters whose psycho-emotional messages bear the author's signature, but are also tied to

the ideas invested by the author of the dramatic source.
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The big step in moving the plot from the territory of the dramatically specific play to
the adapted script, which is a literary model with epic specificity, is done by modifying the
structure of the dramatic source material into the structure of the director's version/kit script.
The new structure is characterized by the specific features of the Syd Field paradigm and can
serve to create a full-sized screenplay, which in turn can serve to create the new structure, the
film.

The described method of turning a play into a film is probably not the only possible one,
but it is methodologically sound, its individual stages can be analytically broken down and
taught as an algorithm, a suitable method for creating an adapted script based on a theatre play.
The research emphasis is contained in the title of the PhD thesis and focuses on the details of
the important process of "transposing™ the dramatic original into the epic structure of the film
script. Later stages in the realization of screen adaptation are not the subject of research. The
theoretical achievements and empirical experience of authors from both fields - theatre and
cinema science and art, as well as art theory in general - have been used in this work. This

determines the interdisciplinary character of the research.

CONTRIBUTIONS

The contributions of the thesis are in the field of both theatre and film theory. They are
a comprehensive guide for students and beginning directors facing the creative task of "adapting
a theatre play for the cinema". Alongside this, on the basis of its interdisciplinarity, it can also
be useful for theatre professionals who are broadening their creative horizons in the field of
cinema. Analytically, the contributions can be divided into the following main areas:
1. In Bulgarian theory and history of cinema and theatre there is no study of such
depth and volume.
2. From the director's point of view the problems in the process of adaptation of a
dramatic work into a film script are analyzed.
3. The dissertation gathers together and synthesizes the written work on the issue,
which in most of the cases is a small amount of fragmented information.
4. Highlights the importance of the adaptation of the theatre play as a contribution
to the diversity of the cinematic repertoire.
5. It examines the adaptation of a theatre play in a methodological context,

proposing universal methodological solutions based on an interdisciplinary
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synthesis of the achievements of leading authors, theorists and educators in the

field of film and theatre.
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