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THE ARCHETYPE OF MASK IN THE EUROPEAN OPERA
AND THEATRE TRADITION

The purpose of the article is to determine the archetypical properties of the
mask in the development of the European opera and theatrical tradition, high-
lighting the Italian comedy of masks as one of the most important bases for its de-
velopment. The methodology of the work is determined by the unity of historical,
cultural, theatrical, literary, psychological, musicological, analytical and oper-
atic approaches that create a comprehensive interdisciplinary basis of research.
The scientific novelty of the work is connected with the study and identification of
the conceptual content of the mask archetype in the European opera and theat-
rical tradition. Conclusions. The mask as a «cultural archetype» (S. Avernitsev)
grows out of the very «soil of the unconscious», the natural and cultural char-
acteristics of the existence of a people in history. The inherent principles of a
particular opera and theatrical character to choose the models of thinking and
unconditional imperatives of behavior are contained in the archetype of a mask
in an extremely concentrated form. The mask, mask-character, mask-image
symbolically shapes the experience of playing and laughing, takes a person out
of the empirical, everyday, hiding and denying his former face. The mask, thus,
transcends human existence, carries in itself the possibility for a person to be-
come another, to switch to a different kind of being, speaking in the carnival as
the principle of ontological transformation of man.

Keywords: archetype, cultural archetype, mask, Italian comedy of masks,
opera, opera and theatrical tradition.

Uncao I3uroans, 3000y6au Kaghedpu icmopii my3uku ma my3uuHoi emHo-
epaghii Odecvkoi HauionanvHoi my3uuroi akademii imeni A. B. Hexcoanosiii

Apxemun macku y eeponeiicvKiii onepHo-meampaivrii mpaouuii

Memoro cmammi € npacHeHHs GU3HAYUMU apXeMUniyHi eracmueocmi
MACKU Y PO3BUMKY €8PONEUCLKOI ONepHO-meamparvHoi mpaduyii 3 eudi-
ACHHAM imaniiicbkoi Komedii macok AK 00HiEi 3 Hailgaxcaugiuux niocmas ii
po3sumky. Memodoaoeia pobomu 6uU3HAYAEMbCA E€OHICMIO ICMOPUKO-KYAb-
MyponoeiuH020, Meampo3HagHoeo, AiMepamypo3HagHoeo, HNCUX0N02IUHO2O,
MY3UKO3HABY020 AHAAIMUMHO20 [l ONEpO3HABU020 Ni0X00i8, W0 CMEOPIIMb
KoMnaeKcHull inmepoucyuniinaphulii 6asuc docaioxcenns. Haykoea nosusna
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no8’a3ana 3 6UBYEHHAM i GUOINEHHAM KOHUeNmyaabHo20 3MIiCmy apxemuny
Macku y €8poneiicvkiil onepno-meampanvriii mpaduyii. Bucnoexu. Macka sk
«kynomypHuii apxemun» (C. AgepHiyes) supocmae 3 camoeo <«IpyHmy Hecei-
doM020», NPUPOOHUX Ul KYAbMYPHUX 0cobausocmeli 6ymms Hapody 8 icmopii.
B apxemuni «<macka» @ epaHuuHo KOHUEHMPOBAHOMY GU2AA0I NPUCYMHI 81aC-
muei KOHKPemHOMY ONepHO-MeampanbHOMy NepcoHadicy NPUHUUnU 8UO0py
Mooenell mMucaenHs i 6e3ymosHux imnepamusie noseedinku. Macka, macka-
NepcoHadic, Macka-oopas CUMBONIMHO 0OpMASE D0CBI0 epu Ui CMIXY, 8UB00UMD
A100UHY 3a Medici eMNipUMH020, NOBCAKOEHHO20, NPUX0GYIOHU Ii 3anepeuyioqu
il koauwnrw ocoby. Macka, makum 4uHoM, mpancyeHdye ardcoke 6ymms,
Hece 6 co0i Modcausicmy 05 MHOOUHU CMAamu iHWo, nepelimu 00 iHuL02o 8Udy
bymms, gucmynarouu y KapHaeani NPUHUUNOM OHMOA02IUHO20 NepPemEopeHHs

NI00UHU.

Karouosi caosa: apxemun, KyabmypHuil apxemun, Macka, imaniiicbka ko-

Mmedisi Macok, onepa, onepHo-meampanbHa mpaouyis.

Yxcao I3uroans, couckamenv kagheopvl ucmopuu My3viKu U MY3blKaab-
Hotl amuoepaghuu OdeccKoil HAYUOHAAbHOU MY3bIKAAbHOU aKademuu UMeHU

A. B. Hexcdarnosoii
Apxemun macku 6 e6ponetickoii onepHo-meampaivHol mpaouyuu

Ileavto cmamvu seasemcs cmpemaenue onpedeaums apxemunuveckue
c80lICMBa MAcku 6 paseumuu esponeiicKoll OnepHo-meampansHoi mpaou-
yuu ¢ ebloeneHuem UmanbaHCKol Komeouu MacoK Kaxk 00H020 U3 8aANCHEUUUX
ocHoeanuil ee pazeumus. Memodoaoeus pabomol onpedensiemcs: eOUHCMBOM
UCOPUKO-KYAbIMYPOA0UHECK020, MeampogeduecKoeo, Aumepamypogedue-
CK020, NCUXO0N02UHECK020, MY3blK08e04eCK020 aHAAUMUUECK020 U Onepoged-
Yeck020 nooxo0008, co30auUx KOMNACKCHbLL UHMEPOUCUUNAUHAPHBLI Oa3uc
uccnedosanus. Hayunas noeusna pabomol cés3aHa ¢ usyyenuem u evidene-
HUeM KOHUenmydaabHo20 CO0epICAHUs apXxemuna MackKu 6 esponeticKoll onep-
Ho-meampanvroil mpaduyuu. Beieodst. Macka kak «kyavmypHblil apxemun»
(C. Asepnuues) svipacmaem u3 camoil «no48bl 6eCccO3HaAmMeNbHO20», NPUPOO-
HbIX U KYAbMYPHBIX 0COOeHHOCmel Obimus Hapooa é ucmopuu. B apxemune
Macka é npedeavHo KOHUEHMPUPOBAHHOM 8uUde cO0epicamess Npucyujue KoH-
KDemHOMY ONepHO-MeampanbHOMy NepCOHAdNCY NPUHUUNBL 8bl00pa mooenell
MbluineHus U 6e3yCA08HbIX UMNepamueos noeedenus. Macka, macka-nepco-
Haic, MAcKka-o0pas CUMBOAUHECKU 0(hopmMAsem ONbim Uepbl U cMexd, 8ble00Um
ueN08eKa 3a npedenvl IMIUPUYECK020, NOBCEOHeBH020, CKPbleas U OMPUUAds
e2o0 npexcree auyo. Macka, makum o6pazom, mpancyeHoupyem ueno8e4ecKoe
Ovimue, Hecem 6 cebe 803MOICHOCMb 0451 4eA08eKA CIamb OpyeuM, nepeimu
K UHOMY 8udy Obimus, 8blCMYNas 8 KapHaeane NPUHYUNOM OHMON0UYECK020

npeotpanceHus 4en08eKa.

Karouesnle caoea: apxemun, KyabmypHblil apxemun, MAcka, UManbSHCKast

KomeOus MacoK, onepa, OnepHO-meampanbras mpaouyus.
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Relevance. Opera and theatrical tradition, regarded as an integral his-
torical and cultural phenomenon, has always occupied a special place in
the cultural process as a socially significant phenomenon that can become
an expression of ideas and thoughts that excite society the most. It should
be noted that the frontiers of XIX—XX and XX—XXI become two periods
in which significant changes in the understanding and interpretation of the
opera genre occur, since it is during these periods that the opera, as well as
the opera-theatrical tradition as a whole, becomes the object of directorial
and staged and performing experiments, attempts to update the content of
the opera performance. At the same time, it can be stated that in the modern
operatic and theatrical tradition, the leading tendency is to rethink the old
repertoire. Often, such a rethinking occurs at the expense of transferring the
action to another epoch and another social environment, and, sometimes, a
significant rethinking of the overall dramatic line, which leads far away from
the original intention of the work. Such retrospective appeals to the experi-
ence of past centuries for the opera-theatrical tradition are quite frequent —
the ancient, mythological, biblical themes, as well as the traditions of the
folk theater, in particular the Italian comedy of masks, which received mul-
tiple interpretations in composing, theatrical, directing and performing art.
Representatives of many creative professions turn to the commedia dell’arte
traditions, highlighting the archetypical properties of the mask, considering
it as the basis of their innovative research, allowing to create relevant and
socially pointed works that reveal the most problematic areas of social and
cultural structure.

The purpose of the article is to determine the archetypical properties of
the mask in the development of the European opera and theatrical tradition,
highlighting the Italian comedy of masks as one of the most important bases
for its development. The methodology of the work is determined by the uni-
ty of historical, cultural, theatrical, literary, psychological, musicological,
analytical and operatic approaches that create a comprehensive interdisci-
plinary basis of research. The scientific novelty of the work is connected
with the study and identification of the conceptual content of the mask ar-
chetype in the European opera and theatrical tradition.

Review of literature on issues. The study of the mask archetype led to an
appeal to a wide range of literature on the theatre history, without which a
multilateral consideration of the interpretation of commedia dell’arte masks
and their «heirs» in the European opera and theater tradition would be im-
possible. One of the first theater critics to write a study on the Italian theater
of masks was K. M. Miklashevskyi, in whose work «La Commedia dell’Arte.
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The theater of Italian comedians» [6] various versions of the emergence of
the European professional theater and its heroes are given. This work is still
one of the most important studies on the history of mask theatre. Not less
significant are the books of A. K. Jivilegov [3] and M. M. Molodtsova [7],
in which the components of the Italian masks, their artistic, figurative and
dramatic features in the process of their evolutionary development are ex-
amined.

The presentation of the main material. The commedia dell’arte masks,
born in the middle of the XVI century in Italy, were a powerful artistic stim-
ulus for European masters of various art forms. The dance and dramatic
experience of the comedy with its distinctively pronounced event-effective,
playful beginning, was borrowed not only by the theater in the variety of its
modifications, but also enriched the artistic-figurative dictionary of paint-
ers, writers and composers of the next centuries. As the researcher of the
Italian commedia dell’arte M. Molodtsova points out, starting from the end
of the XVI — early XVII centuries, after the Great Tours, the period of the
Franco-Italian history of the evolution of the Italian comedy of masks be-
gins [7]. However, with the beginning of the XIX century, this common vec-
tor loses its strength and we can state the isolation and parallel development
of two main theater lines — Italian and French, each with its own specificity.
From the XVII century, creative figures of various directions demonstrate
fundamentally different ways of refraction of the Italian comedy images.
The spectrum of content, semantic, plot and figurative interpretation of its
masks in the visual arts is quite wide: it varied from direct transfer to the can-
vas or the engraving board of theatrical scenes and peculiarities of comedi-
ans’ life to complex poetic, symbolic and philosophical concepts that were
used to load characters. All this points to the special archetypical properties
of the mask phenomenon and the need to study the mask archetype in the
context of the European opera and theater tradition.

In the world science, the concept of «archetype» was first recorded in
the texts of ancient thinkers, it found application in the works of medieval
theologians, classical and non-classical philosophy. This concept is widely
used in such scientific areas as linguistics, social and cultural anthropology,
cultural studies, ethnography, and musicology. The study of the concept it-
self, the reflection about its meaning was first undertaken in the works of the
Swiss scientist C. Jung. The archetypes in the works of the Swiss scientist
are interpreted as «primary images», «repetitive models of experience», pre-
served in the collective unconscious of humanity and expressed in myths,
religion, dreams, fantasies, as well as literary works.



200  ISSN 2524—0447. My3suune mucmeumseo i kyaomypa. 2018. Bunyck 27, knuea 1

Note that, although in most of the works devoted to the study of the con-
cept of an archetype, there is a steady tradition to view the theory of arche-
types as exclusively the work of C. G. Jung, nevertheless, it should be noted
that Jung’s theory was not born suddenly, «from scratch», it was preceded by
a long theoretical search for thinkers of different time. As it is well known,
«archetype» means a prototype, the root cause, the primary type, the proto-
type, the primary idea, the proto form in translation from Greek (arche —
beginning and typos — sample) [5]. In this category, the concept of a typos
is combined with one of the key concepts of the Milesian school philosophy,
with the concept of «arche», interpreted as the origin, a certain common
source and foundation of being. The main theme of early Greek philosophy
was the search for a single, unchanging and indestructible in a variety of
changeable, arising and destroyed. The philosophers of the Milesian school
Thales, Anaximander, Anaximenes and others tried to find some common
source, the root cause, the main principle of being — «arche». Numerous
searches for «the origin of being», «structure plan», «morphotype», «ar-
chetype», «unchanging structure» of objects led to the fact that in antiquity
there is an idea of the unchanging, eternal ideal essence that exists before
things (according to Plato’s teachings) or in things (according to the teach-
ings of Aristotle) and manifests itself in specific or individual differences as
an ideal type, plan, norm.

Therefore, C. Jung repeatedly pointed out in his works that the theory of
«original ideas» was in no way his «invention», he emphasized that he needed
to turn to the concept of «archetype» to explain the complex processes occur-
ring in man and society. The author of the theory of archetypes argued that
«this name is correct and useful for our purposes, because it means that when
we speak about the content of the collective unconscious, we are dealing with
the most ancient, better to say, original types, that is, from time immemori-
al, with cash universal images» [8, p. 92]. That means that in the historically
developed meaning of the concept of «archetype» Jung was attracted by uni-
versality. Using this term, he wanted to avoid any hint that it was a matter of
content, and not of a hereditary, unimaginable fundamental structure.

Subsequent studies carried out in various fields of scientific knowledge
based on the concept of the «archetype» of C. Jung carry out its implemen-
tation in various subject areas. At the same time, the category «archetype»
is filled with the content of the scientific discipline in which it is used, as
exemplified by numerous studies in such areas of humanitarian knowledge
as literature, psychology, sociology, linguistics, cultural studies, musicology,
etc. Thus, in modern science the concept «archetype» makes sense, on the
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one hand, a broader and more multidimensional than in its initial inter-
pretation of analytical psychology, on the other — a narrower one, adjusted
within the framework of one or another scientific discipline.

Considering the mask as an archetype and identifying its properties is
impossible without turning into a carnival with its elimination of subjectivity
and compaction of the «I» structure, which appears in the carnival as the
personification of anonymity, as indicated by Y. Kristeva [4, p. 552]. The
carnival man, according to Kristeva, is impersonal, deprived of the usual
boundaries of the identical, many-sided, masked. In the carnival there is no
I-single, I-identical, but there are many images, masks in which it flashes,
leaving its mark. So, in these masked images «I» doubles, it is being drama-
tized. The carnival mask destroys the ontological unity of the subject, acting
as a halt in being and the possibility of a new experience of being. The mask,
as Y. Kristeva presents it, is «yet-not-is-being», the mask is not being, not
presence, but only a pure being possibility [4, p. 552].

As M. Bakhtin believes, in a carnival the body is devoid of the bound-
aries of an individual, identical, in the elements of carnival it exists as a
grotesque, hyperbolic, ecstatic body: «It is never ready, not completed: it is
always built, created and builds and creates another body itself; besides, the
body absorbs the world and is absorbed by the world itself» [2, p. 195]. The
images of ecstatic carnival bodies are found in Dante’s «Inferno», where
they appear as allegories of human properties, such as a liar, depicted with
his head turned back, or angry, plunging knives. The ecstatic body lives on
the border between the body and the body, it is the body as a metaphor, as a
transformation, as an image. In this sense, the carnival person is a duality,
two bodies coexist in it: one dying (the former, pre-carnival body), the other
one conceived, the bear-born, the born — the carnival character. The mode
of theatricality assumes that the subject itself (its body) is completely hidden
behind the mask, goes into the role, in the represented character.

A mask image is a character played in a carnival, such as the figure of
Harlequin or Columbine. In the game, the individual is always masked,
always takes a different image, represents the other (his character), sorts,
changes masks, hiding behind the mask of either a jester or death. Thus, an
individual, hiding under different character masks, creates the ontological
formula «the same, but always different.» Thus, in the carnival everyone is
different and no one is himself.

The mask-image expresses the dynamism of being, its formation, trans-
formation, which leads to the comprehension of the principle of carnival
being — «not to be yourself». In a carnival, a person discovers his own being
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at the point of non-coincidence with himself, dramatizes, loses the inte-
gral completeness in the game, ceases to coincide with himself, denying the
identity of his «I», playing with the structures that previously constituted
him, creating the opposite «I» — his mask-character.

Thus, the mask, concealing the former appearance of the individual,
gave birth to a new state of his being, being under the sign of the mask. A
mask is a way and a form of acquiring a new type of being an individual who
is born in a carnival through a mask. The mask grows to the pre-carnival
face, eclipses, replaces, eliminates it, indicating the absence of any original,
single face; the mask-character becomes a new form of being of a person,
his real face in a carnival.

A mask in the space of a carnival is a way of renouncing a person from
the previous experience of being associated with the space of social norms
and relations. The mask-character is a true figure of otherness, an image
that opposes any monologism, any experience of self-identity, expressed in
social norms. The mask expresses the liberation of a person from the expe-
rience of the identical and movement towards a different way and another
form of existence. A person puts on a mask in the carnival to disappear, to
leave the former system of coordinates in a new state, devoid of any solid
foundations and boundaries that could fix the subject and his position in
the world. The mask acts as an effective principle that shapes the being of
a person, allowing it to be fulfilled, be accomplished in laughter and play
as modes of human expression. It is a mask, born in laughter and play, that
concentrates the experience of these modes of existence, actualizing them,
giving them the opportunity to manifest, come true, sound, becoming a
symbolic form of their implementation.

According to M. Bakhtin, «the mask is opposed to the completed being,
it is a stop, an attempt to present being as an incomplete process...». And
further, describing the mask as a metamorphosis of being, Bakhtin writes:
«the mask is associated with the joy of shifts and reincarnations, with cheer-
ful relativity, and with a cheerful denial of identity and unambiguity. With
the denial of blunt coincidence with himself; the mask is associated with
transitions, metamorphoses, violations of natural boundaries, with changes,
with a nickname (instead of a name); the mask embodies the game begin-
ning of life» [2, p. 35].

Among the numerous commedia dell’arte heroes, one can single out a
number of masks that were part of most European theater companies and
later became heroes of theatrical and operatic works: Harlequin, Pulcinel-
la, Doctor, Captain, Pantalone, Scaramouche, Tartaglia, Pedrolino, Piero,
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Lovers, Columbine, Servette and others. These characters are easily recog-
nizable, thanks to the costume, attributes, gestures and facial expressions
assigned to each character, thereby creating an easily recognizable psycho-
logical portrait of the theatrical hero. The characters — servants — zani,
whose characters were subjected to numerous transformations, in accor-
dance with the time and tastes of the public, enjoyed the greatest sympathy
among the audience. Among the whole group of servants, Harlequin, Pulci-
nella and Pierrot gathered particular love among the spectators. Their char-
acters turned out to be so plastic that they could literally represent the entire
spectrum of human types, human comedy, an ambivalent fusion of passions
and vices, good and evil, clown and real, carnal and romantic, physiological
and elevated impulses, laughter and tears, etc. The rest of the characters
preserved their characters without changes, without developing, as a result,
they gradually lost their relevance and, as a result, the public and artists
lost interest in them. As for the female characters, Columbines, Harlequins,
Pierrette and others, they appeared on the stage as maidservants — com-
panions -beloved zani, among whom the most popular among composers,
writers and theater directors was the image of Columbine.

An important feature of the Italian commedia dell’arte was the presence
of permanent types, «masks». In this case, «mask» means not only a spe-
cial device that is worn on the face (although many of the characters of the
commedia dell’arte really wore such masks), but also a certain socio-psy-
chological type: arrogant ignoramus, broken servant, amorous old man, etc.
Each of these characters had a certain costume and an unchanged set of stage
techniques — characteristic expressions, gestures, and poses. The actor in
the commedia dell’arte played the same role all his life, the same character in
the different offered circumstances. From his youth he could go on stage as
an old man, Pantalone, or, to his old age, play the young and playful Brigella.

There was no rigidly fixed dramatic text in the comedy dell’arte. There
were scenarios that were just a diagram of the main events. The scenario
consisted only of an outline of the main events. The lack of texts led to an-
other feature of the commedia dell’arte — improvisation. The actors had to
invent the text on the move in accordance with the character and psycho-
logical characteristics of that «mask», which became their stage alter ego,
and improvisation became an obligatory aspect of the commedia dell’arte
functioning. The most noticeable is the influence of the Italian commedia
dell’arte in operatic works, where composers turn to this original source,
emphasizing the idea of carnivalization, as exemplified by S. Prokofiev’s
opera «Love for Three Oranges».
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Conclusions. The mask as a «cultural archetype» (S. Avernitsev) grows
out of the very «soil of the unconscious,» the natural and cultural char-
acteristics of the existence of a people in history [1, p. 54]. The inherent
principles of a particular opera and theatrical character to choose the mod-
els of thinking and unconditional imperatives of behavior are contained
in the archetype of a mask in an extremely concentrated form. The mask,
mask-character, mask-image symbolically shapes the experience of play-
ing and laughing, takes a person out of the empirical, everyday, hiding and
denying his former face. The mask, thus, transcends human existence, car-
ries in itself the possibility for a person to become another, to switch to a
different kind of being, speaking in the carnival as the principle of onto-
logical transformation of man. At the same time, the mask gives a person a
new face as a sign of a new experience of being, a carnival being. A person
who has put on a mask represents the world as a space of transformations,
metaphors, endless playing, becoming, which in principle does not know
the end. Being in a mask is always agile, changeable, unstable, incomplete,
incomplete. It always becomes, opposing any definition, escaping exposure,
excluding the identity of the person hiding under the mask. The world is
built up around the mask as a metamorphosis, it embodies the idea of its
variability, polyphony, and diversity. The world expressed through a mask is
a world of relative, unstable, mobile, devoid of any definite principles. This
is the world of becoming, flickering, blinking, in which only the mask lives.
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