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Abstract. This article examines the linguistic and aesthetic features of the
text in the structure of American and European performance, which is known as
an interdisciplinary phenomenon. In the context of this study, the concept of text
goes beyond the traditional linguistic framework and reflects the idea of the text
as a cultural and semiotic unit. Philological analysis of the text in performance
remains insufficiently explored and forms a research gap in linguistic studies.
This fact determines the relevance of this study. There is a need to reconsider the
category of text and methods of its analysis in the intermedial conditions. The
purpose of the study is to analyse the text embedded in modern performance, as
well as to identify special linguistic and aesthetic characteristics.

The theoretical framework is based on the works of semiotics, linguo-
aesthetics, and media theory, mainly on the research works of Yu. M. Lotman,
M. M. Bakhtin, Yu. Kristeva, and M. McLuhan. The research material includes
performances by American and European artists, predominantly with a textual
(verbal and visual) component. The art works were analysed in order to determine
the role of the text from two positions: the text as a semiotic and aesthetic
element in the structure of performance. The analysis employs basic theoretical
and empirical methods, the method of deconstruction, as well as semiotic and
linguo-aesthetic approaches.

The results of the study are shown as a typology, identifying four main types
of texts in performance: directive, explanatory, visual-textual, communicative, as
well as their subtypes. It is established that the text in performance art performs a
structure-forming and semantic function. It can act as an instruction, commentary,
visual sign, and form interaction between the artist, performer, and viewer.

It is concluded that the text in performance functions as a multilevel semiotic
system that contributes to the formation of meaning through interaction with
other media. The role of the viewers is also emphasized because they participate
in the interpretation of meaning. The research contributes to the development of
modern philology by offering a new understanding of textuality as a dynamic,
procedural, and medially conditioned phenomenon. The work integrates the
ideas of media theory, intertextuality, and dialogism, expanding the boundaries of
text analysis in the humanities. The results may be useful for further philological
study in the field of linguo-aesthetics of contemporary art, and for analysis of text
in the multimedial context.
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Introduction

Contemporary performance is a complex intermedial phenomenon
that usually associates with the action, visual elements, music, and paintings
rather than text. Nevertheless, we cannot deny the essential role of the text
which frequently becomes a central mechanism of the performance. Although
performance art is often confused with theatrical drama, it is still considered
an independent art. What distinguishes it from classical theatre is the merging
of the audience and artistic action. So, we can see a shift in the viewers’ role.
Traditionally, the viewer 1s somebody who observes the play from a distance; the
boundary between the audience and artistic action is perceptible. Likewise, in
performance, the viewer is an equal participant and creator of meaning. Modern
scholars note that performance may be proposed as a new paradigm that can
redefine rather than replace theatre and drama [1, p. 2].

Within the context of the development of performative practices, text
more often appears as a functional meaning-making element. If previously text
performed a secondary or auxiliary role, so it now increasingly turns into a
central autonomous element and functions both aesthetically and semantically.
Hence, the text serves as a dynamic medium that goes beyond traditional
understanding of its nature, integrating linguistic structures with performative
and visual elements to create hybrid practices [2, pp. 52-53]. In this regard,
linguistic scholarship demonstrates a growing interest in investigating text within
the modern performative art.

The relevance of the study lies in the interest of modern philology in the
category of textuality, which, under conditions of cultural digitalization and the
expansion of media forms, acquires new modes of manifestation. These ideas
reflect the theory of mediality, the approach of which is taken as the basis for
this study [3]. A new condition of text requires a reconsideration of traditional
approaches to textual analysis as well as the development of new methodological
tools that are applicable to performative art forms. An updated approach to text
study is essential for the text analysis since a performative paradigm assumes
the blurring of the boundaries between text and other media. Despite extensive
research devoted to the history and aesthetics of performance, few studies have
addressed the text within its structure (even though most studies have treated it
descriptively). Research in the philological area remains scarce because it is not
analysed as an independent object of linguistic inquiry. Consequently, there is
a need to clarify the notion of text in the context of art practices. The following
definition is the most appropriate. “Performative texts are all types of texts
accompanying artistic actions and performances, including instructions, scripts,
verbal statements, and media texts” [4, pp. 165-167]. Notably, the feature of such
texts is in their procedural nature. It means that a piece of art is not realized as
a completed result, but as an action developing over time. Text becomes a tool
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for the creation of meanings, the manipulation of interpretations in the space
of artistic practice. The aim of the article is to analyze the text in the structure
of modern American and European performance and identify its linguistic and
aesthetic features. The study examines the features of intertextuality and the
linguistic characteristics of performative texts.

The theoretical basis of this research combines media theory and text
theory to rethink performance as a form of expanded textuality. In the study of
textuality in modern artistic practice, the synthesis of Marshall McLuhan’s media
theory [3] with the concepts of M. M. Bakhtin’s dialogism [5] and J. Kristeva’s
intertextuality [6].

The theory of mediality introduced by M. McLuhan provides a useful
framework for understanding media as extensions of human perception. Drawing
on this idea, the concept of text undergoes changes and overcomes purely linguistic
boundaries. This fact, which characterizes all means of communication, means
that the “content” of any means of communication is always another means of
communication [3, p. 10]. From this perspective, text may be defined not only as
a set of logically connected words, but also as one of the media that “exists” in its
structure. In the context of performative art, all components of performance are
considered as media: the body, sound, space an visual elements are equal carriers
of information.

Due to the fact that media are understood as extensions of the human
body and consciousness, according to McLuhan, the medium is not a neutral
carrier of content but also a mechanism that molds the modes of perception
and interpretation of a message. This statement is perfectly working in terms
of performance because text in its structure functions not merely as a verbal
component but as media-conditioned form. From this standpoint, the aesthetics
of text manifests not only via semantics but also through material realization
(voice, gesture, rhythm, spatial organization, performer, audience).

The meanings appear at the intersection of several streams of information.
This idea may be found in M. M. Bakhtin’s theory of dialogism, according
to which “any text exists in the field of interaction of voices, discourses and
cultural codes” [5, p. 224]. That is why a performance can also be interpreted as
a dialogical space, where verbal and non-verbal elements correlate and stay in
dynamic interaction. In this condition of constant interpretations, meanings are
produced in the process between the communication of the performer and the
viewer.

Of particular importance is Yu. M. Lotman’s understanding of text as a
semiotic unity, in which the text is considered as a mechanism of generating
meanings in cultural space. The author pays attention to the difference between
linguistic text and cultural text (a term introduced by the researcher). Following
this approach of treating text as a cultural phenomenon, one more definition of
text 1s valuable in terms of this study. “Not everything that is said or written can
be considered a text, but only that which carries value, meaning, and interpretive
potential” [8, p. 434].
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For performance art, it is important to understand that text is perceived not
as an object, but as a process of producing meaning in the sign system. Using
semiotic analysis in his research, Kazakh researcher G. G. Gizdatov defines the
performative texts “all types of texts accompanying artistic actions, performances
and other types of contemporary art” [3, p. 165].

Almost the same interpretations of the text can be found in the works of
S. Zenkin, who considers the text as an open and dynamic structure embedded
in cultural and intertextual space. According to S. Zenkin, there are no rigid
boundaries of text. The text is constantly being repeated and reinterpreted in new
text, creating a new context [9, p. 238].

Particularly relevant to the present study is J. Kristeva’s notion of text as a
“system of signs”, in which signification is defined not as a result, but as a process.
This allows us to interpret text as a dynamic structure in which meaning is not set
in advance, but is formed during the interaction of elements [7, pp. 190-191]. In
contrast to the traditional understanding of text as a linguistic phenomenon, it is
highlighted that the text exceeds language and functions in the system of different
discursive practices.

The concept of intertextuality by J. Kristeva complements this model by
arguing that any text does not exist by itself, but consists of other texts. In other
words, the text can be considered as a “mosaic of quotations” where different
ideas, meanings, and cultural references are interconnected [6, p. 110]. In this
sense, intertextuality in art practices can be considered as one of the techniques or
forms of textuality because meanings are formed through multiple textual layers.

The linguo-aesthetics generally agrees that text is a unity of form and
content, which performs aesthetic function and at the same time goes beyond
traditional linguistic expression. Special attention is paid to the interaction
of verbal and non-verbal elements that form the artistic meaning. The author
analyzes Kazakhstani artists who turned to intermediate aesthetics, creating not
so much a complete artistic product as a procedural work. In such practices, the
text functions in space and time, and the artistic statement acquires the character
of a game [10, p. 1117].

The understanding of text as a complex semiotic structure that goes
beyond linear linguistic expression is reflected in works on the semiotics of art.
In particular, it is emphasized that an artistic text has the ability to transform into
more complex modeling systems.

“The property of artistic texts to turn into codes — modeling systems — leads
to the fact that some features specific to the text as such, in the process of artistic
communication, are transferred to the sphere of the coding system” [11, p.95].

This position allows us to consider the text not as an isolated verbal unit,
but as an element of a broader sign system in which meaning is formed through
the interaction of various codes. In this context, the principle of separation is
essential to consider: “delineation becomes not only a feature of the text, but also
an essential property of the artistic language™ [11, p. 95]. Following these ideas,
text in performance functions as a structured and limited space for generating
meaning, where form plays an important role.
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An important aspect of understanding textuality in artistic discourse is the
idea of the “residual memory” of a text, according to which any text includes traces
of previous cultural and artistic practices [12]. The statement that “any novel
always includes traces of its predecessors” [12, p. 1433], corresponds to M. M.
Bakhtin’s concept of dialogism, according to which the text functions as a form of
cultural interaction. This theory is applicable to the study of text in performance,
and the text in this case is understood not only as a verbal unit, but also as an
intermediate phenomenon that unites several media. In relation to performance,
it 1s more logical to use the term “textuality”, since the text in performance is
procedural, multimedial and hybrid in nature. Hybridity has become one of the
defining features of contemporary art, which increasingly moves away from
“pure forms” [13, p. 592]. In this context, the text in performance is also hybrid,
as it interacts with visual, bodily, spatial, and media elements.

Modern scholars question the assumption that textuality is an inseparable
property of every text. “Itraises the further problem, however, of whether all texts
are necessarily unified by textuality,” and “it is the fit between the sign form and
some larger context that determines its ultimate coherence” [14, p. 96]. We claim
that from this perspective, textuality does not complement the text, but plays as a
mechanism that appears through the interaction of the text and the conditions in
which this text is held. This can be particularly relevant to performance art, where
signification appears through interaction of bodily, special, and visual elements.

Text in performance cannot be viewed as an isolated verbal structure,
since meaning emerges through the interaction of language, body, gesture,
space, objects, sound, and audience perception. Pennycook also emphasizes the
importance of the “multimodal total semiotic fact” which includes “a wider set
of signs than the linguistic” [15, p. 359]. Such an approach is especially relevant
for performance, where textuality becomes hybrid, procedural, and intersemiotic.
We assume that the meaning of a performance is created not only by the words
themselves, but also by a set of various semiotic elements functioning together in
a certain cultural and spatial context.

Within the framework of performative practices, textuality manifests itself
as a dynamic and multi-layered structure in which the environment, cultural
context and aesthetic forms interact with each other. This forms the theoretical
basis for analyzing performance art as a complex textual education that goes
beyond the traditional linguistic understanding of the text.

Methods and materials

The research material for the present study includes the American and
European performances of the late XX and XXI centuries. The performances
were selected predominantly with text in verbal and visual-textual (projected)
forms. In total, more than fifty performances were analysed on the basis of
which a classification was created. Comparative analysis was used to identify
the similarities and differences of texts in the structure of performances across
different cultures, as well as to present a typology of texts (four types and their
subtypes).
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Inthis study, itis justifiable to apply an interdisciplinary approach, combining
lingo-aesthetic and semiotic analysis of performance. These approaches allow
us to conduct research in a philological direction, investigating texts not as an
isolated linguistic unit but as an integral aesthetic element that functions at the
junction of several media and partakes in the construction of semantic meanings
within the performance.

Basic empirical and theoretical methods were applied, as well as the
method of deconstruction. This method contributed to the identification of hidden
meanings, their instability, and internal contradictions. Furthermore, it lets us
analyse the text not as a semantically completed unit, but as a phenomenon with
proceeding nature.

Results and discussion

The analysis of American and European performance practices reveals a
typology of text functioning within the performative event. During the analysis,
we subsequently determined the typology based on common similarities. The
common feature of the entire classification is that text in performance does not
just accompany the action, but is an independent means of communication and
aesthetic impact. We present four main types: 1) directive; 2) expository; 3) visual-
textual; 4) communicative. These four categories are dived into the subtypes.
The directive text contains instructional and calculation texts; expository —
lecture, commentary, and concluding; visual-textual — text-image, lacunar text,
sketch; communicative consists of a letter, message, and narrative. The typology
presented below is based on the material studied in this research and is supported
by the examples of key contemporary performance works.

The first type of text is known as a directive. These texts control the actions
in the performance, set the sequence or rules. Its main function is the organization
of action and the regulation of the behavior of performance participants. In most
cases, it appears as instructions and calculations.

First of all, instructional text can function as a procedural element, it may
guide all the participants (the audience, the performer) of the performance. Such
texts often resemble directives or scripts, thereby focusing on the execution
process rather than the end result. This type of text is clearly manifested in Yoko
Ono’s Grapefruit’s Instruction pieces (1964), which gives procedural direction
for a plethora of performances. For example, the extract A Piece For Orchestra
serves as proof:

Count all the stars of that night

by heart.

The piece ends when all the orchestra

members finish counting the stars, or

when it dawns. This can be done with windows instead

of stars.

Grapefruit’s instructions are examples where the textual component is an
essential structural tool for the performance and determines its realization. It is
obvious that in such a text, there is a dominance of imperative sentences, which
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is achieved by verbs. The structural representation is also worthy so that the text
appears as a separated set of actions, starting on a new line.

TAPE PIECE III

Snow Piece

Take a tape of the sound of the snow

falling.

This should be done in the evening.

Do not listen to the tape.

Cut it and use it as strings to tie

gifts with.

Make a gift wrapper, if you wish, using

the same process with a phonosheet.

Secondly, we identified a calculation text that is based on numerical
or algorithmic operations to create a performance structure. Dan Graham’s
performances Opposite Mirrors and Video Monitors on Time Delay (1974) and
Tricia Brown's Locus (1975) illustrate how text can take the form of procedural
instructions or mathematical logic. Due to these calculations and performativity,
meaning is created using time delays, repetitions, and spatial coordinates.

Calculation text in performance is a type of textuality where numbers,
counting procedures and measurements make an action and structure the
performance. For example, On Kawara’s One Million Years was performed
in 1969, the text of which was published in the so-called book in 1999. The
procedure of this performance consists of the continuous recitation of years (past
or future). “Forty nine thousand one hundred sixty eight AD, forty nine thousand
one hundred sixty nine AD...”. The performance could be performed again in
New York in 2009 by any volunteers. The meaning of this piece is to show that
a century can go by in a matter of minutes, time goes by quickly in the reading
of numbers, and we cannot deny its linguosemiotic nature as it creates rhythm,
duration, and scale.

The next type of text, which can “exist” in the performative art, is expository
text. These texts explain, interpret, or analyze what is happening. These usually
include lecture or theoretical text, commentary and interpretation, summary,
or conclusion. It functions as a creation of a meta-level of interpretation, an
explanation of the concept of the artistic work.

To explain this subtype, the following example was analysed. In this extract
we can observe a lecture text that implies explanatory way of communication.
The spoken speech is academic and partly scientific, it combines educational
intent with artistic experiment:

“We need to talk about hoarding.

What do I mean by hoarding, you may ask? I’ve chosen these recordings
of these industrious rodents engaged in hoarding to illustrate my point, since
humans metaphorically refer to their own acts of hiding value as “squirreling.”
The Diagnostic and Statistical Manual of Human Mental Disorders identifies
hoarding as the irrational amassing of material possessions in humans. Okay,
so these “bad” behaviors here are distinguished from what is understood to be
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“good” behavior there, which is, say, the rational amassing of resources through
collecting, saving, and preserving” (Coco Fusco Observations of Predation in
Humans: A Lecture by Dr. Zira, Animal Psychologist, 2013).

In the work Relativitys Track (1968) by Bernar Venet, two non-adjustment
topics were presented (performed by physicists and a Medicine Doctor). The
lecture format creates a specific aesthetic effect, adding scientific rhetoric into its
structure. It should also be noted that at this moment the viewer is in the space
of two polar fields. Being in the epicenter of artistic action, they simultaneously
receive special knowledge.

The next form of text, which is also included in the expository text type,
is commentary, where the text functions as an interpretive or explanatory layer
reflecting the artistic process. An example of such a text is Yves Klein’s work
Surfaces and Blocks of Pictorial Sensitivity — Intentions picturales (1957), as it
contains a meta-discursive commentary revealing the intentions and aesthetic
philosophy of the artist. But it does not mean that commentary texts can always
be self-evaluative; sometimes it appears as personal ideas on one particular
subject, as for example in Andrea Fraser’s Museum Highlights: A Gallery Talk
(1989). Fraser performed as a museum guide and had a speech on the artworks
of the gallery.

Addressing one of the Dancing Nymphs by Claude Michel (known as
Clodion): “Hunks of sharp white Vermont Cheddar served in rough-hewn blocks,
and a single perfect apple are elegant in their simplicity and preferable ... Turning
to address the second of Dancing Nymphs: “... to such daunting combinations as
chicken medallions with avocado.”

Holding the same performance, she commented on people’s tastes and
understanding of the works of the Municipal Art Gallery:

“[The Municipal Art Gallery] that really serves its purpose gives an
opportunity for enjoying the highest privileges of wealth and leisure to all those
people who have cultivated tastes but not the means of gratifying them.” And for
those who have not yet cultivated taste, the museum will provide “a training in
taste”.

Another subcategory is concluding text, where the text functions as a
final statement or closes the performance. For example, text in Robert Wilson’s
performance-exhibition at the Venice Biennale (2017) summarizes and helps
to reinterpret the audience’s experience. At the same time, it creates a sense of
completion. The installation itself is a great reference to ‘Alice in Wonderland’:
not only are the cups with inscriptions symbolizing art, but the final neon sign
with the phrase of the performance name recalls the magic of creativity.

“The dish ran away with the spoon

everything you can think of is true.”

As for the previous types of text, it was presented as a traditional sequence
of'ideas, but in terms of performative art, it is important to take into consideration
the visual part of the performance, because text in such conditions may play
structural and decorative roles. In conceptual art, an image can be considered as
a visual text. For this reason, the visual-textual type of text is revealed, which
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functions as a visual sign. This includes visual text or image as a semiotic sign,
lacunar text, and sketch.

To start with, the text may also function as a text-image, where the written
sign becomes a visual element integrated into the artwork. In Roman Ondak’s
Measuring the Universe (2007), the textual component is not merely a carrier of
semantic meaning but also a visual marker that participates in the construction of
the performative environment. The main function of the text in this performance is
visual, because it exists materially. Each phrase is a speech act of the participants.
The visitors mention their height, and this data is fixed on the walls. The text
appears as a result of the shift from oral expression to a written sign.

It is traditionally assumed that a text should strive to present complete
information, finished storytelling. However, in performance there is a text with the
opposite characteristics. This we call a lacunar text, which is characterized by the
gaps and omissions. Texts are based on the intentional absence or incompleteness
of information. This leads to semantic gaps, semiotic uncertainty, and activates the
viewer’s interpretation. For example, Bronzage Lacunarie (2020) by Clara Adra
and untitled (white out) (1991) by Rirkrit Tiravanija contain fragmented text,
which is partly absent. This creates an aesthetic strategy because the absence of
direct information entices the viewer to deconstruct the meaning by themselves.

Texts that visually look like a picture or complemented by the images we
identify as sketch-text. This subtype is characterized by briefness, conciseness
and fragmentation. In Adrian Piper’s performance Lets have a talk (2014), text
consist of a limited number of linguistic units, but the semantic meaning depends
on the context (the predominance of pragmatics over semantics). In sketch-texts,
it 1s not so much the words themselves that are important, as the conditions
of their pronunciation, intonation, sequence of phrases and the reaction of the
interlocutor.

The last type of texts that were identified in the performative art is known
as communicative text. These texts form a plot or narrative line and function by
structuring artistic time and events in performance. It is also possible to find a
text that creates the effect of personal communication involving the viewer. The
next example of text was taken from John Cage’s performance that belongs to the
narrative subtype:

“I will explain these images to you.

You may not understand them, but that is not the point.

Meaning does not reside in explanation alone;

it moves between us, even when one of us cannot respond.”

In this example, we can observe the dialogical structure. The uniqueness
of this work lies in the fact that the audience cannot reply to this message. The
performance constituted John Cage, sitting in the hall with his head covered in
a mixture of honey and gold. There was a dead hare in his hands, to whom the
artist was “explaining” the painting hanging on the walls. Consequently, a text
structure arises that assumes the speaker, the message, and the listener. However,
the listener (recipient), a dead rabbit, is unable to answer. We see here that a
dialogue transforms into a one-sided statement that only imitates communication,
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being symbolic. It is also important to mention that formally, the message is
addressed to the hare, but in fact, it is perceived by the audience, so we can
observe a displacement of the addressee.

The narrative text, which constructs a story that consists of a sequence
of events, forming a performative action. John Cage’s performance at Black
Mountain College (1952) is an example where text functions as a structural
element of the performance.

Despite the fact of absence of a conventional plot structure, the speech of
John Cage functions as incoherent narrative units. These verbal elements consist
of philosophical reflections and quotes that do not form a linear storyline; they
generate a narrative field through a temporal sequence of phrases that are perceived
by the audience. The triad of parallel actions: dance by Merce Cunningham,
music by David Tudor, and visual works by Robert Rauschenberg — interacts
with the spoken text, creating a polyphonic structure which is organized into a
holistic meaning.

The next subtype of text that may also appear in performance is a letter.
We suggest that there is no need to elaborate on its peculiarities because it is a
historically established text type with its own characteristics. We just recall that a
letter requires a specific recipient and text is organized around the scheme author
— addressee. In the performance of Coco Fusco The Postponed Event (2000) and
Adrian Piper’s installation A Synthesis of Intuitions (2018), a letter-based text
creates a link between the artist and the audience, producing a performative space
into a correspondence. The linguistic structure of a letter often creates an effect of
intimacy and private communication.

Finally, the text in performance can also function as a message
communicative appeal. In such examples, text is designed to transmit a message
(a wish or a statement). For example, the works by Yoko Ono, Wish Tree (2012)
and My Mommy is Beautiful (2019) are message-based performances. The text
here is used as a tool to invite the audience and engage them in the creation
of new meanings. In fact, a sense of community creates a collective dimension
where performances are held only via text message by everyone who came to see
the show.

Accordingly, the analysis of text in performance demonstrates a variety of
textual forms that enable us to differentiate the peculiarities of text characteristics
and create a typology, extending the traditional literary categories. Each type
of textuality fully describes the linguistic features and aesthetic effect on the
audience. The diversity confirms that text in performance functions in the
multimedial mode as a dynamic aesthetic phenomenon.

Through the analysis of performances, key characteristics of text in
performance were identified (see Table 1).

Table 1. General characteristics of text
Criterion Types Description

1) Who creates the text | Artist/ Viewer |The text can be produced by the performance
author or emerge through audience participation.
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2) Role of the author | Participant / The author may act as an active participant in
Organizer the performance or as an organizer who sets the
structure and rules.
3) Role of the text in|Primary/ The text may be the main element, a complementary
performance Secondary / component, or absent as a significant factor.
Minimal

As shown in the table, in performance, the text can be created either by
the artist themselves or by the audience (1% criterion), reflecting a dynamic
relationship between authorship and reception. When the text is created by
the author, it mostly functions as a prepared in-advance semantic base of the
performance. In Yoko Ono’s Cut Piece (1964), originally verbal instructions
invite the audience to cut pieces of her clothing. Text controls and frames the
whole action.

In contrast, when text in performance is generated by the audience,
performance can be meaning-making. For example, Rirkrit Tiravanija’s
participatory performance Untitled (Free) (1992), where visitors actively interact,
co-creating the text through dialogues and social communication. Basically, the
audience creates the performance, becoming co-authors of the performative
narrative.

The role of the author in performance may also vary (2™ criterion).
By author, we mean a performer, an artist, a creator of the performance. The
listed forms of the author’s existence may be questionable because they have
different descriptions and characteristics. The most obvious one is a direct
participant. In Marina Abramovi¢’s The Artist is Present (2010), the semiotic text
appears through the silent interaction of participants. As in most cases, when a
performance is created by the author themselves, they become direct participants
in the formation of meaning.

When they perform as organizers, without their active intervention into the
artistic event, they control and define the sequence of events. For instance, Allan
Kaprow’s 18 Happenings in 6 Parts (1959) text functions as a script while the
author controls the participants.

The presented typology elaborates on the linguistic aesthetics of the
performance, explaining the features and artistic effect. However, the role of text
may also be different (3™ criterion). When it has the main role as in Swimming to
Cambodia (1985) by Spalding Gray, because this is a monologue performance the
foregrounds the verbal text, and this narrative is a central holder of core meaning.

Secondary role entails text as a complementary unit. It supplements the other
media components of the performance, improving their aesthetic impression.
For example, in Pina Bausch’s dance-theatre works, text-formed elements may
appear in the performance, but they do not interrupt the main action.

In performative art, it is also possible to identify a minimal role of text. This
may include the cases where the verbal or written text is (almost) absent, but it
does not prevent the generation of meanings. For example, Marina Abramovi¢’s
performance “The Artist is Present” does not contain visual or spoken text;
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however, the act is not spoiled. The absence of a text is replenished by non-verbal
elements: eye contact and bodily presence, which reinforce expressiveness and
foreground non-verbal communication.

This typology highlights the multifunctional nature of text in performance
as well as demonstrates its ability to have different modes depending on the
author’s role, the text’s creator, and the purpose of creation.

Conclusion

This study set out to examine text in contemporary American and European
performance art. The understanding of text in this study goes beyond the traditional
understanding of linear text that performs as a separate unit outside the medial
structures or a secondary element in descriptive analysis of performances. In this
study, the text was analysed in the performative conditions. We conclude that text
reveals itself as an active element of shaping meanings, organizes and transforms
the artistic event. It functions not as a decorative unit, but as an independent
semiotic component of performance.

The presented typology contributes to understanding text in the structure
of artistic practices. We classify directive, explanatory, visual-textual, and
communicative forms. Each of the types has subtypes that contributes to the
generation of meanings in its own way. Suggested examples support the idea of
the flexible and dynamic nature of text embedded in the performative process.
The findings broaden our understanding of textuality as a mechanism in the
aesthetics of performative art, while the proposed typology expands the existing
approaches to analysis of performative text. The obtained results may be used in
future research and analysis of text in art practices.

Text in the performance is viewed not as just something that can be read or
heard, but as invisible meaning-making lines that appear across the performative
action and allure the audience in the process of a continuous search for meaning.
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KA3IPI'T AMEPUKAJIBIK )KOHE EYPOIIAJIBIK IIEP®OPMAHC
OHEPI OCTETUKACBIHIAYbBI MOTIH
* Jlobanosa A.O.!, bByxanresa B.B.?
*1 AObutaii xaH areiaaarsl KasXKoxkOTY, Anmarer, Kazakcran
2M. Oye3o0B arbiHaarsl Ne22 Mekten-rumuasuscel, Kenray, Kasakcran

Anparna. byn wmakanaga moHapanblK KyObUTBIC OONBINT  TaOBLIATHIH
aMEpUKAHJIBIK JKOHE eypomnajblK MNepPopMaHC KYpPbUIBIMBIHIAFbI MOTIHHIH
JMHTBUCTUKAJIBIK YKOHE ASCTETHKAJIBIK EpEeKIIEeTKTepl KapacTbipbuiajbl. Ochl
3epTTey asiChIHAA MITIH YFBIMbI I9CTYPIIl JUHIBUCTUKAJIBIK IIEHOEPCH LIBIFBIIL,
MOTIHAI MOJEHU-CEMHOTHKANIBIK KYObUIBIC peTiHAe TYyciHe[l. DuionorusiibiK
TYpFbIIaH Nep(POPMAHCTBIH JKETKUIIKCI3 3€pPTTENyl JIMHIBUCTUKAJIBIK FHUIBIM/IA
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3epTTey AJIIIAKTHIFBIH TYABIPAJIbI, OYJI OCHI 3€PTTEYIIH ©3CKTLIITH aHBIKTANIbI.
MOTIHHIH KaTETOPHSCHIH JKOHE OHBl Taljay oIICTEpPIH HWHTEPMEIHAIN3M
KarJalblHIa KaiiTa Kapay KaXeTTUIrl TyblHAalael. by 3eprTeynin Makcarsl-
3amaHayu nep(opMaHCKa €HTI31ITeH MOTIHII Taljay, COHBIMEH Karap apHaubl
JMHIBO-3CTETUKAJIBIK CUMIATTaMAaJIap/lbl aHBIKTAY.

Teopusuneik Herizrici FO. M. Jlorman, M. M. baxtun, HO. Kpucrtesa, M.
MaxkJ1t09HHBIH €HOEKTEpiHE CYHEeHE OThIPBIIN, CEMUOTUKA, JINHI'BOICTETUKA JKOHE
MEANAJIOTUSIIBIK TEOpUs CallaChIHJIAaFbl 3epTTeyNiep 00Jbl. 3epTTey MaTepuabl
HEri31HeH MOTIHJIK (aybI3lIa »OHE BU3YyalslJlbl) KOMIOHEHTI 0ap aMepHUKaHJIbIK
YKOHE ey pOTIaIbIK IephopMepiIepAiH KOMBLUIBIMAAPHI 00JIIbI. OHEp TYBIHIABLIAPHI
MOTIHHIH peJIIH €Kl MO3MIMJaH aHbIKTay MAaKCaTblHJIA TaJJaH/bl: MOTIH
neppopmMaHC KYpPbUIBIMBIHJAFbl CEMUOTUKAJBIK OHE ACTETUKAJBIK SJIEMEHT
petinzae. byn 3eprrey yIIiH HEri3ri TEOPUSIJIBIK >KOHE AMIMPUKAIBIK 9ICTEp,
JNEKOHCTPYKLMS 9SJICI, COHJai-aK CEMHOTKAJIbIK >XOHE JIMHI'BO-ICTETUKAJIBIK
TOCUIAEP KOMAAHBLIIBI.

3epTTey HoTHXKeNepl nepdopMaHCTarbl MOTIHAEP/IH 4 HET13r1 TYpiH Oeuin
KOPCETE OTHIPHII, TUIIOJIOTUSHBI KAJIBINTACTBIPYFa MYMKIHJIIK O€p/ii: TUPEKTUBTI,
TYCIHIIpMEIi, BH3Yalbl-MOTIH/IK, KOMMYHHUKATHUBTI, COHJAi-aK OJapJIbIH
kimi Typaepi. Ileppopmancrarbl MOTIH KYpbUIBIMABIK >KOHE CEMaHTHUKAJIBIK
(GYHKIUSHBL OpBIHAANTBIHEL aHbIKTANAbl. On nepdopMmep, OpbIHIAYIIBI JKOHE
KOpEepMEH apachblHIarbl ©3apa OpeKeTTecydl KaJbllTacThlpaThlH HycKaynbIk,
TYCIHIKTEME, BU3YyaJIbl OCIIT1 HeMece OailIaHbIC TYP1 PETIHE OPEKET €TE ajlabl.
[leppopmancTarsl MOTIH 6acka MeIMaMEH ©3apa dPEKETTECy apKblIbl MaFbIHAHbI
KAJIBINTACTBIPYFa BIKMAJ €TETIH KOIl JEHIeJll CeMHOTHKAJIbIK JKyhHe peTiHze
KYMBIC 1CTEI/ll, COHBIMEH KaTap ayIWTOPHUSHBIH MaFblHAJApIbl TYCIHIIpyTe
KAThICYbIHbIH MAaHBI3IbUIBIFbIHA Oaca Ha3zap ayJgapbulaJbl JET€H KOPBITHIHIbI
xKacanjpl. 3epTTey AMHAMUKAIBIK, IPOLECCYaNAbIK KOHE MEIUajb/bl IIapTThl
KYOBLIBIC PETIHJE TEKCTYaJAbUIBIK Typasbl kaHa TYCIHIKTEP/1 YCbIHA OTBIPHIIL,
Ka3ipri (QUIONOTHUAHBIH JaMyblHa BbIKOA1 eTeal. JKymbiC T'yMaHHUTapIIbIK
FBUIBIMIApAFrbl MOTIH/II TaJlAay IIeKapaJapblH KEHEHUTE OTBIPBIN, MEUATEOpUs,
MHTEPTEKCTYaJIbIK JKOHE JIMAJOTU3M HJesiapblH  OipikTipeai. AJIbIHFaH
HOTH)KENIEp Kasipri 3aMaHfbl OHEpAIH JIMHIBOCTETHKAChl CallaChIH/aFbl
(M0N0 USUIBIK 3€pTTEYJIepre naiansl 00JIybl MyMKIH.

Tipek ce3aep: nepdopmanc, nepPopMaHCTaFbl MOTIH, JTUHTBOICTETHKA,
TEKCTYaJIb/IbIK, HHTEPTEKCTYaJIbAbIK, IHTEPMEINAIIIbIK, CCMUOTUKA, AMEPUKAJIBIK
YKOHE eyponaIbIK nmepdopmManc

TEKCT B 39CTETUKE COBPEMEHHOI'O AMEPUKAHCKOT'O 1
EBPOINEMCKOI'O IEP®OPMAHCA
* Jlobanosa A.O.!, Byxannesa B.B.2
*1 Ka3axCcKUil YHUBEPCUTET MEKTyHAPOIHBIX OTHOIICHUH 1 MUPOBBIX SI3BIKOB
nMeHu AObLial xaHa, AnMarel, Kazaxcran
2 llkona-rumHua3ust Ne22 um. M.Aya3oBa, Kenray, Kazaxcran

AHHOTauus. B 1aHHON cTarbe paccMaTpUBarOTCS JTUHIBO-ICTETUYECKUE
0COOCHHOCTH TEKCTA B CTPYKTYPE aMEPUKAHCKOTO ¥ €BpOIEHCKOTo rnepdopmanca,
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SIBJIIOIIMMCS.  MEXKAUCUUILIMHAPHBIM  ()eHOMEHOM. B KOHTeKcTe JaHHOTrO
HCCIIEIOBaHMSI TIOHATHE TEKCTa BBIXOAUT 3a TPAJAULMOHHBIE JTUHTBUCTUYECKUE
paMK{ M HECeT NPEACTAaBIEHHE O TEKCTE KaK O KYJIBTYPHO-CEMHUOTUYECKOM
¢enomene. Henmocrarounass u3ydeHHOCTh nepdopMaHca B (PUIOIOTHYECKOM
KJIto4e 00pasyeT UCClIeA0BaTeNIbCKUM Mpodena B JMHIBUCTUYECKOW HaykKe,
yTOo O0OYCIOBIMBAaeT AakTyaJbHOCTb JIaHHOTO HccienoBaHus. BosHukaer
HE0OXOIMMOCTh MEPEOCMBICIIEHHS KAaTEeropuu TEKCTa M METOJOB €ro aHajau3a
B YCJOBUSX HHTEpMEAUAIbHOCTU. llesnbio JMaHHOTO MCClleOBaHUs SBISETCS
aHaJIU3 TeKCTa, BCTPOEHHOTO B COBPEMEHHBIH 1nephopMaHC, a TAKKE BbISIBICHUE
0COOBIX JINH'BO3CTETUYECKUX XapaKTEPUCTHK.

TeopeTndeckoil OCHOBHOM TOCTYXKWJIM HCCIEAOBaHHS B 00JacTH
CEMUOTHUKH, JIMHI'BOICTETUKU U MEIUATIOrHUYECKOl TEOpUH, ONMUPAsCh HA TPYIbI
10. M. Jlormana, M. M. baxtuna, lO. Kpuctesoii, M. Maxkmtosna. Matepuaiom
HCCIIEIOBAHMS CTAJIM ITepPOpMaHChl aMEPUKAHCKHI U €BPONIEHCKUX XyJOAKHUKOB,
MIPEUMYLIECTBEHHO C TEKCTOBOM (BepOaJIbHOM M BHU3YyaJbHON) COCTABIISIOIIEH.
ApT-paboTbl ObUIM MPOAHATU3UPOBAHBI C IIEJIBIO ONPEIEIICHUS POJIM TEKCTa
C JIByX IO3HUIUK: TEKCT KaK CEMHUOTHYECKHMH M SCTETUYECKUU DIEMEHT B
cTpykType nepdopmanca. ljis TaHHOTO HUCCIEIOBaHUS MPUMEHSINCh 0a30BbIe
TEOPETUUECKUE U SMIUPUYECKUE METOJbl, METOJ JNEKOHCTPYKLMH, a TaKKe
CEMHOTHYECKUI U JIMHIBOACTETUYUECKUI ITOIXOIbI.

PesynprareinccieoBaHUsI IO3BOIMIN C(HOPMUPOBATH TUIIOJIOTUIO, BBIIETTUB
4 OCHOBHBIX THIIa TEKCTOB B NeppopMaHCe: AUPEKTUBHBIN, MOSCHUTEIbHBIN,
BU3YyaJIbHO-TEKCTOBBIM, =~ KOMMYHUKAaTHUBHBIM, a Takke HUX  [OJABUIBL
VYCcTaHOBIEHO, YTO TEKCT B NMEPPOPMAHCE BBINOJIHAET CTPYKTYPOOOpa3yoILyIO
U CMBICJIONOPOKAAtONIy0 (GyHKIMIO. OH MOXET BbICTyNaTh KaK MHCTPYKLHS,
KOMMEHTapHuil, BU3yaJbHBIH 3HaK WIM (QopMa KOMMYHHUKAIMH, (HopMuUpys
B3aUMOJICMCTBHE MEXIY XYIOKHUKOM, HCIONHUTENeM M 3purenem. Crenan
BBIBOJI O TOM, YTO TEKCT B nepdopmance PyHKIHOHUPYET KaK MHOTOypOBHEBas
CEMHUOTHYECKasi CHUCTEMa, CIOCOOCTBYyIoLIash (OPMHUPOBAHUIO CMbICIA YEpe3
B3aUMOJIEMCTBHE C IPYTUMU ME/IHMa, @ TAKXKE MOTUEPKUBAETCS BAXKHOCTh Y4aCTHUs
ayIUTOPUH B UHTEPIPETALUU CMBICIIOB. MccaenoBanie BHOCUT BKJIAJ] B pa3BUTHE
COBPEMEHHOM (uUI0I0ruy, npeasarasi HoBOe€ MOHUMAaHUE TEKCTYalbHOCTU Kak
JMHAMHYECKOT0, MPOIECCYaIbHOIO U MEIUAIbHO OOYCIIOBIEHHOIO (PEHOMEHA.
PaGora unTerpupyer uaeu Me1naTeopun, MHTEPTEKCTYaIbHOCTU U AUAJIOTU3MA,
paciupsisi TpaHULIbl aHAIM3a TEKCTa B T'YMaHMTApHbIX Haykax. I[lomyueHHbie
pe3yabratbl MOTYT OBbIThb TOJE€3Hbl JJIs JajbHEHIINX (UI0IOrMYeCcKUX
UCCIIeIOBaHUN B 001aCTU JIMHIBOACTETUKH COBPEMEHHOI'O UCKYCCTBA.

KuroueBble ciioBa: nepdopmanc, TMHIBOICTETHKA, TEKCT B epdopMaHce,
TEKCTYaJbHOCTb, HWHTEPTEKCTYaJIbHOCTh, HWHTEPMENNATIBHOCTb, CEMHUOTHKA,
aMEepUKAHCKUI U eBpoIencKuil neppopmanc
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