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2. Contemporary drama: genre transformations, modifications, innovations.

Pedepar:

1. Vniepiue B jiiTepaTypO3HaBCTBI HA MIMPOKOMY Marepiasi 34iiiCHEHO KOMITJIEKCHUI KaHPOJIOTIYHUM aHaJli3
Cy4acHOi gpamatyprii. BusaBiieHi 4acoBi MeXi Ta 3MiCTOBE HAIIOBHEHHS KOHLEIITY «Cy4acCHa JpaMaTypris».
Po3rngHyTi *kaHpU ipaMaTyprii B KOHTEKCTI JliTepaTypO3HaBYMX JOCIiIPKeHb. ABTOPCHKIi XaHPOBi pediiexcii
[IPOAHAJII30BaHi SIK KJIIOY [0 €CTETUYHUX MOLIYKIiB JpaMaTypriB. OKpecyeHi OCHOBHI pUCH JKaHPOBOI CUCTEMU
cy4dacHoi gpamartyprii. [lingano ananisy >kaHpOTBOPYI IIPOLECH 1 )KaHPOTBOPYI YMHHUKM Cy4aCHOI gpaMaryprii.
PO3risiHyTO CTPYKTYPHI 3MiHM Cy4aCHOTO IpaMaTypriyHOro TEKCTY, SKaHPOTBOPYMI MOTEHIIial KOMIIO3ULIii paMy,
€Mi3allilo Ta JIipHu3allifo, iIHTEPTEKCTYaJIbHICTh, METATEATPAJIbHICTh TA METAIIEPCOHAXKHICTD Y ApaMaTyprii KiHisa XX-
noyatky XXI ct. [IpoananizoBaHi )xaHpoBi TpaHcpopmalii gpamu Ha Mexi XX-XXI cT. BusHaueHi 0co6IMBOCTi
>KaHPOBOI €BOJIIOLL], KaHPOBOI KOHBEPCii, )KaHPOBOi KOHBEPreHlii Ta KaHpoBoi Audysii. Jocimkeni mogudikanii

apxalyHUX >KaHPIB B Cy4aCHi gpaMaryprii. BuB4eHi BUIO3MiHM peliriiHuX, AMIAKTUYHMUX Ta KOMIYHUX >KaHPIiB



CepeIHbOBIYHOI ApaMy. 3aIPOIIOHOBAHO TUIOJIOTiD MOAU(IKOBAHUX XXaHPIB MicTepii Ta (papcy. Po3risHyTo
CIOKETOTBipHI >KaHPOBi HOBAallii, 110 BUHUKJIM Y ApaMaTyprii momexis’s 3aBIsKY iHTepMeIiaJIbHUM KOHTaKTaM
Ipamaryprii. OKpecyieHO 0CO6JIMBOCTI (PYHKLIIOHYBAHHS Ta IIOETUKAJIbHI pUCH jpaMU-CUKBeJIa, JpaMU-IIPUKBEJIa,

IpaMU-PUMENKY, ApaMUA-peMiKca, paMU-CaiIKBesa i ApaMu-KpPOCOBepa.

2. For the first time in literary criticism, a comprehensive genre analysis of contemporary drama has been carried
out on a wide material. The time boundaries and content of the concept "contemporary drama" are revealed.
Genres of dramaturgy in the context of literary studies are considered. Author's genre reflections as the key to the
aesthetic quest of playwrights are analyzed. The main features of the genre system of contemporary dramaturgy
are outlined. The genre-creative processes and genre-creative factors of contemporary drama are analyzed. The
structural changes of the contemporary dramatic text, the genre creative potential of the drama composition,
episation and lyrization, intertextuality, metatheatrality and metapersonality in dramaturgy of the late twentieth
and early twenty-first century are considered. Among the features of contemporary drama the powerful process of
drama episation and lyrization that occurs within a single play should be highlighted. Genre transformations of the
drama at the turn of the 20th-21st century are analyzed. Specific features of genre evolution, genre conversion,
genre convergence and genre diffusion are determined. Genre convergence is one of the most widespread
varieties of genre transformations in contemporary drama. Various manifestations of genre convergence that lead
to genre polyphonism, a combination of epic and lyrical drama elements, wide intertextual and intermedial links
are analyzed on the material of the play "Woman from past times" by Schimmelpfennig. The specificity of genre
diffusion in the play by Sapdaru “Still life with a fat nephew” is determined, in particular, its proximity to the
tragicomic genre was established. The discrepancy between the character and the situation (a comic character in
tragic circumstances or a tragic character in comic circumstances), the tragedy of the comic and the comic of the
tragic (which are dual and affect the viewer's or reader's perception simultaneously), as well as the tragicomic
grotesque, which restores the norms of “dismembered” real world by its movement against the current, carry out
an important role in the genre formation. The plotting genre innovations, which arose in the contemporary drama
due to the intermedial contacts of the drama, are considered. The features of the functioning and poetics of the
sequel drama, the prequel drama, the remake drama, the remix drama, the sidequel drama and the crossover
drama are determined. «Classic» prequel is different from «contemporary» one primarily because the game
content and ironic form of trans-cultural dialogue are usually absent. In some cases, the genre samples represent
prequels to own dramatist works: “Homelife” by E. Albee which adds a first act to his play “The Zoo Story”. More
often they are the preludes to the world classical repertoire works (“Hamlet. Null Action” by L. Petrushevskaya is a
prequel to “Hamlet”). Among genre features of prequel play are plot-fable close contact with the main text;
preservation of the original time-space; prequel characters link to the world of an original work the characters is
more free (in comparison with sequel); the presence of hybrid-quotational characters. The genre of sidequel action
takes place in the fictional world of the previously created drama and minor characters of the original text become
the main. Genre features of sidequel play are defined: plot offshoot of the basic text; decentralization of the main
text (consequential, even incidental characters turn into major ones); strong connection with the plot-fable
organization of it; the sidequel time and space are identical to the original work chronotope; drama-sidequel
characters include mainly persons operating in the main text with little interspersed with newly created
characters. The crossover drama is a genre in which storylines of two or more works and charactersof different
movies intersect. The typology of contemporary crossover drama is suggested: the fictional crossover in which
various characters of different fictional worlds intersect (“Hamlet and Juliet” by Yu. Barhatov); the quasi-
documentary crossover in which real historical persons cross (Lenin, Joyce and Tzara interact in “Travesti” by
Stoppard); the crossover of a mixed type in which real historical persons interact with dramatis personae of the
fictional worlds (Chekhov's characters come in contact with their creator in “Chekhov Machine” by M. Vishnyek).
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