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ARGUMENT, HYPOTHESIS AND RESEARCH OBJECTIVES

The actor's creative process has crossed centuries of transformation — from means of 

expression to techniques of representation, from utopian aspirations to the dissolution of the 

actor's function in its classical sense — and yet has remained, in essence, unchanged. It is 

precisely this permanence within change that calls for a reassessment of the concept itself 

and of the contemporary actor's status. Without breaking from the condition they had built up 

to the twentieth century, today's actor has been simultaneously expanded toward the idea of 

the total actor — trained alike in movement, speech, song, mime and acrobatics, grounded in 

both general culture and the culture of their own art — and placed under the pressure of an 

increasingly technologized stage, where the actor's language has become saturated, perhaps 

excessively, by the world of audio-visual media, at the expense of a living, physical presence 

on stage.

Experimental  theatre  has  shifted  the  very  paradigm through  which  the  theatrical 

phenomenon is understood, accustoming audiences to hybrid, unusual, at times unsettling 

forms. And yet, even within a performance culture that grows ever more technologized — 

particularly after the pandemic experience of 2020–2021 — the actor has preserved, and 

indeed strengthened,  their  position within  the  triangle  of  the  theatrical  event,  with  the 

audience  as  an  ally  in  affirming  their  physical,  direct  presence  as  an  imperative  and 

irreplaceable necessity, with all that this entails: emotion, sensibility, affect. It is from this 

tension that  the present  research proceeds,  arguing — discreetly  but  firmly — for  the 

preservation of the actor's function on stage, with the full array of means through which they 

have delighted audiences for centuries.

The choice of subject has, beyond its theoretical stakes, a deeply personal root: a long-

held wish to build a performance in which I would depend on nothing but myself, my own 

experience and my own means of scenic expression. The practice-based doctorate offered the 

framework for a serious investigation into the specificity and structure of monodrama, and 

led, in practical terms, to the creation of the monodrama Doamna Gugal by Ivona Boitan, 

which will enter the repertoire of the Constanța State Theatre in the 2027–2028 season.

Within the scenic space, the freedom–constraint binomial makes its presence felt in a 

twofold manner: as a trigger of imagination, ease and creativity, and as a restrictive factor  

that traces the perimeter within which the state of freedom acts upon the actor. To speak of 

theatre and of actors is to speak implicitly of empathy and emotion, of life experience and  

affective memory, of techniques of scenic speech and styles of performance. A thorough 

study of the actor's art, however, moves beyond the sphere of entertainment toward the 

probing and examination of the world's complexity, revealing the existence of human depths 

— a subject that has withstood the test of every age, alongside theatre and its forms of 

manifestation.
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The central hypothesis of the thesis holds that the act of constraint, applied within the 

actor's creative work, leads to an expanded degree of freedom, whereas the absence of 

constraint may generate chaos within the creative space. It is therefore not the opposition 

between the two terms that structures the artistic act, but their perpetual cohesion — an 

interdependence that the monodrama performance exposes with a clarity no other theatrical 

form can equal. I chose monodrama precisely because it is the form in which one of the 

partners — and the only visible one — stands on stage, while the other remains beyond the 

footlights, defining theatre in its very Brookian sense, as a space inhabited by a gaze.

Monodrama (the  one-man /  one-woman show)  is,  moreover,  a  subject  still  little 

debated within the Romanian theatrical landscape, in both theory and practice, which lends 

the research an additional stake: to clarify the genre, to dispel the confusions and ambiguities 

surrounding the term, and to examine it from within, from the position of the actor who 

actually lives between the freedom to create and the pressure that accompanies it. The thesis 

is accordingly structured around the stages of the actor's awareness within the creative 

process, viewed consistently through the two extremes of their work: independence, that is 

freedom, and pressure, that is constraint. The originality of the undertaking lies in the fact 

that the entire reflection is built around monodrama — a wholly distinctive form that places 

the freedom–constraint relationship under the most direct light.

From this stake the research objectives follow. On the theoretical level, the thesis sets 

out to open a space of discussion around the uncertainties and, at times, the blockages of the 

actor caught between the freedom and the constraint they carry within, and to determine to 

what extent the actor still remains the central element of the performance — within a process 

in which primacy has belonged successively to the text, to the director, and to the actor. The 

research  also  seeks  to  clarify  monodrama  as  a  distinct  dramatic  genre,  dispelling  the 

confusions attached to it. On the practical, applied level, monodrama becomes the most 

relevant ground for extending the research beyond theorization — because, as the work 

reaffirms, theatre means here and now.

METHODOLOGICAL FRAMEWORK

The research method is performance analysis, practised from two simultaneous and 

rarely combined positions: that of the observer engaged in critical interrogation, and that of 

the actor-interpreter who lives the process from within. The instruments mobilized are drawn 

from  theatre  studies,  aesthetics,  philosophy,  literature  and  specialized  criticism.  The 

practical exploration rests on two productions — The House of Bernarda Alba by Federico 

García Lorca, created together with the ensemble of the Constanța State Theatre, and the 

monodrama Doamna Gugal, written by Ivona Boitan, whose sole visible character is myself.
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This dual positioning has, in turn, required a revision of the Stanislavskian scenic 

process. In the reruns, the initial freedom of projecting the characters dissolved almost 

entirely in the search for the artistic self, with constraints occupying an ever-larger space: the 

decoding of the text,  the imaginary characters caught nonetheless in real  relations,  the 

secondary conflicts added by the director to complicate the action, the increasingly rapid and 

tightening rhythm — all of these made the scenic tasks become, at a certain point, delirious. 

Throughout this flux, two points of support remained constant — within the performance, 

myself; without, the spectators, held captive in the complexity of the same psycho-cognitive 

process. To rehearse meant, here, to confront the dramatic text, to ask myself ceaselessly why 

and how, and to become, in the end, the child who believes with their whole being that what 

does not exist is, in fact, real.

Chapter I — The Actor and Their Art

The first chapter lays the theoretical foundation of the entire research, tracing the 

actor's art as one of the oldest and most fascinating forms of artistic expression — an art from 

which neither the actor nor the audience, an essential element in the accomplishment of the 

artistic act, can be absent. The history of theatre is, in the end, a history of ideas about theatre, 

and the actor's art a mirror of those ideas: the balance between intellect and emotion in 

Diderot, Stanislavski's magic if, Meyerhold's break with naturalism, the exponent of ideas in 

Piscator, a way of thinking in Cojar, a living process in Brook, the universe in miniature in  

Grotowski.

The chapter's course reconstructs the ancient ascendancies of the actor's art, beginning 

with rituals and ceremonies — funerary, matrimonial, of fertility, of initiation — in which 

the  performer  becomes  a  link  between  human  and  divine  reality,  transforming  into 

mythological  figures  or  sacred  symbols.  From the  Dionysian  festivals,  where  tragedy, 

comedy and the satyr play were born, to the professional Greek actor — the  hypokrites, 

bearer of the mask and mediator between worlds — the chapter then follows the development 

of the actor's art through the liturgical Middle Ages, through the Renaissance shift that  

brought formal training and the independence of the performer, and further, through the 

impact of the seventeenth and eighteenth centuries and of the beginnings of cinema upon the 

actor's means of expression.

A distinct place is given to the clarification of the enduring concepts that structure the 

entire thesis: the actor, the creative process, monodrama, freedom and constraint. The actor is 

defined  here  as  the  artist  who gives  life  and  depth  to  the  character,  interweaving  the 

fundamental elements of human expression with the creative processes in order to arrive at  

an  authentic  interpretation;  the  creative  process  is  described  as  a  chain  of  stages  — 

conception, planning, development, production — in which the actor ceaselessly seeks their 
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balance between creative freedom and the constraints imposed by the text, the director and 

the type of performance. The chapter also addresses the syncretism of the actor's art — a 

source of new techniques and multiple interpretations that compels the performer to remain 

open and fresh — and situates the state of theatre, scenography and the other arts around the 

living core of the theatrical act.

Chapter II — Freedoms and Constraints in the Act of Creation

The second chapter carries the reflection from the historical plane into the conceptual 

plane of creation, distinguishing between creation and the act of creation, and analysing the 

factors that intervene in the latter: the playwright and the dramatic author, the text, and — in 

a privileged position — the monologue, an essential evolutionary step toward monodrama. 

The chapter examines creativity in art in general and in the actor's art in particular, as the  

mechanism through which restriction becomes, paradoxically, a resource: far from stifling 

the imagination, the frame imposed by the text, by the direction and by scenic convention 

channels and intensifies it.

It is here that the load-bearing column of the thesis is set — the analysis of the actor  

between  freedom  and  constraint.  Far  from  being  two  terms  in  conflict,  freedom  and 

constraint prove to be two poles of the same creative movement: well-assumed constraint 

expands freedom, while freedom deprived of constraint scatters into chaos. The chapter tests 

this thesis on a concrete case — The House of Bernarda Alba by Federico García Lorca — 

where the dramatic universe of confinement, of maternal authority and of repressed desire 

becomes itself a living metaphor of the freedom–constraint relationship. The character of 

Bernarda Alba, governed by rigour and interdiction, offers a ground of study in which 

constraint is not merely theme but also a principle for constructing the role, preparing the 

terrain for the investigation of the chapters that follow.

Chapter III — The Actor in Monodrama

The third chapter constitutes the theoretical heart of the research and takes on the task 

— rarely carried through in the Romanian space — of rigorously defining monodrama and 

clearing away its confusions. Monodrama is placed in the lineage of the dramatic monologue 

and traced from its roots in Greek tragedy before Aeschylus, through its constitution as a 

genre in medieval theatre — where a single actor assumed every role, each character with its 

own mask — up to contemporary theatre, in which it asserts itself as a framework for 

investigating individual identity, drawing on voice, gesture, silence and scenic space, and 

combining different dramatic registers.

The major theoretical references are summoned with precision. Nikolai Evreinov, who 

theorized monodrama at the beginning of the twentieth century, defines it through its two 
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structuring elements — the character's consciousness, which perceives the outer world, and 

the emotion through which that world is reflected within — describing monodrama as a 

projection of the central character's soul into the external world. Alina Nelega, in turn, places 

monodrama within the contemporary crisis of representation and identifies the genre's shift 

from the schizophrenic model — of the interiorized doubling of the self — to the seductive 

model, of conflict externalized in direct relation with the audience, theatre remaining the last 

place in which one human being speaks directly to another.

The chapter then examines the actor's means of expression in monodrama under the 

imprint of the freedom–constraint binomial, the typology of the monodramatic character — 

multiple, narrator or symbolic — and the fundamental dilemma of this form: the absence of 

partners grants the actor a heightened freedom, emotional and physical, allows them to break 

the convention of the fourth wall and to improvise beyond what was fixed in rehearsal, yet at 

the same time imposes maximum rigour and self-control, a careful management of their own 

vitality. It is from this tension that monodrama becomes a true trial for any actor.

It is also here that one of the thesis's personal contributions takes shape: the model of 

the actor–spectator relationship in monodrama conceived as an open spiral, rather than a 

circle — for the circle is closed, devoid of evolution and subject to repetition, whereas the 

spiral suggests permanent modification, each completed loop offering a new vantage point. 

The first loop is the actor's presence within the scenic space, which triggers attention and 

inner  tension.  The  second  is  the  spectator's  acceptance  or  rejection  of  what  the  actor 

proposes, with effects both energetic and cognitive. The third turns experimentation into a 

study in co-creation, in which the spectator becomes, at times, an agent within the very fabric 

of the performance. The final loop, named the transformation of the actor, forms during the 

audience's reactions. In the end, the spiral remains open: for the actor, each loop is a new 

experience, distinct from those lived in rehearsal; for the spectator, a new chance to look 

upon their life from a perspective other than the one held at the performance's outset.

Chapter IV — Doamna Gugal by Ivona Boitan: Monodrama in Practice

The fourth chapter brings the entire research down into practice, through the analysis  

— from within — of the monodrama Doamna Gugal by Ivona Boitan. At the centre of the 

text stands Aurora Gugal, a divorced woman of under fifty, a psychologist who works at a 

telephone helpline centre. Around her, the text gathers a set of concerns at once current and 

acute — loneliness, suicide, bullying, the estrangement of children from their parents — 

treated, however, through a comic register that springs both from the situations and from the 

character's direct, oral, colourful language. The story speaks of isolation within a world 

governed by technology, in which people, pushed to the margins of society through a lack of 
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empathy, no longer communicate except in mediated form, through telephones that have 

become the individual's second skin.

The analysis follows the scenic construction with great finesse. The four landline 

telephones  from which  Aurora  answers  are  each  invested  with  a  signifying  chromatic 

identity: green — the colour of life — for the children's line, blue for the cultural line, red for 

the calls of the desperate, yellow for those who seek their destiny in the stars. When they ring, 

each telephone floods the room with the light of its colour, and the protagonist's voice adapts 

each time — a human voice, not a machine. The near-homophony between Google and 

Gugal establishes a note at  once of familiarity and of irony: Doamna Gugal gradually 

becomes a human search engine, an index-book of the services offered by the company she 

works for, until she herself turns, half-way, into a robot.

The  applied  stake  of  the  chapter,  however,  is  the  direct  demonstration  of  the 

hypothesis. The creative freedom that the coherent relationships with the fictional characters 

seemed to offer, conceived in the first rehearsals, proved to be no support at the moment of  

moving onto the stage, where the limited space, the set elements and the physical presence of 

the characters — each telephone embodying a character — imposed severe constraints. The 

imaginary characters, projected in the mind, spoke to me, scolded me, questioned me, so that 

no rehearsal ever resembled the next. Iulian Enache's directorial vision concentrated from the 

outset on decoding the text and constructing the invisible lines of the partners — felt as a 

serious constraint — and on a double plane of performance: one unfolding on stage, seen by 

all, and another perceived only by the actor. Through supra-scenes, supra-themes, rhythms 

without dead time and the exploitation of the comic,  the director became — in Mihai 

Măniuțiu's phrase — the interpreter's inner-outer eye.

From this analysis follows the applied confirmation of the thesis: in monodrama, the 

actor is both the violin and the bow, a creator of worlds within the scenic space, and the  

balance between the pull to exceed limits and the unwavering concentration on the pre-

established  technical  means  is  the  very  condition  of  success.  Constraint  did  not  limit 

freedom; it organized it and made it possible.

Conclusions and Personal Contributions

The research confirms the hypothesis  from which it  set  out:  the nuancing of the 

freedom–constraint binomial in the artistic act in general, and in the actor's creative process 

in particular, shows that the act of constraint, applied within creative work, leads to an 

expanded degree of freedom, whereas its absence generates chaos within the creative space. 

The monodrama performance — one of the most difficult  and refined forms of art,  as 

specialized criticism calls it — has at its centre, more than any other form of theatre, the actor 

alone, who can neither hide nor lean on anyone but themselves: solitary, yet never alone, they 
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manage the energetic balance with the spectators, those silent partners nonetheless present in 

the protagonist's consciousness — the reflector beyond the footlights.

To the question that set the entire undertaking in motion — why does the actor choose 

to perform in monodrama? — the answer was found in the model of the open spiral: each 

loop, from presence to acceptance, from co-creation to transformation, is a step toward 

communication and an experience distinct from those lived in rehearsal. In the monodrama 

performance, the text demands total involvement throughout the entire duration of the show; 

the actor assumes several roles or creates a single character who comes into contact with 

other imaginary characters, drawing on the technique of scenic speech, on intuition, on the 

art of improvisation and on the mechanism of scenic thinking. The absence of partners grants 

them heightened emotional and physical freedom, but imposes upon them, in equal measure, 

rigour and self-control — hence monodrama's standing as a trial for any actor.

Beyond  its  minimalist  appearance,  monodrama  conceals  an  essential  paradox: 

although we see a single interpreter on stage, they are never truly alone. An entire team 

accompanies them from the shadows — the playwright, with the fictional world offered to be 

brought  to  life;  the  director,  with  their  own  concept  and  the  author's  message;  the  

scenographer, with the universe of the signifying object; the lighting designer, who reveals, 

suggests,  joins  or  separates  through  light  and  shadow;  the  composer,  through  whom 

everything takes on a clearer and more sensitive contour.  The acknowledgment of this 

unseen team is one of the thesis's human conclusions.

The  personal  contributions of  the research may be summarized as  follows:  the 

theoretical clarification of monodrama as a distinct genre within the Romanian theatrical 

space, where it remains insufficiently debated; the proposal of the open-spiral model with 

four loops as a description of the dynamic actor–spectator relationship in monodrama; the 

applied validation of the freedom–constraint hypothesis through research conducted from 

within, from the dual position of critical observer and actor-interpreter, on the performance 

Doamna Gugal; and, not least, the actual creation of that performance, which will enter the 

repertoire of the Constanța State Theatre in the 2027–2028 season, as the direct product of 

scientific and applied research.
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