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Bismam L. I1. AkTyajibHA MOHOApPaMa KPi3b ONITHKY CHHTE3y MUCTELTB:
Teopist i mpakTuka. — Ksamidikariiina HaykoBa Ipalls Ha IpaBax PyKOIHCY.

HaykoBe oOrpyHTyBaHHSI TBOPUOTO MHUCTEIBKOTO MPOEKTY HA 3100YyTTA
OCBITHBO-TBOPYOTO  CTYINEHS JIOKTOpa MHCTENTBAa 32  CHEIaJIbHICTIO
026 «Cueniune muctenTBO». — KHMiBChKMI HalllOHAJIbHUIN YHIBEPCUTET TeaTpy,
kiHo 1 Tenebauenns imeHi I. K. Kapnenka-Kaporo, MiHicTepcTBO KyNnbTypu Ta
CTpaTeriyHuX KOMyHikaii Ykpaiau, Kuis, 2025.

AKTYaJIbHICTb HAYKOBOTO OOTPYHTYBAaHHS TBOPYOTO MHCTEILKOTO
MPOEKTY TIOJNSATAE B TOMY, IIO B HbOMY BIIEpIIE MPOAHATI30BAHO AKTyalTbHY
MOHOJZIpaMy SIK MDKIHMCHIHIUTIHAPHE SIBHINE CY4YacHOTO TeaTpy, B SKOMY
B1JI0YBa€ThCSl CUHTE3 TEKCTY, TIJIECHOI JIii, TOJIOCY, Bi3yallbHOTO 00pa3y, 3ByKy Ta
MPOCTOpPYy. 3amporOHOBAHO ONTHUKY CHUHTE3y MHUCTEUTB SK AaHATITUYHUN
THCTPYMEHT JUIsl BABUEHHS MOHOBHCTAaBH HOBOTO THITY — FOPUIHOT, aBTOPCHKOI,
no1i(poHIYHOI 3a 3aco0aMu, aje MOHOLEHTPUUYHOI 32 (pOKycoM jii.

Oco0nuBy yBary mpuiiieHo (OpMyBaHHIO MOHOApPAMHU SIK aBTOPCHKOI
m1aThopMH, 1€ €IHICTh BHKOHAaBUS W TBOPUS BIAKPUBAE MOXKIIUBICTh
paJvKaIbHO TIEPCOHAIBLHOTO, HABITH CIOBIIATHLHOTO BUCIOBIIOBaHHSA. Brepie
B YKpaiHCbKOMY T€aTpPO3HABCTBI JOCTIA)KEHO MOHOAPAMY 3CEPEIUHU — KpIi3b
NpuU3My BJIACHOI XYJOXKHBOI TPAKTUKH JOCTiJHUKA: aBTOP TBOPYOTO
MHCTEIPKOTO TIPOEKTY CTBOPIOE T1’€Cy, KOMITIOHYIOUM BepOaTiM 1 aBTOPCHKHIA
TEKCT, TaKOXX € aKTOPOM Ta PEXKHUCEPOM, IO Hajaae poOOTI EeMIIPUYHOTO
OIATPYHTS W yMOXIJIMBIIOE TJIMOIIE PO3YMIHHS BHYTPIIIHIX MeEXaHI3MIB
«MOHOAPAMATHUYHOT0» (POPMOTBOPEHHS. Y HAYKOBOMY OOTPYHTYBaHH1 TBOPYOTO
MHUCTEIBKOTO TPOEKTY OKPECIECHO THUIIOJIOTII0 AaKTyaJbHOI MOHOJpaMH,
pOoaHai30BaHO ii TpaHcpopMmallli B Mexax MOCTIApaMaTUYHOIO Tearpy,
neppopMaHcy ¥ JOKYMEHTaJbHOI CIIeHU. BUCBITIEHO HOBITHI TEHJIEHIIII:

nomdQoHi3aiisi  S-MOBH, TEPEOCMHUCICHHS MyOJIYHOTO ¥  MPUBATHOTO,



BKJIFOYEHHS MY3WYHUX 1 TUIECHMX IMIpPOBI3aliid. YBary 30Cepe/’KeHO Ha
IpaMaTypriyiux 1 CIEHIYHMX CTpPATEriyHMX 3CyBaX, SIKI 3yMOBIIIOIOTH HOBY
SKICTh B3a€MOJII 3 TUIsIaueM — 4Yepe3 IHTUMHICTh, €MOIIMHY OrOJIeHICTh 1
XyJIOXKHIO aBTOHOMIilO. Y TPaKTHYHIM YacTUHI JOCTIKEHHS OIIMCAHO
aBTOPCHKUU  JIOCBiI CTBOPEHHS MOHOBUCTAaBU B YMOBax CIIEHIYHOIO
excriepuMeHTy. [IpoaHanizoBaHO OCOOIMBOCTI PO3POOKH TEKCTY, CTPYKTYpPHOI
apXITEKTOHIKH, MOOYJOBM MOBHOI PUTMIKH, CIEHOTPadiuHOTO MHCIEHHS Ta
TIJIECHOI MAPTUTYPH SIK €EAMHOTO CHHTETUYHOTO IIPOCTOPY TBOPY, KU1 BBAXKAEMO
MOHOJIpaMaTUIHHM.

Meta pociaigiKeHHs — TPOCTEKUTH TMPOIEC HAPOKEHHS aKTyaIbHOI
MOHOJIpaMH, BiJl MOMEHTY JPaMaTypriqHOTO 3a{yMy JI0 CIIEHIYHOTO BTIJICHHS, B
KOHTEKCTI CyYacCHOTO CHHTETHYHOTO TeaTpy, MOEAHYIOUM JpaMaTUYHUN Ta
JOKYMEHTAIbHUHN elleMeHTH. JIOCHITKEHHS CHpsIMOBaHE HAa OCMHUCICHHS
MOHOJIpaMHU HE JIUIIE SIK JKaHpy, a SK XKUBOTO MEepPOPMATUBHOTO TPOIIECY, B
SKOMY TIEPETHUHAIOTHCS JIpamMaTypris, pPEeKHUCYypa, aKTOpChKa TMapTUTYpa,
JOKYMEHT, MPOCTIp, 3BYK Ta mam’siTh. Y (OKycl — aHaiml3 MNpPaKTUKH, M0
IPYHTYETBCS Ha OCOOMCTOMY BUKOHAaBCHKOMY JOCBIJI Ta € MIATPYHTSIM Jis
KOHIICTITYaJTbHOTO OCMHUCJICHHS Cy4aCHOTO TeaTpy K CHHTETUYHOTO MHUCTEIITBA.

MeToan JOCJHiTUKEHHS: iCTOPHKO-KOHTEKCTYaJIbHHM, IOPIBHSILHO-
aQHAJIITUYHUM, CTPYKTYPHO-KOMIO3ULIIMHUHN, TUCKyPC-aHai3, METO/ XY 10KHBOT
peanizaiii, nepdopmaruBHuii. OOpaHi METOAM 3YMOBJICHI KOMILJIEKCHUM
XapaKTEePOM JOCIIDKEHHS, 10 TOEJHYE TCOPETUYHHH aHali3 1 MpPaKTHYHY
peanizaliilo MUCTEIPKOTO0 TBOPY, @ TaKOXX HEOOXITHICTIO BUSBUTH CHENU]IKY
aKTyaJdbHOI MOHOApPaMHM SK SIBUIA HA TEPEeTHHI TeaTpy, JITepaTypH,
nephopMaTUBHUX 1 BI3yaJIbHUX MPAKTHUK.

HaykoBa HOBH3HA OTpUMaHHMX pE3yJIbTaTiB MOJATa€ B TOMY, IO B
JOCIIJKEHH1 ~ BIEpIIE TEOPETHMYHO OKpecieHo (opMu  pernpeseHTarlii
MOHOJIpAaMaTUYHOTO BHUCJIOBIIIOBAaHHS B KOHTEKCTI CHHTE3y MHUCTEITB 3

ypaxyBaHHAM JApaMartyprii MOBHOI ii, JOKYMEHTAJIBHOTO MaTepialy W



AKTOPCHKOTO BHKOHAHHS. 3allpOIIOHOBAHO HOBY aHAIITHYHY MEPCHEKTHUBY, IO
MOEHY€E KOHIIETT «JApaMu TUCKYpCy» 3 MPUHIMIIAMH TOTAJILHOTO TeaTpy, e
MOHO/I[pamMa IMOCTa€ HE JUIIE SK JITepaTypHUHM >KaHp, a AK MOl MyOaigyHOro
cBilueHHs. Briepiie 311iCHEHO TTOBHOIIIHHY XY/I0KHbO-HAYKOBY peari3allito el
CIICHIYHOT'O CHHTE3y Ha MaTepiajl aBTOPChKOI MOHOJpaMu «Xouy, 00 Il€i
BUCTaBM HE Oylo», Yy sAKIid BepOaTiM I1HTETPOBAaHO B 1HAUBIAyaJIbHY
JIpaMaTypriuiy CTPYKTYpy, a aKTOpChbKa Iisi MocTae K (opma TEKCTOBOTO 1
TUJIECHOTO BHUCJIOBIIOBaHHS. JIOCHIDKEHHS BIIKPHBA€E HOBUU IMAXIJ JO aHATI3Y
MOHOJI[paMH K aBTOHOMHOTO BHJIy TeaTpPaJbHOTO BUCIOBY, 37aTHOTO
MOETHYBATH TEKCT, JOKYMEHT, nepdopMaHC 1 aBTOPChKY MPUCYTHICTh B OAHIN
CIeHIYHI! hopmi.

VY mepmomy po3aini poOOTH PO3TIASHYTO TEOPETUYHI Ta METOOJIOTIUHI
MiBAJIMHU JTOCHIPKEHHS MOHOJPAMH B CYYaCHOMY MHCTEI[bKOMY KOHTEKCTI.
BusnaueHo MOHOApaMy sIK BiIKPHUTY, OMI(POHIYHY CTPYKTYPY, IO QYHKITIOHYE
B IOJl NOCTAPAMAaTHYHOIO TeaTpy ¢ BUMAarae I1HTEPAUCLMILUIIHAPHOTIO
npountanHd. CydacHa MOHOJApaMa OUIbLIE HE PENnpe3eHTye AIMCHICTh, a
BTPY4Ya€eTbCsl B HEi, MepeTBOpIOOYMCh Ha (GopMmy [ii Ta akT cyO’€KTHOTO
BHCJIOBITIOBAHHSI.

OOGrpyHTOBaHO JOLJIBHICTh 3aCTOCYBAHHS KOHIIENITY «IpaMu JUCKYPCY»
JUTSL aHaJT13y MOHOJIpAMU SIK MO/JI1i MOBJIEHHS, Y SIK1l MOBHa /1151 GOpMy€E He JIUIIe
3MICT, @ i Cy0’€KTHICTh. Y MeXax 1€l mapajurMd MOHOJIOT (PYHKIIIOHYE SIK
nepdopmMaTHBHA MOJ1s1 — HE PENpPE3eHTallisl, a aKT TBOPEHHS, 1110 BiJI0OYBAETHCS B
roJiocl, T, XecTi, iHToHaIi. MoHoIpaMa TocTae K IHCTPYMEHT €CTETHYHOTO
1 €eK3UCTEHIIIHHOTO CAMOBU3HAYEHHS, JI€ MOBJICHHSI — 11€ TIPUCYTHICTb.

BusiieHo, 1o cyyacHa MOHO/paMa MOBHOIO MIPOIO pealli3ye MPUHIUIN
TOTAJIBHOTO TEaTpy: BOHAa CHHTE3Y€ JpaMy, IUIACTUKY, IOKYMEHT, 3BYK,
neppopMaHC 1 TUIECHICTh y MEXaX €IUHOTO BUKOHABCHKOTO KECTY. Y LbOMY

TUITl T€aTpy aKTOp BOJHOYAC € ApaMaTyproMm, pekucepoMm i mephopmMepom.



Mononpama GyHKIIOHYE SIK JabopaTopis TeaTpajbHOI IIIICHOCTI, 1€ CIEHIYHa
ISl € €IHICTIO TEKCTY, MMPOCTOPY, Yacy i cy0 €KTUBHOTO IMITYJIbCY.

VY npyromy po3aini JOCIIKEHHS 30CepeKEHO yBary Ha Cy4acHOMY CTaH1
MOHOJpamMaTyprii SK >KWBOro, JIWHAMIYHOTO IIpoliecy, 1o TmepedyBae B
MOCTIMHOMY J1aJ1031 3 COINlaJbHOI PEATbHICTIO M €CTeTUYHUMH BUKJIMKAMH
100u. PO3KpUTO apXiTEKTOHIKY CIIEHIYHOTO TEKCTY SK BIIKPUTHM IPOIIEC, M0
BUTIKA€E 3 TIMOMHHUX IMIYJIbCIB MepekuBaHHs. DOPMOTBOPEHHSI B MOHOIpaMi
HE CIIUPAETHCS HA KAHOHIUHY CIOKETHICTh, @ BUOYIOBYETHCS YEPE3 PUTM, TIAY3Y,
T1J10, MOBHY Hampyry. Taka cTpykTypa (QYHKIIIOHY€ SIK TOis, IO MOPOIKYE
CMHUCIM B pealbHOMY uyaci. MoHompama mocTtae sk Tojie (OpMaTbHOTO
€KCIIEPUMEHTY, JI€ CJIOBO 1 JIisl 3TMBAIOTHCS B €MHUN aKT JOCBITY.

YTouneHo crnienudiky aKTOPCHKOTO ICHYBaHHS B MOHOJpami SIK MOJEINi
Oe3mapTHEPHOI T'PH, M0 AKTUBYE MPOCTIP BHYTPINTHBEOTO «s» Ta TpaHcPopMmye
MOBJIEHHS Ha pIBHI T1Ja. AKTOp MOCTA€ SIK €IMHUIA KaHajl apTUKYJSALIT 3MICTY —
XYJOKHBOTO, eTHYHOro, IIcMxXojoriunoro. Moro gmis — 1me dopma
CAaMOKOHCTPYIOBaHHS, B SKIM TeMI, THIIA W Hampyra CTalTb HOBOIO
JIpaMaTypriero IpUCYTHOCTI.

CxapakTepu30BaHO MOBHY MAaHIMYJSLIIO AK KIOYOBUH 1HCTPYMEHT
CUEHIYHOro BIUIMBY. BoHa BHukOHYe (yHKLIT cyrecTii, GopMye MCUXOJIOTIUHY
HaIpyTy, MOJICIIIOE J[paMaTU4YHy camicTb. MoBa B MOHOJIpaMi — II€ HE TUIbKHU
3aci0, a MPOCTIp CHPOTUBY, KOHQIIIKTY ¥ CMHCIOTBOPEHHs. MaHIMyIITUBHUN
pecypc MOBJIEHHSI CTa€ OCHOBOIO KOMYHIKATHMBHOI [ii, fiKa MIANOPSAIKOBYE
PELENIiI0 aBTOPCHKOMY JKECTY.

OxpecieHo micie BepOaTiMy K CTpaTerii, 10 KOHPIIKTYE 3 XyI0KHBOIO
MOBOIO, PO3IIAPOBYE CIEHY 1 BBOJAUTH Yy JpaMaTyprito IUIacT CBITYEHHS.
BepbatiMm He imrocTpye 3MicT, a JecTabiii3ye HOro, aKTHBYIOUM MOJI(OHIIO
paBja — Mk BUTaJaHuM 1 GAKTHUYHUM, ITyOJTYHUM 1 IPUBATHUM. Y HAyKOBOMY

OOTpyHTYBaHHI TBOPYOTO MHUCTEIHKOTO MPOEKTY CHOPMOBAHO MiAXiJI, 32 SIKOTO



BepOaTiM (PYHKIIIOHYE SIK PIBHOIPABHUI IIACT aBTOPCHKOTO BUCIIOBIIIOBAHHS,
110 TiIBKy€ MOBHY KOHBEHIIIIO i IPOIYKY€E €THUHY HAMPYTY.

Y TperboMy pO3ALMT  JOCHIKEHHS 3A1MCHEHO TJIMOOKMH aHal3
aBTOPCHKOTO MMCTEILKOTO JIOCBIly CTBOPEHHS M peaiizailii akTyaJbHOI
MOHOJIpaMH — BiJl MOMEHTY 3apOJ>KEHHS 1711 10 CLIEHIYHOro BTUIeHHs. Onrucano
BTIJICHHSI MOHOBHCTaBHU-TOKyMeHTa «Xo4y, 100 1€l BUCTaBU HE OYyJIO», sKa
cTaja MPaKTUIHUM II0JIeM peati3allii TOJOBHUX KOHIEMIIN AochiKeHHs. TyT
MOETHAHO BepOaTiM, aBTOPChKE MUCHMO, aKTOPChKE ICHYBAaHHSA W TPUHIIUITHN
ToTajdbHOTO Tearpy. Lleil clieHIYHMIT aKT HE € IHTEpIpEeTaIlicro 3a3/aleriab
3aJIaHOTO TEKCTY — BiH IOCTA€ SK JKUBE BUCIIOBIIOBAHHS, Yy SIKOMY aBTOp 1
BHKOHABCIb 3JMBAIOTHCSA B €IUHOMY JKecTi mpucyTHocTi. I[Ipocrtip cueHun
nepectae Oyt MaWJaHYMKOM TPH — BIH CTa€ MICIIEM CBIIUYEHHS, €THYHOI
BIJIMOBIIAJTLHOCTI Ta XyI0XKHBKOT TpaHchopmartii.

VY miACyMKy MUCTEIILKOTO MPOEKTY COPMOBAHO HE JIMIIE 1HANBIAYaTbHY
TBOpPUY MpPaKTUKYy, a W LUICHY MOJEIb Cy4aCHOI MOHOJpaMHU SIK HPOCTOPY
CUHTE3y MUCTENTB. Y I[bOMY T€aTpl TUIO CTA€ TEKCTOM, T'OJI0C — JpaMaTypri€ro,
MOBJIEHHSI — aKTOM €THMYHOr0 BHOOpY, a CIleHa — MICIIEM, JI€ PEalbHICTh HE
B1I0Opaxa€eThcsl, a MpopocTae 3cepeauuu. MoHopaMa B TaKOMYy ii pO3yMiHHI
BXK€ HE TMHUTA€E J03BOJY Ha ICHYBaHHS — BOHA MPOPUBAETHCA, 100 OyTH, 1100
TOBOPUTH TaM, Jie¢ MOBYAHHS OlIbIlIe HE 3aXUIla€, 100 OyTH TUM rOJIOCOM, SKUN
3QJIMIITUTHCS HABITh TO1, KOJIM BUCTaBa 3aBEPIITUTHC.

Po3pobsiena ¥ myOiiyHO mpeiacTaBlieHa HayKoBa Mpals Ha 3100yTTA
OCBITHBO-TBOPYOT0 CTYIEHS JIOKTOpa MUCTELTBA Ma€ HAYKOBY 3HAYYIIICTh Ta
IIIHHICTh JIJI1 aKTOPIB 1 PEXHCEPIB, a TaKOXK JUII HAayKOBO-TIEAAroriyHoi
CHUTBHOTH, $IKa TMpaLIOE 3 >KAHPOM MOHOBHUCTABHU-IIOKYMEHTY, OCKUIbKH
KOMIIJIEKCHO BHCBITJIIOE MOHOJpaMy SIK CHHTETUYHE MHUCTEIITBO — HE JIUIIE SIK
JIpaMaTypriuyHuil TEKCT, a K MOBHOIIIHHUYN XYJI0KHIN MPOIIEC: Bl aBTOPCHKOTO
3aJlyMy IO CIICHIYHOI1 peai3ailii, 13 BAKOpUCTaHHSIM BepOaTiMy. PoboTa moegnye

TEOPETUYHUN aHalli3, KYyJIbTYpOJOTIYHUN KOHTEKCT 1 MPAKTUYHUN JTOCBIiJ



CTBOPCHHS Ta BTIJICHHS MOHOBHICTaBH, IO JO3BOJISIE aKTOpaM 1 peXUcCEpaM
IKOIIIE OCMUCIUTU TOTEHIAN IBOTO aHPy SK CHocoOy 1HAWBIIYaTIbHOTO
BUCJIOBIIIOBAaHHSA U CYCHUIBHOTO pe3oHaHcy. [l HayKOBLIB JTOCHIIKEHHS
BIJIKpUBA€ TMEPCIEKTUBY MDKIUCHUIUIIHAPHOTO MIAXOAY 10 MOHOJpaMH SIK
dbeHoMeRy, 1110 (PYHKIIIOHY€ Ha IEPETHHI TeaTpy, JIITeparypH, nepPpopMaTuBHOTO
MUCTEITBA U COIIAIbHOTO JIUCKYPCY.

HaykoBe o0OIrpyHTYBaHHS CKJIQJa€ThCcsl 31 BCTYIMY, TPbOX PO3JILIIB,
BHUCHOBKIB, CHMCKY BUKOPUCTAHUX JIKEPEI 1 TOJATKIB.

KurouoBi cioBa: mowoopama, eucmasa-0oKymenm, MOHOBUCMASA,
OOKYMEHmMANbHA BUCMABA,  CUHMe3 MUCmeyms, axKmop-aemop, CYeHiuHa
peanizayis, eepbamim, Opamamypeis Oii, nepgopmamusHicms, emoyilHa
nam’samo, XyO0OHCHIU 00CBI0, A8MOPCbKA NPUCYMHICMb, K)JIbMYPHA Mpasmd,

DpedArcuUcypa MOHONO02Y, CMPYKmMYpa NepedcuaHts, meamp Cy4acHOCMi.

ABSTRACT

Bilash I. Contemporary Monodrama Through the Lens of Art Synthesis:
Theory and Practice. — Qualification research paper submitted as a manuscript.

Scholarly justification of an artistic project submitted for the educational
and creative Doctor of Arts degree in specialty 026 "Performing Arts." — Kyiv
National University of Theatre, Cinema and Television named after
I. K. Karpenko-Kary, Ministry of Culture and Strategic Communications of
Ukraine, Kyiv, 2025.

The dissertation offers a comprehensive theoretical and practical
exploration of contemporary monodrama as an interdisciplinary phenomenon in
the synthesis of arts—text, physical action, voice, visual imagery, sound, and

space. It proposes the lens of artistic synthesis as an analytical tool for examining



a new hybrid type of solo performance: polyphonic in modes yet singular in
dramatic focus.

The relevance of the scientific substantiation of the creative artistic project
lies in the fact that it offers, for the first time, an analysis of contemporary
monodrama as an interdisciplinary phenomenon of modern theatre, in which text,
bodily action, voice, visual imagery, sound, and space are synthesized. The optics
of art synthesis is proposed as an analytical tool for studying a new type of
monodrama — hybrid, authorial, polyphonic in means of expression, yet
monocentric in the focus of action.

Particular attention is given to the formation of monodrama as an authorial
platform, where the unity of performer and creator opens the possibility for a
radically personal, even confessional expression. For the first time in Ukrainian
theatre studies, monodrama is explored from within — through the lens of the
researcher’s own artistic practice. The author of the creative project writes a play,
combining verbatim materials with original text, and also assumes the roles of
actor and director. This provides the study with an empirical basis and enables a
deeper understanding of the internal mechanisms of monodramatic form-making.
The study highlights recent trends such as the polyphonization of the “I”-
narrative, the rethinking of the public and the private, and the incorporation of
musical and bodily improvisations. Attention is focused on dramaturgical and
stage-related strategic shifts that define a new quality of interaction with the
audience through intimacy, emotional exposure, and artistic autonomy.

The practical part of the research presents the author’s experience of
creating a monodrama within the framework of stage experimentation. It
examines the specific aspects of text development, structural architectonics,
linguistic rhythm, scenographic thinking, and bodily score as a unified synthetic
space of the work, which is considered monodramatic.

The aim of the study is to trace the process of creating contemporary

monodrama — from the initial dramaturgical concept to its stage embodiment —



within the context of modern synthetic theatre, combining dramatic and
documentary elements. It approaches monodrama not merely as a genre but as a
living performative process where dramaturgy, direction, performative score,
documentary, space, sound, and memory intersect. The focus is on analyzing
practice that is grounded in personal performative experience, which forms the
conceptual foundation for understanding contemporary theatre as synthetic art.

Methods: historical-contextual, —comparative-analytical, structural-
compositional, discourse analysis, artistic implementation, and performative
methods. The selected methods are determined by the comprehensive nature of
the study, which combines theoretical analysis and practical realization of the
artistic work, as well as the need to identify the specifics of contemporary
monodrama as a phenomenon operating at the intersection of theatre, literature,
performative, and visual practices.

The scientific novelty of the obtained results lies in the fact that the
study is the first to theoretically outline the forms of representation of
monodramatic expression in the context of the synthesis of arts, taking into
account the dramaturgy of speech act, documentary material, and actor’s
performance. It introduces a novel analytical perspective that combines the
concepts of drama of discourse with total theatre, situating monodrama not just as a
literary genre but as an act of public testimony. The dissertation also provides the
first full artistic-academic synthesis on the basis of the author’s monodrama 7 Wish
This Performance Didn’t Have To Exist, integrating verbatim into a dramaturgical
structure and proposing acting as a form of textual and corporeal expression. The
study opens a new pathway for analyzing monodrama as an autonomous form
capable of uniting text, document, performance, and authorial presence in a single
scenic expression.

The first chapter of the study examines the theoretical and
methodological foundations for researching monodrama in the

contemporary artistic context. Monodrama is defined as an open, polyphonic



structure that operates within the realm of postdramatic theatre and demands
interdisciplinary interpretation. Contemporary monodrama no longer represents
reality but intervenes in it, transforming into a form of action and an act of
subjective expression.

The study substantiates the relevance of applying the concept of “discourse
drama” to analyze monodrama as a speech event in which linguistic action shapes
not only meaning but also subjectivity. Within this paradigm, monologue
functions as a performative event — not a representation, but an act of creation
that unfolds through voice, body, gesture, and intonation. Monodrama emerges
as a tool of aesthetic and existential self-determination, where speech equals
presence.

It is established that contemporary monodrama fully embodies the
principles of total theatre, synthesizing drama, physicality, documentary material,
sound, performance, and corporeality within a single performative gesture. In this
type of theatre, the actor simultaneously assumes the roles of playwright, director,
and performer. Monodrama operates as a laboratory of theatrical wholeness,
where stage action becomes a unity of text, space, time, and subjective impulse.

The second chapter of the study focuses on the current state of
monodrama as a living, dynamic process that remains in constant dialogue
with social reality and the aesthetic challenges of the era. The architectonics
of the stage text is explored as an open process emerging from deep emotional
impulses. Form-creation in monodrama does not rely on canonical plot structures
but is built through rhythm, pause, the body, and linguistic tension. Such a
structure functions as an event that generates meaning in real time. Monodrama
thus appears as a field of formal experimentation, where word and action merge
into a single act of experience.

The study specifies the nature of the actor’s existence in monodrama as a
model of partnerless performance that activates the space of the inner “self” and

transforms speech at the bodily level. The actor becomes the sole channel for



articulating meaning — artistic, ethical, and psychological. Their action represents
a form of self-construction, in which tempo, silence, and tension constitute a new
dramaturgy of presence.

Linguistic manipulation is characterized as a key tool of stage influence. It
serves suggestive functions, creates psychological tension, and shapes dramatic
identity. Language in monodrama is not merely a means but a space of resistance,
conflict, and meaning-making. The manipulative potential of speech becomes the
basis for communicative action that subordinates audience reception to the
author’s performative gesture.

The place of verbatim is outlined as a strategy that conflicts with artistic
language, stratifies the stage, and introduces the layer of testimony into
dramaturgy. Verbatim does not illustrate content but destabilizes it, activating a
polyphony of truths between fictional and factual, public and private. The
scientific substantiation of the creative artistic project formulates an approach in
which verbatim functions as an equal layer of authorial expression, challenging
linguistic convention and generating ethical tension.

The third chapter of the study provides an in-depth analysis of the
author’s artistic experience in creating and realizing contemporary
monodrama, from the emergence of the idea to its stage embodiment. It
presents the production of the monodrama-document I Wish This Performance
Didn’t Have To Exist, which became a practical field for implementing the key
concepts of the study. This work integrates verbatim, authorial writing, the actor’s
presence, and the principles of total theatre. The stage act does not serve as an
interpretation of a pre-existing text but emerges as a living utterance in which the
author and performer merge in a single gesture of presence. The stage space
ceases to be a platform for play and becomes a site of testimony, ethical
responsibility, and artistic transformation.

As a result, not only has an individual creative practice been formed,

but also a coherent model of contemporary monodrama as a space of artistic



synthesis. In this theatre, the body becomes text, the voice turns into
dramaturgy, speech becomes an act of ethical choice, and the stage
transforms into a place where reality is not merely reflected but emerges
from within. Monodrama, in this sense, no longer seeks permission to exist —
it breaks through to be. To speak where silence no longer protects. To be the
voice that remains even after the performance ends.

The scientific work, developed and publicly presented for the attainment
of the Doctor of Arts degree, holds academic significance and value for actors
and directors, as well as for the scholarly and teaching community engaged with
the genre of documentary monodrama. It offers a comprehensive exploration of
monodrama as a synthetic art form — not merely as a dramaturgical text but as a
full-fledged artistic process: from the author’s conception to stage realization,
with the use of verbatim.

The study combines theoretical analysis, cultural context, and practical
experience in creating and performing a monodrama, enabling actors and
directors to gain a deeper understanding of the genre’s potential as a means of
personal expression and social resonance. For researchers, it opens perspectives
for an interdisciplinary approach to monodrama as a phenomenon operating at
the intersection of theatre, literature, performance art, and social discourse.

The scientific rationale consists of an introduction, three chapters,
conclusions, a list of references, and appendices.

Keywords: monodrama, documentary performance, solo performance,
documentary theatre, synthesis of arts, actor-author, stage embodiment,
verbatim, dramaturgy of action, performativity, emotional memory, artistic
experience, authorial presence, cultural trauma, monologue directing, structure

of experience, contemporary theatre.



