SLAVIA ORIENTALIS TOM LXXV, NR 1, ROK 2026
DOIL: 10.24425/510.2026.158936

Paulina Sikora-Krizhevska
University of £odz

METHODS OF WORKING
WITH DOCUMENTARY MATERIAL
IN ELENA GREMINA’S DOCUMENTARY DRAMA

ABSTRACT: This article examines the documentary dramaturgy of Elena Gremina (1956-2018) — a playwright,
screenwriter, director, and co-founder of the Moscow-based Teatr.doc. Its aim is to answer two questions: how did
E. Gremina use and modify existing methods of working with documentary material, and what distinguished her artistic
approach to the documentary sources in her plays? The research material consists of documentary dramas on social and
political themes: Cenmsabpo.doc (2004), Yac eocemnaoyams (2010), [soe ¢ meoem dome (2011), 150 npuuun ne
sawpuams Poouny (2013), Iomonsxa (2016), 67/871 (Hoxymenmanvhas nveca o 871 one 6aokadvt 6 67 ucmopusix)
(2017). A review confirmed that the plays follow three main artistic strategies and can be divided into “orthodox
verbatim”, courtroom dramas, and fictionalised documents. Although verbatim serves as the starting point for all of them,
Gremina freely incorporated other documentary techniques drawn from theatrical reenactment, the German documentary
drama of the 1960s, and epic theatre. She actively engaged her audience, inviting empathy toward difficult experiences
and involving the audience within the performances, which allows her brand of political documentary drama to be
understood as both engaged and engaging literature.
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STRESZCZENIE: Artykut po$wigcony jest dramaturgii dokumentalnej Jeleny Greminy (1956-2018) — dramatopisarki,
scenarzystki, rezyserki, wspotzatozycielki moskiewskiego Teatru.doc. Jego celem jest odpowiedZ na dwa pytania: w jaki
sposob J. Gremina stosuje i modyfikuje w swoich dramatach istniejace wezesniej metody pracy z dokumentem oraz na
czym polega oryginalno$¢ artystycznego opracowania materiatu dokumentalnego w jej sztukach? Material badawczy
stanowia dramaty dokumentalne o tematyce spolecznej i politycznej: Cenmsatpe.doc (2004), Yac eocemuaoyams (2010),
Isoe 6 meoem dome (2011), 150 npuuun ne 3awuwame Poouny (2013), ITomonska (2016), 67/871 (Jokymenmanvhas
nveca o 871 oue 6nokaovr 6 67 ucmopusx) (2017). Przegladowa analiza dramatow potwierdzita, ze sa one napisane
zgodnie z trzema gtownymi strategiami artystycznymi i dziela si¢ na ,ortodoksyjny verbatim”, dramaty trybunatu
i fabularyzowane dokumenty. Punktem wyjscia dla wszystkich sztuk jest technika verbatim, ale J. Gremina dosy¢
swobodnie postuguje si¢ w nich takze innymi metodami pracy z dokumentem, znanymi z praktyki teatralnej rekonstrukeji
wydarzen, niemieckiego dramatu dokumentu lat sze$édziesigtych oraz z dramatu epickiego. Autorka konstruuje
zaangazowanie odbiorcy przez wzywanie do empatii wobec trudnych wydarzen i wlaczanie publicznosci do udziatu
w spektaklach, co pozwala okresli¢ jej polityczny dramat dokumentalny zaroéwno jako literatur¢ zaangazowana, jak
i angazujaca.
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Elena Gremina (1956-2018) was a Russian playwright, screenwriter, and director
who achieved her first major success with the play 3a sepxanom (Behind the Mirror),
staged in 1994 at the Moscow Art Theatre. In the 1990s, plays based on her dramas
were staged in theatres throughout Russia. From 2002 onward, she aligned her work
with documentary theatre, co-founding the independent Moscow theatre of documen-
tary art, Teatr.doc, together with Mikhail Ugarov and Alexei Rodionov'. In the last
years of her life, E. Gremina was known not only in Russia but also abroad, primarily
as the author of plays for high-profile performances about current political events,
which formed the core of Teatr.doc’s political activism.

This article focuses on the socio-political dramas written by the author post 20022,
Cenmsbpu.doc (September.doc, 2004), Yac eocemunadyams (One Hour and Eighteen
Minutes, 2010), /[Jeoe ¢ meoem dome (Two in Your House, 2011), 150 npuuun He
sawuwgams Poouny (150 Reasons Not to Defend the Homeland, 2013), Ilomonsxa
(The Engagement, 2016) and 67/871 (Hoxymenmanvnas nveca o 871 oue 610Kavl
6 67 ucmopusx) (67/871, A Documentary Play about 871 Days of the Siege in 67 Sto-
ries, 2017)°. The starting point for all of these plays was the verbatim technique
brought to Russia by artists from the London Royal Court Theatre, which involved
assembling verbatim statements® made by real people. In her texts, E. Gremina, like
other Russian playwrights, treats verbatim as a springboard for her own creative ex-
plorations. The aim of this article is therefore to answer two questions: how does the
author use and modify existing methods of working with documentary material in her
dramas, and what distinguishes her artistic approach to the documentary sources in her
plays? For the purposes of this work, I propose dividing E. Gremina’s documentary
plays into three main types, defined by the dominant artistic strategies within them:
“orthodox” verbatim, courtroom dramas, and fictionalised documents.

“Orthodox” verbatim

The documentary phase of E. Gremina’s playwriting began with the play
Cenmsabpub.doc, written in collaboration with Mikhail Ugarov and devoted to the theme
of the terrorist attack on a school in Beslan in 2004. The compositional basis of the play

' M. Hanukai, S. Weygandt, Introduction. Drama Against “Theater” and Theater After Drama,
[in:] New Russian Drama: An Anthology, edited by M. Hanukai, S. Weygandt, New York 2019.

2 After 2002, E. Gremina also wrote fictional plays based on documents and biographies. For the
purposes of this study, however, I will consider as documentary only those texts whose poetics are shaped
by the verbatim montage of recorded fragments of actual people’s statements.

3 Although the main themes of the plays 150 npuuun ne sawuwams Poouny and 67/871 (oxymen-
manvnas nveca o 871 Oue brokadvl 6 67 ucmopusx) are historical events, both works correspond to
phenomena present in Russia in the first two decades of the 21st century: 67/871 aligns with the “memory
boom” and the growing “victory myth” of that period, as well as the debates surrounding it, while 750
npuuun ne 3awuwams Poouny engages with reflections on imperialism and the individual’s resistance to
the system.

4 Cf. 1. Bonorsu, Bepbamum, «Hoselii ¢unonornueckuii Bectamr» 2011, Ne 1, c. 81.
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was the use of the verbatim technique. In its classic form — referred to by Teatr.doc
artists as “orthodox verbatim”” — the playwright or creative team interviews a group of
informants and records their accounts on audio or video. These recordings are then
transcribed, and the playwright’s primary task becomes arranging the fragments of
monologues and dialogues in a way that best conveys the overarching idea of the
drama. Although elements of verbatim appear in all the works discussed, this method
functions as the central artistic strategy only in Cenmsabps.doc and 67/871.

The basis of Cenmadps.doc consists of material collected by the authors from online
portals, chats, forums, and blogs. The play is built from assembled statements by
various figures, arranged thematically into seven sections: 3anax Myckyca (The Scent
of Musk), Ilepsoe cenmsabops (The First of September), Mecmov (Revenge), Xudocad
(Hijab), Jlecko cudems 3a xomnom (It’s Easy to Sit at the Computer), 3an0xcHux
(Hostage), and OUT). Each section is further divided into numbered fragments 1 to
77° and titled, (e.g., Mycnum (Muslim), Maiibex (Maibek), Benas 3aéucmo (White
Envy), Ilucan, ckopee secezo, pycckuii (Most Likely Written by a Russian), Mamepu
Yeunu 3a mup (Mothers of Chechnya for Peace), and others).

The first part of the drama consists of monologues by Muslims reflecting on their
brothers and friends who were shahids. This is interwoven with a documentary layer
that includes blog entries from the now-defunct website www.zurho.tk” and a press
article from the independent Chechen portal www.kavkazcenter.com, which was of-
ficially classified as extremist in Russia in 2011 and subsequently blocked. The poetic
narratives of the shahids, reminiscent of legends, stand in contrast to the rest of the
drama, which is filled with aggressive, racist comments and snippets of discussions
from chat rooms. In between these emotional and hate-filled statements, the authors
incorporate texts of a distinctly different nature: a poem, an official statement from the
organisation “Mothers of Chechnya for Peace”, the confessions of a Muslim woman
preparing to wear the hijab, and marriage advice for young Muslims. Together, these
elements create a stylistically diverse polyphony, giving voice to all observers of
the events, regardless of their backgrounds or beliefs. The verbatim technique em-
ployed allows for the combination of contradictory attitudes and discourses into
a single text, while avoiding any authorial commentary. E. Gremina and M. Ugarov
use the “zero position” characteristic of Teatr.doc’s working methods (a term coined
by M. Ugarov®), which represents a neutral stance towards the content of the drama,
refraining from authorial evaluation of characters and events, and a complete trust

5 Cf. Bepbamum: memod, [B:] hitps://teatrdoc.ru/doc/ (28.11.2025).

S 1 suspect that the number of parts and fragments is not accidental and that it is related to the
significance of the number seven in Islamic culture.

7 The content of the texts posted on the website is currently available in the oocities.org internet
archive at https://www.oocities.org/zurhosite/newsi.htm (28.11.2025).

8 In the “zero position” described and promoted by M. Ugarov, there is a similarity to the acting
technique developed by B. Brecht, whose essential feature was the so-called “alienation effect” (V-effect,
from the German Verfremdungseffekt).
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in the audience’s ability to read and form their own opinions about the material
presented”.

In classic verbatim dramas, the author preserves in the main text and stage direc-
tions the specific speaking mannerisms of the characters: pronunciation, linguistic
errors, tone of voice, facial expressions, gestures, and body language. W. Gremina
and M. Ugarov, however, reflect the conditions in which the message is created, i.e.,
they imitate the situation of exchanging views on the Internet. They do so by incorpo-
rating elements of website interfaces and forum usernames (e.g. Manro6ek (Malgo-
bek), Branukaskas (Vladikavkaz), Boeac (Vovas), Koponesa Mapro (Queen Margot),
I'paskpanun Poccun IVANOV (Russian Citizen IVANOV), Cubupsik (Siberian), Rus-
soyob (Russoyob), etc.):

Axman Sxes AGyAOmyppaxman, aapec — [lox mpucmorpom Bceepsimiaero.
Axman Sxes AGYAOmyppaxman.

IMocMoTpeTh TpoduIIs!

JobaBute Axman SIxest AOyAOmyppaxmaH B CIHCOK Apy3eit!

..

First Person, ampec— octpoB Cesitoit EneHel.

First Person, agpec — octpoB Casroii Enensl.

IMocMoTpeth podus!

Hoo6asuts First Person, agpec— ocrpo Cestoit Enensl B crimcox ,upy3e17110.

As Vladimir Shunikov points out, at the time of its creation (2004), Cenmsabpwv.doc
was the only example of a Russian-language drama whose poetics were determined by
the language of Internet communication'’.

The verbatim technique is prominently featured in E. Gremina’s last documentary
drama titled 67/871 (subtitle: JJoxymenmanvnas neeca o 871 one droxaowt 6 67 ucmo-
pusx), which was created for a Russian-German theatre project at the Saint Petersburg
Theatre of Generations. A group of artists involved in the project collected and recor-
ded interviews with local residents who were witnesses and participants in the events
that occurred in Leningrad during the siege by German troops from 1941 to 1944.
Simultaneously, the historian Andreas Riittenauer and a team of German participants
conducted interviews in Berlin with members of the Association of Victims of the
Blockade and gathered documents from German archives.'* Ultimately, the documen-

° Cf. Y. Bonotsin, Aumucnosapy Muxauna Yeaposa, «Teatp» 2018, Ne 34, c. 126.

19 E. I'pemuna, Cenmsbpo.doc, [B:] E. I'pemuna, M. Vrapos, ITeecor u mexcmet, T. 2, Mocksa 2019,
c. 544-545.

"' Cf. B. lllynuxos, [Ipeyedenm cemesoii Opamui: “Cenmatpv.doc” M. Veaposa u E. Ipemunoil,
«SpocnaBckuii nenarormyeckuii BectHUk» 2012, 1. 1, Ne 1 (I'ymanuTapHsie Haykn), c. 256-260.

12 Cf. B. JleBuuuit, Cnexmakis o 6nokade «67/871» no nwvece E. I'pemunoii ne cyene Teampa
Tlokonenuii: onvim xy002cecmeeHH020 OCMbICIeHUsI OOKYMeHmanbHo2o mamepuana, «Bectauk Cnol'Y.
HckyccrBoBenenue» 2019, 1. 9, Boin 3, c. 495-511.
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tary material included recorded interviews, texts by Adolf Hitler and Heinrich Himm-
ler, letters from German soldiers fighting on the Leningrad Front, and poems by Olga
Bergholc, which she wrote during the siege.

The drama, like in Cenmsbps.doc, does not follow a traditional structure with
distinct characters and their dialogue. Instead, the text is organised into 67 fragments
grouped into thematic blocks, such as Xze6. Konucepsvi. Kpyna (Bread. Canned Goods.
Grains), ITweno (Millet), bopw nenunepaockuii (Leningrad Borscht), or Bocnomuna-
Hust mpexaemne2o peoenxa (Memories of a Three-Year-Old Child), etc. The author did
not alter the content of the characters’ statements; the play retains their unique manner
of speaking, including pauses and linguistic errors.

[...] Y mpomoIno To, 4TO €ro Mama... 3X3... (66100X) Hy... JOTOBOPHUIACH C COCEIOM
(MHBaIMIOM BOMHEI)... 3M23... (nay3a) B o0meM... 3Toro orodpanmu y I'emkn 3Toro KoTta,
00MaHyB €ro, 4yTO OHH €r0 TyJa YBEAYT B IOJBAJ, I/IC KPBICHI BOIATCS, TaM, II¢ OH
OyZeT CBITBII; IOTOM OH BepHETCs JOMOA... Ha camom ke nene (na evidoxe), B oOLIeM,
MaMa M3 9TOro KOTa MPUroToBHia cym [...]".

In some instances, questions or comments from the interviewers are placed in
brackets to preserve the natural flow of speech without interrupting the protagonist’s
narrative: “[...] CTyk B nBeps, npuren conaar. C prok3akoM. (A 3BOHKAa He OBLIO Ha
nBepsax?) He Obuto. A Tak anmekTpuyecTBa He OBLIO, HUYEro X He paborano. (Yry.)
C proksakoM... [...]"."*

The approach taken by the author and director of the play encourages us to recon-
sider historical events that have, over time, become obscured by official narratives and
well-worn interpretations. Instead of relying on official sources, the play emphasises
personal accounts, allowing the emotional truths and language of the characters to take
precedence over factual truths.

The combination of various perspectives on historical events creates a broad model
of historical processes in the play, allowing the audience to assume the role of an
observer analysing the facts'®, which aligns the work with German documentary dra-
mas of the 1960s. Like German playwrights, the author underscores reflection, estab-
lishing a clear artistic framework — a scenic “basic quoting structure” that organises the
factual material.'® This structure leads the reader and viewer to understand that they are
not engaging with reality itself, but rather with a consciously constructed copy of it.
Excerpts from interviews not only document content but also capture the manner of
expression, enabling the audience to immerse themselves in the illusion of the world

B E, I'pemuna, 67/871, [B:] E. I'pemuna, M. Yrapos, Ilbecvr u mexcmul, T. 1, Mocksa 2019, c. 668.

' Ibidem, c. 661.

15 11. Baiic, 3amemxu o doxymenmanviom meampe, «AHOCTpaHHas surepatypa» 1968, Ne 7, ¢. 212-
215.

16 Cf: M. Borowski, Konstruowanie prawdy. O strategiach uwierzytelniania i efekcie realnosci w tea-
trze dokumentalnym, [w:] Oblicza realizmu, red. M. Borowski, M. Sugiera, Krakow 2007, s. 216.
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presented. This creates a sense of direct contact with the characters,'” facilitated by
processes of auto-intensification or auto-extension.'® The drama’s metatextual structu-
re, which includes quotations from documents and letters, as well as the author’s “zero
position”, allows the reader to formulate their own conclusions and opinions. It is
important to note that while German documentary drama relies on logical argumenta-
tion and clear reasoning'® to influence social consciousness, E. Gremina’s work ap-
peals more to emotions. They are stirred by the mixture of texts with contrasting
stylistic tones and by the dominant verbatim technique that provides direct access to
the characters’ personal experiences. Consequently, emotion emerges as the primary
factor for assessing historical reality, while the documentary aspect and distinct artistic
framework lend credibility to the characters’ experiences and place them within their
historical context.

Courtroom dramas

Among E. Gremina’s documentary plays are works based on actual court procee-
dings — similar to the German courtroom dramas of the 1960s — such as Yac /8 and
Homonexa. Yac 18 addresses the circumstances surrounding the death of Sergei Mag-
nitsky, the lawyer who exposed abuses within the Russian Federation’s tax authorities.
The play marked Teatr.doc’s first production to depart from its “zero position”,
moving instead toward explicit criticism of state actions. The text opens with two
introductory fragments, “From the Theatre” and “From the Director”, which provide
some brief information about the Magnitsky case, articulate the artistic team’s mani-
festo, and describe the work’s genre (“the trial that did not take place, but should ha-
ve”). This is followed by a list of documentary materials used in the play: Magnitsky’s
diaries and letters; materials collected by his mother and aunt; a report by the com-
mission monitoring the observance of human rights in detention facilities; and texts by
journalists and human rights defenders, including Dmitry Muratov, Yevgenia Albats,
Valery Borshchov, Olga Romanova, and Zoia Svetova. The drama concludes with
a bibliography of press articles and radio programmes recounting the protagonist’s
story.

The actual text is divided into ten sections, each centred on protagonists drawn
directly from the real events: Sergei Magnitsky’s mother; the judges Alexei Krivoruch-
ko and Elena Stashina; the investigating judge Oleg Silchenko; the prison doctor
Alexandra Gauss; and the paramedics involved. Gremina constructs a fictionalised
framework in which those who were responsible for or witnessed Magnitsky’s death
are interrogated and judged. The characters’ testimonies are mediated by the “Theatre
Man”, a character reminiscent of the narrator in Bertolt Brecht’s epic theatre.

'7°S. Bottoms, Putting the Document into Documentary: An Unwelcome Corrective?, “The Drama
Review” 2006, vol. 50, Ne 3, p. 59.

'8 R. Felski, Literatura w uzyciu, przekt. J. Borkowska et al., Poznan 2016, s. 48.

19 M. Borowski, Konstruowanie prawdy..., s. 215.
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IlynKkT nepBblil

MATD (obpamaercst B 3aim). [TocmorpuTe, noxanyiicra, HHCTPYKIHIO K CIEKTAKIIIO.
[ynxkt nepreiid. (JKmeT, kKoraa 3puTeNH MPOYUTAIOT).

YEJIOBEK OT TEATPA. MHCTpYKIIMIO K CIIEKTAKIIO MPOYTHTE, Mmokamyiicra. [Ipo-
apraire! [pounrtamu? Haranes HukonaeBra Maruuikas, MaTh ..

The play also aligns with epic theatre in its frequent disruption of the action
through instructions and improvisational prompts for the actors, as well as through
the use of projected captions (such as performance guidelines and excerpts from
Sergei Magnitsky’s letters). To further stimulate the audience’s imagination, the
drama incorporates a reconstruction of real events: an acting sequence developed in
consultation with a doctor, in which two performers reenact the moment of Magnit-
sky’s death.

The fictitious court at the centre of the play is staged as a ritual designed to
symbolically restore justice through dramatic means. In the final section, a theatrical
trial of Alexei Krivoruchko takes place. During this scene, one of the actors pours
boiling water over the judge’s hands — the same boiling water Krivoruchko refused to
Magnitsky in the real-life court hearing. In this way, the documentary drama becomes
a catalyst for a political happening, intended to draw the audience into the case and
encourage resistance to abuses of power.

E. Gremina undertakes a similar task in /lomonexa, a drama concerning the case of
the political prisoners Oleg Sentsov and Oleksandr Kolchenko, who were arrested in
Crimea in 2014 and charged with terrorism. Written for Teatr.doc’s 2016 production
Botina 6nusko (War Is Near), the play is based almost entirely on materials from the
trial. Its central figures are Oleg Sentsov, the film director accused of terrorism; Alexei
Chyrniy and Gennady Afanasyev, both implicated in the case; and Alexander Pirogov,
a witness cooperating with the security services. Their lines consist of verbatim quo-
tations taken from the court proceedings. The play also includes the character of Alexei
Chyrniy’s lawyer, Ilya Novikov, who speaks only once; his line reproduces a Facebook
post he published after being removed from the case by the court. In addition, Gremina
introduces a fictional figure — a curator — who comments on and contextualises the
characters’ statements.

The drama is divided into seven parts/episodes, composed of fragments from the
characters’ testimonies, interspersed with epic, narrative commentary that outlines the
characters and offers brief descriptions of the events. Alongside the characters’ lines,
the author includes unassigned statements — an indication of the text’s orientation
toward theatrical production rather than strict dramatic convention.

The play opens with an interactive prologue in which the actors, not yet assuming
their roles, address the audience directly in a manner characteristic of epic theatre:

20 E, I'pemuna, Yac 18, [B:] E. I'pemuna, M. Yrapos, Ilvecor u mexcmsi, T. 2, MockBa 2019,
c. 565.
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ITPOJIOT

Axmepbl obpawaromest k nyoauxe

— Ckaxure, y Koro ecth siina? Ilogaumure pyku. ¥ KOro ecth siilia u uieH?

— K10 cunraer cebs MyxanHON?

— K10 13 Bac yBepeH, 4To ocTaHeTCs MYXUHMHOH, KOTJa HACTyIIUT MOMEHT mu3jena?

— B nBaanaToMm Beke BO BTOpOH IOJOBHMHE B Hamei cTpaHe mocie cmeptu CranuHa
n nepex no3aHuM [TyTHBIM MOXHO OBUIO TPOXHTH BCIO JKH3HB, M30€rast 3TOro camoro
MOMEHTa TPOBEPKHU.

— U celiyac MO>XXHO, €CJIM [1OCTapaThCsl.

— Ho mMomeHT mu3nena wHOTAa NpUXOAUT K Tebe, My>KIHHA, HE CIIPAIINBasl.

— Taxk emie pa3 — y KOro €cTh TO, YTO JOJDKHO OBITh Y MY>KYHHBI, IOTHUMHUTE PyKHU?
Axmepvl noonumaiom pyxu. Cuumaiom nooHaguux pyku é nyouuxe>".

E. Gremina incorporates elements of theatrical reenactment®” into the play, embed-
ding documentary material within a narrative framework that continually reminds the
viewer of the constructed nature of the scenes. This strategy enables the presentation of
a condensed sequence of events, allowing their significance and the drama’s central
message to emerge more sharply. The work, which draws on earlier traditions of
documentary theatre, also participates in a contemporary trend within the genre —
one defined by a turn toward empathy, both for oneself and for others, and by an effort
to foster communication across social and ideological divides®. This artistic intention
becomes particularly evident in the ending, which quotes one of Oleg Sentsov’s cour-
troom speeches. In it, the director speaks with understanding about Gennadiy Afana-
syev, who initially testified against Sentsov and Kolchenko but later retracted his
statement during the trial:

INOCJIEAHEE CJIOBO

CEHIIOB. [...] A ouens pan, uto ['ena AdaHacseB cMOT MepemarHyTh ce0st U clemnal
OYCHb MY>KECTBEHHBIN IIOCTYNOK. Sl 04eHb paj 3a Hero. He motomy, 4to OyneT Kakoi-To
CKaHJIAT WK Hac ompasaaroT. Her. Dtoro He Oyzaer. S pan, 9ro oH OyAeT HUTh U TO-
HUMAaTh, YTO HE CTPYCHUJL.

BbI ce0st MokeTe onpaB/bIBaTh, UTO JeTeil HaJjo KOpMUTE. Ho 3aueM pacTUTh MOKOJIEHHE
pa6oB? $1 X0uy MOXKeTaTh POCCHSIHAM HAYYHTHCA HE GOATHCS .

The inclusion of this quote in the text gives the play the qualities of artistic activism,
aiming to engage the audience directly and to stimulate social reflection and change?.

21 g, I'pemuna, Ilomonsxa, [B:] E. 'pemuna, M. Yrapos, /Tvecw u mexcmet, T. 2, Mocksa 2019, c. 699.

22 R. Schneider, Performing Remains. Art and War in Times of Theatrical Reenactment, London —
New York 2011.

2 W. Wojdyra, Fatamorgana autentycznosci. O syntezie faktu i “fake’u” w teatrze semidokumental-
nym na poczqtku XXI wieku, [w:] 50 twarzy popkultury, red. K. Olkusz, Krakéw 2017, s. 513.

2, I'pemuna, Ilomonexa, [B:] E. I'pemuna, M. Yrapos, Ilbecul u mexcmot, T. 2, Mocksa 2019, c. 716.

25 P. Serafini, Performance action: The politics of art activism, London — New York 2018, p. 2.
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Fictionalised documents

The methods used by E. Gremina also include the fictionalisation of documents. In
2011, she wrote the play /Jeoe 6 meoem dome, which focuses on the house arrest of
Uladzimir Niaklajeu, a Belarusian poet and presidential candidate in the 2010 elections.
The text is based on interviews with Niaklajeu and his wife, Volha, conducted in Minsk
that same year by Katerina Bondarenko, Talgat Batalov, and Aleksandr Rodionov, as
well as on improvisations by the actors of Teatr.doc. In addition to the Niaklajeu
couple, the drama features three unnamed Belarusian KGB officers who supervised
the politician during his house arrest. According to the character list, there were in fact
more officers present; the three guards thus function as a collective representation of
the authorities.

The drama is structured into fifteen fragmentary scenes that together form a coherent
plot centring on the interactions between the couple and the KGB officers. The climax
is Niaklajeu’s courtroom speech, while the resolution occurs in an acting sketch when
all the characters clean the apartment together after the politician’s release, erasing all
traces of the officers’ presence. In this final symbolic scene, the foam and water wash
away not only the physical dirt but also a portrait of Alexander Lukashenko displayed
on the television screen. The etude is accompanied by stage directions, which, accor-
ding to the instructions, are read aloud during the performance. In this way, the drama
concludes with an epic element — a narrative statement offering an allusive commentary
on the contemporary political situation:

PEMAPKA, KOTOPAS UYNTAETCH: ... 1 napau Gepytcs 3a neno. Pa3geBatorcs a0
mosica B paxe, ONECTAT TPEHHUPOBaHHBIE MYCKyibl. OHU craparorcs. OHA BBIMETAIOT
Mycop, oHn MoroT cteHbl. CkpeOyT moi. BJIAJJUMUP u OJIbI'A BeIIEpruBarT IMpo-
BOJIOKH «IIPOCITyIIKmy. [IapHH MOKOPHO NOAOMPAIOT UX. [ 90CITHIKN OYeHb CTapatoTCs.
ITo xBapTupe nbeTCS BOAa, JETHUT NeHa. Beck Mycop cmeraer 3ta ybopka. M Bce, 4To
CIIy4HJIOCh B 3TOH KBapTUpE, 3TH MUHYTHI, KOTOPbIE OHH BMECTE NPOXKHIIU C OONbBIO
U HCHABHCTHIO M 00OpBHOOIl M MOO0BKIO, — Bee UcuesaeT. U gaxe moprper JlykaireHKo
Ha TeJiedKkpaHe neHa 3Ta cMbiBaer! bynro m He Obuto ero. Bee wmcro. Yncro-uncro-

-“II/ICTOZ(’.

Another element characteristic of epic drama appears in the twelfth scene, in which
Uladzimir and Volha prepare for the trial. The growing emotional tension is neutralised
by a technique echoing Brecht’s “alienation effect” (V-efect, Verfremdungseffekt) — the
characters suddenly begin to talk about their experiences not in the first person, but in
the third person:

OJIbT'A. Hepsrl Ha npeaene yxke. [Toromy uto 3aBTpa cya. A Bmagumup 3apoc 3a atu
Mecsubl. Bonockl TopuaT HeakkypaHHo. Panbiie ero Onbra ctpuria, a ceituac-to Onbra

26 E, I'pemuna, /[6éoe 6 meoem dome, [B:] E. I'pemuna, M. Yrapos, [lvecer u mexcmul, T. 2, ¢. 617.
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JISKUT IJIACTOM Ha KPOBaTH CBOEH Cpeau MATKUX MIPYIIEK, MOTYUT, I7la3a Ha MOKPOM
MecTe. 3aBTpa cyd. Myt mpomecchl Haj ONMO3UIUEN, KaXAbIH A€Hb, CPOKA TaK
U IIENKAIOT — MATH JIET... IEeCTh JIET... ATk JieT... Jla mpuner mu Bomoas >xuBoit uepes
maTh net? ['maza Ha MokpoM Mmecte y Onpru. He mo cTprokky.

BJIIAAVUMMUP. A Bnagumup crniokoeH. OH He Oowutcs 3a ce0si. Bech B CBOMX MBICISX.
W TyT NOBUT €ro OAMH UH CTPAXKHUKOB, CUIBHOM PyKOM Ha CTyJ HMpPUICYATHIBACT.
[IEPBBI. laBaiite momMory noctpuubcst! Bee-taku cyn 3aBrpa! [Ipunere Takoit — Oyaer
HEYBaXCHHE K CyIy” .

The effect used by the author surprises the reader, distancing them from the cha-
racters for a moment, which makes Niaklajeu’s speech in the next scene, delivered in
the first person and expressing opposition to the actions of the authorities, resonate with
double force.

In addition to fragments based on documentary material, the drama contains three
scenes with dialogues between officials, created on the basis of improvisations by
the actors of Teatre.doc. Fictional situations showing the moral doubts of one of the
men about his work make the plot more attractive and enrich the main conflict of the
work.

E. Gremina also uses the strategy of fictionalising documents in her play 150 npu-
yun He sawuujams Poouny, which tells the story of the Turkish siege of Constantinople
and the fall of the city. As the author points out in the introduction, the documentary
basis is “verbatim from the 15th century”, i.e., the “Memoirs of a Janissary, or the
Turkish Chronicle of Konstantin of Ostrowica, Written Between 1496 and 15017,
poems by Sultan Mehmed II, the Conqueror of Constantinople, and poems by Yunus
Emre, a Turkish poet and dervish from the turn of the 14th century. The play consists of
25 scenes/episodes, in which action reconstructing the events of the spring of 1453
takes place. Its protagonists are historical figures: Sultan Mehmed II the Conqueror,
Vizier Candarli Halil Pasha, the Byzantine Emperor Constantine XI Palaiologos, the
last megaduke of the Byzantine Empire, Luke Notaras, a Genoese soldier and volunteer
during the defence of Constantinople, Giovanni Giustiniani Longo, a Hungarian bron-
zesmith Urban, Pope Nicholas V, as well as several characters representing the powers
of the time and fictional characters placed by the author within historical events.
Following the model of epic drama, the action unfolds simultaneously on two levels:
the events in which the characters participate with the narration being addressed to the
audience of the performance. The lines spoken to the audience are delivered by both the
narrator and the other characters in the drama. E. Gremina also employs the “alienation
effect” in this play. At times, the characters shift fluidly between speaking to one
another and speaking directly to the audience within the same speech. In Mehmed’s
case, this effect is reinforced by the insertion of poetic fragments woven into his prose
lines:

7 Ibidem, p. 612-613.
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MEXME/]I.

Bporennsii, s 6poxy, 6€3yMHBIH, 51 KpHUY,

OcTaBJICHHBIN JIFOOOBEIO, ST yTPATHI MEUTY.

S mpoceImarochk U HEIPSIO B TITyOOKHHA Mpak.

[Ipunurte, B3TJSIHUTE, BOT YTO JIFOOOBH Clejajia cO MHOM.

XAJINJIL. Xoporo. 5 Bce mousu1. Mbl cHEMaeM ocany, na? Mer Bo3Bpamiaemcs? Tebde He
HAJIO HU O 4eM OecrokouThes. S coOuparo coBerT.

2
U s cobpan coBer™®.

The author also uses the opposite technique — at times, the narrator takes on the role
of a character in the drama:

PACCKA3YMUILIA. (...) Uoann JxyctuHuanu — repoid. OH repoif o BBICOKMM MepKaM
XV Beka, Korja My»XYHHbI OWJIMCh Ha ME4Yax W MPOBOJAWIM XHM3Hb B BoWHax. 5 Bceraa
6611 repoeM. M xorna s y3Has, 4To Topoj ocTajics 0e3 oMo, st coOpai JoOpOBOJIbLIEB
u moexai (...)%".

Interestingly, the “verbatim from the 15th century” — that is, excerpts from Janissary
chronicles — are interwoven directly into the plot. The Janissary appears in the drama as
an active participant in the events, recounting his experiences of serving in the Ottoman
army. He emerges as a tragic figure — a Christian conscripted into the ranks of the
enemy — who seeks ways to undermine the Turks from within. While fighting on their
side and contributing to the fall of Constantinople, he simultaneously searches for the
army’s weak points. Gremina juxtaposes his story with a short episode in which
a soldier brings him a reward for being the first to place a ladder against one of the
towers on the besieged city walls. The scene in which the Janissary kneels to receive
his reward from a Turkish soldier is one of the clearest moments in which the central
theme is articulated: the question of when conformism results in the loss of one’s
identity, and whether it is truly possible to survive such a loss*°. The play’s artistic
activism subtly operates on an analogy between the existential dilemmas faced by those
living under Constantine XI and those encountered by contemporary Russians.

It is also worth noting that 150 npuuun ne 3awuwams Poouny is the play that most
actively involves the audience in its theatrical realisation. In the opening scene, lines
describing the tragic events of 1453 and announcing the drama’s action are read aloud
by members of the audience members selected by the actresses.

2 E. I'pemuna, 150 npuuun e sawuyams Poouny, [B:] E. Tpemuna, M. Yrapos, ITeecs! u mexcmol,
T. 2, Mockaa 2019, c. 655.

2 Ibidem, p. 646.

30 P, Mammnsn, “150 npuuun ne sawuwyams Poouny”, «Hosoe Bpems» 2014, [B:] https://nv.am/150-
-15/ (28.11.2025).
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Summary

A review of E. Gremina’s socio-political documentary dramas shows that the do-
cumentary material in all her plays derives from interviews or recorded statements by
the protagonists (forum comments, articles, documents, diaries, chronicles, and poems)
and is subsequently edited in accordance with the dramatic concept. Alongside the
verbatim technique — which forms the foundation of all the dramas analysed — Gremina
freely employs other documentary practices known from theatrical reenactment (acting
etudes based on factual information), German documentary theatre of the 1960s (trial
materials, artistic frameworks organising documentary content), and epic drama (the
narrator figure, narrative stage directions, Brecht’s “alienation effect”, direct audience
addresses, interruptions of the action through instructions, character and event desc-
riptions, prompts for actor improvisation, and projected subtitles). None of these tech-
niques is reproduced in its original form; instead, Gremina selects and interweaves
elements from various dramaturgical and theatrical traditions, creating texts that are
both original and unprecedented.

In her documentary dramaturgy, E. Gremina is among the first Russian playwrights
to shift from neutrality to explicit political expression and artistic activism. Seeking to
encourage audiences to form their own judgements about the events presented, she
relies primarily on the shaping effect and appealing to emotion. Her dramas combine an
artistic framework conducive to intellectual understanding with literal transcription of
statements, lending credibility to the characters’ accounts and creating the illusion of
direct contact with them. Audience engagement is fostered both through calls for
empathy in the face of difficult socio-political realities — typical of contemporary
documentary drama — and through direct spectator involvement in the performances.
The author’s stance aims to instil a sense of agency in the audience, allowing her
political documentary drama to be understood as literature that is simultaneously
engaged and engaging.
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