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REMARKS ON THE lmcnprion OF THEATRICAL SPACE -

A theater spectator coproduces the show by his frequent physi~
cal activity as well as by certain mental operations, in particus
lar the decoding of signs and the sign-creating activity towards
the reality1. Such position necessitates e change of orientation
in the theatrological reflection. Both the theatrologist and the
sociologist have come to focus their attention on the theatriscal
praxis. They have come te analyse the shapes of the spectators’ con~-
cretizations™, Most of the hitherto undertaken research on recep=-
tion attempted to describe the quantitative aspect of the process
with no regard paid to qualitative characteristics, In now becomes
nore and more necessary to organize the research in such a way as
to reveal the performative role of the spectator., The study must be
oriented at the "position of addressee" rather than at the "posi
tion of uddronaor".

Adressee~oriented cultures stress the significance of comuon-
-gense iwmages of the world or the life-experience of the addressee,
The choice of this perspective requires of a soclologist to create
such research procedures which will allow him to reveal with relaw=
tive accuracy the complex position of the spectator. The traditio=
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pal secielogical questionnaire does net suffice. The student ef re-
ception must try tomake use eof the specific situation existing be-
tween the work of art and its audience, Every genre of art has its
gpecific situations of reception. The reading of a poem or a book
is accomplished in silence. It is a nontransferable right of the
reader, The situation of a movieviewer is different; within cer-
tain limits he may afford a public manifestation of his reactions,
Bimilarly, & drematic theater spectator may openly manifest his
point of view, and he is sometimes even required to behave public—
ly in an sctive way. Between the reader’s silence and the “loud*
public bebavior in the theater there spreads a vast sarea of posai-'
ble reactions of the spectator.

The sociological research is most often deferred until after
the moment of contact with a work of art, We ought to accomodate
to the thought that in most cases we have to do with the sociolo-
glst interfering in the act of reception, Often the spectator does
not even begin to mentally work out his contact with the work of
art before he starts his contacts with the sociologist,

The spectators’accounts are a testimony of the theatrical text,
an actual dooument of semantic-creation activities of the audience.
What exists is what has been verbalized; the whole act ef recep~
tion is dome in words. The research is a call for a trenslation of
this process into words. We come clese te the cenception of cenver-
sation as dialogue and in this we are inspired by the works of i,
Bakhtin?. _ ' :

A suggestion by R. Demarcy’ offers a good introdustion to the
analysis of reception.The author breaks with the traditienal sche-
me of seciological research by anslysing various theatrical perfer-
mances and by attempting to ascribe to their spectaters a sertain
get of expectations which project, in a way, their actual recep-
tive behavior. Operettas and musical comedies meet, above all, the
need of entertaimment. Performances functioning within the second
model are significant for prestige,

“M, Bak h t 1 n, Problems of Dostojevekij’s Poetics, Univer—
8ity Preas, Ann Arbor 1973, _

k. Demaroy, Elements d'une sociologle du spectacle, Iné-
dit, Paris 1973,
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The researcher tries to discover what meanings lie behind the
elements of the play. He snalyses thematic plots present in perfor-
mances, Finally he distinguishes between tio "readings": horizon-
tal (lecture horizontale) and transversal (lecture transversale).
A reading directed at the completion or solution of the plot 1ias
called by Demarcy the horizontal reading. The reader’s attention
ia focused on fabular courses which ought not be disturbed. The spe~
ctator unwillingly concedes to any violation of the narrative or-
der. On the other hand the transversal reading requires of the ape-
ctator a substantial change of attitude since 1t is ne longer an
"emotional" submission to the course of events or an expectation
of a solution, An "intellectualization" is now demanded of him, a
"oool", analytic observation of events. In the act of +transversal
perception the spectator must be continuosly oriented at the se=
mantic value of all elements of the performance., Such  perception
does not permit "gaps" or "deformations".

A research has been carried out of a musical comedy with seve-
ral thematic plots isolated by Demarcy. An analysis of 40 conver-
sations revealed that gpectators attached most importance to the
happy end. It is possible that “luddic" texts presuppose the form
of horizontal reading postulated by R.Demarcy. Having once "chosen"
this form of reading, the spectators naturally bad to come in con-
flict with the requirements of transversal reception, This 4is the
only form of reading which allows for extraction of all meanings
form a theatrical text, for decoding its ideological message, and
for outlining the model of the world which underlies the text of
an operetta performance. In the conversations which were aub,jectod
to the analysis the knowledge of the operetta convention was reve-
aled in a fragmentary way only, through the expectation of the haw-
ppy end. This, however is not a lutﬁcient condition for the exis-
tence of transversal reading.

Our remarks concerning transversal reading are based on 40 con-
versations about a comedy by Moliére "The Mock Doctor". In order
to grasp its characteristic features attention was paid to the re-
ception of theatrical space. "Stage space in its coomunicative fune
ction covers this section of theatrical spece which is filled up
with the characteristically theatrical signs resulting from a tran-
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slation of the drematurgical text into the language of the stage"®.
The theatrical signs are conveyed through time as well as through
8pace.

Space is not the main element in the structure of a comedy.Ac-
cording to D. Ratajczak "This author-oriented genre «silenced»
the space all the wey down to a whisper, exposing above all a ran-
ge of clearly delineated roles based on concrete temperements and
situated in constant volts of action which determined the stage-
ness of a plq"". And yet, the same author analyses space in Mo~
liere s comedy, shows the role and place of the chair in his plays
and states that the most important scenes in Moliére take place in
the square in front of the house,

The collected accounts contain no fragments which might resem-
ble the content of a theater historian’s commentary. There are scar—
cely any "traces" showing that spectators attach importance to the
spacial relations and their distortions within the show, Only 5 of
the respondents pointed to the role of the chair in the' creation
of space in the 2nd act.

Our remarks refer first of all to the “spontaneous" side of
the spectators’ accounts. In the course of the research we arranged
personal conversations concerning space and particularly the for-
mulation of space as "open" or "closed" .

In spite of special steps taken by ianterviewers no information
was obtained on this subject in 22 cases. The reat of spectators
(18) qualified space along the lines described above. According to
their opinions closed space is characteristic of the 2nd act which
takes place in Geront’s room, Here the closure of space is connec-
ted with its location., It constitutes a fragment of what is res-
tricted by nature, what takes on & definite dimension and what has
an "inside". Such is the case with the house. In the respondents’
views the 18t and 3rd acts are situated in the open space: in the
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18t act - with regard to the forest and the clearing, in the 3xd
act - with regard to the street, _

Here is a fragment of an account in which the "openness" of
aspace is stressed., It cencerns practically the entire play: "Well,
1t°s because... it’s for, in fact..., it’s perhaps due to the co=-
stumes and due to this set up, those paintings on the stage, that
I had a feeling that is was very spacious there, Basides, even in
the other acts I did not feel that I was in... When I think of it
now it seems to me that spotlights had a lot to do with it, this
kind of warm, yellow light, and this gave the impression of that
freedom and spaciousness" (Conversation, no.24),

Below 1is an example of an account of "closed space": "Well, it
depends, It was closed for there were the wings, of course, It was
not like those occasional gettings in which a blue sky forms the
background, It's just that... he then disappears somewhere, doesn’t
he?.. He hides somewhere and disappears, and yet everything was con-
fined there... on one occasion by those steps, some other +time by
the walls of the room, on a third occasion by those buildings aro-
und the square” (Conversation, no. 15). Sometimes the oppositiont
closed space/open space was translated into the use of space with
perspective and the use of space devoid of perspective,

The space in the 3rd act was also perceived as open. Here is a
fragment of a spectator’s account: "The third, act, the third act
takes place on some sort of a market-place, somewhere. Anyway, it
is not a closed room" (Conversation, mno.10). '

~ The semantica of off-stage space is also worth mentioning. This
kind of space is subject to lesser "concretization" in the course
of the performance. It certainly increases the spectator’s freedom
since the degree of undefiniteness of space is different here. The
very existence of "off-stage" space is suggested to spectators by
various elements ranging from pictorial signs to the utilization
of sound. On certain occasions this space may be considerably ex=-
panded, The relations and connections between these two kinds of
space are stressed by the acting of performers.

Spectators discussed the "off-stage" space mainly on the exam-
ple of the first act (the singing of Sganarelle, the chopping of
wo00d).On seversl occasions spectators maintained that their atten-
tion was concentrated mainly on what they called the 'framed’scene.
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It should be admitted that a few spectators combined the de~
finition of space with the change of the place of action, e.g. the
passage from the forest to Geront s house., Here space becomes equ-
ivalent to some travelled distance or a convered way and it is"to-
pogrephically" perceived. Contrary to possible expectations spec—
tators are not oriented at the semantic evaluation of space which
is situated outside their former interpretative experieuces., They
ascribe a specific status to the visible "area" of the stage which,
in most cases, makes the elements of "off-gtage" space loose their
importance. Events which take place outside the stage area of the
visible "here and now" have little chance of taking shape in the
-mind of the spectator.

In order to better understand the character of transversalsand
horizontal reading we may draw inspiration from an idea by M, Glo-
wifski who adopted the sociolinguistic categories of B. Bermstein
%o his study of the codes of recoptiong. It seems that in the si-
tuation of commonsense horizontal reading we may speak of a high
degree of expectability of the relations between elements. It is
thus a manifestation of the restricted code. On the other extreme,
the elaborated code constitutes a favorable condition far all sorts
of innovation.

Materials collected in the form of conversations on a musical
comedy seem to confirm the value of the position which identifies
the elaborated code with transversal reading., Novertheless,we sho-
uld be cautious in drawing conclusions, Here, we suggest only that
the more clearly the reading of a work of art takes on the featu-
- res of expert reception, the more often one can trace in it ele-
ments which are manifestations of the elaborated code. In this way,
the common-sense reception of a work of art becomes a realization
of the restricted code, while the critical reception is"saturated®
with elements characteristic of the elaborated code,

9ct. M. G owiAs ki, Les temoignages et les gtyles de
reception, [in:] Etudes Litteraires en Pologne, vol, 9, 1983, p.
45—6£; B.Bernstedin, A sociol stic approach to socia-
lization; with some reference to educability, [in:] B. B e r n-
st ein, Class, Codes and Control, Theoretical studies towards a
-ogigégsy of language, Routledge and Kegan Paul, London 1971, p.
143 = . -
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UWAGI O FOSTRZEGANIU PRZESTRZENI TEATRALNEJS

Autor zwraca uwage na sposédd postrzegania 'konl' utywnego ele-
mentu interakcji, Jjekim jest wigczona w nig przutmt. Uwagl jego
oparte sg aa bad ch nad recepcjg widowiska teatralnego.



