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GENESIS AND GENRE ATTRIBUTES OF THE CHAMBER OPERA

The purpose of this article is to study the genesis of the chamber opera on the way of the formation of its typological
features and the genesis of various genre modifications. Scientific novelty due to the identification and justification of typological
features, characteristic features of the genre sphere of chamber opera. Methodology. The article uses an updated analytical
approach to the study of European chamber operas, on the basis of which it becomes possible to determine the genre attributes and
characteristics of the composer's stylistic complex. Conclusions. Starting from the end of the 19th century, the chamber opera
acquires independence, being separated from other varieties of the operatic genre, becoming an equal unit, maintaining and
strengthening this status right up to the present day. The most illustrative features of the operatic genre of operatic are its
psychological orientation with the desire to convey the complex and controversial inner world of the heroes of operatic work.
Often, composers create the concept of a reflective person and a sense of opposition to the outside world.

Keywords: opera, genre, chamber opera, chamberization, dramatic content, “new drama”.

Hocyna Anamoniii Banenmunosuu, xanoudam mucmeymeo3Hascmed, 6.0. ooyenma kagedpu convroeo cniey OHMA
imeni A.B. Hedcoanogoi.

T'enezuc ma scanposi ampuoymu Kamepnoi onepu.

MeTo10 naHoi cTarTi € JOCIHi/DKeHHS TeHe3W KaMepHoi omepu Ha HULIXy (opMyBaHHS I THUIOJIOTIYHMX O3HAaK i
BUHHMKHEHHS PI3HUX JKaHPOBUX Mojaudikanid. HaykoBa HOBH3HA 00yMOBIICHA BHUSBJICHHIM Ta OOIPYHTYBAHHSM THIIOJIOTTYHHX
pHUC, XapaKTepHUX OCOOJMBOCTEHl >kaHpOBOI cdepu kamepHoi omepu. MeTomoJiorisi. Y cTaTTi 3aCTOCOBYETHCS OHOBIICHHIA
AQHAJITUYHUHA MiIXiZ A0 BUBUEHHS €BPOIEHCHKHX KaMEpPHHMX OIep, Ha MIJICTaBi SIKOTO CTa€ MOXIIMBHM BH3HAuYaTH >KaHPOBI
aTpOyTH Ta XapaKTEepHI OCOOJMBOCTI KOMITIO3UTOPCHKOTO CTHIIICTUYHOTO KoMIuiekcy. BucHoBku. [Toumnarounm 3 kiHma XIX
CTOJITTS, KaMEpHa OIepa Ha0yBa€ CaMOCTIHHICTD, BIIAUISIOYHCH BiJl iHIIUX PI3HOBHIIB ONEPHOTO JKAHPY, CTAE€ PiBHOIPABHOIO
OJIMHUIICIO, 30epirarouu 1 3MIMHIOIYH [IeH CTaTyc ax J0 ChOTOAHINTHIX AHIB. HaliOimpIl MOKAa30BUMHU pHcaMH KaMepHi3aiii
OTIEPHOTO JKaHPY MOXKHa Ha3BaTW Ii IICMXOJOTIYHY CHPSMOBAHICTh y IOE€AHAHHI 3 TParHeHHSAM IepellaTH CKJIAJAHUH Ta
CyINepewInBUA BHYTpINIHIA CBIT repoiB omepHOro TBopy. Haifuacrimie KOMITO3MTOPH CTBOPIOIOTH KOHIEMIIO peduieKCyrodoi
JIFOJIMHY 1 BIIIYTTSI MPOTUCTOSIHHSA OCOOUCTOCTI HABKOJIHUIIHLOTO CBITY.

KuarouoBi ciioBa: onepa, )xxaHp, kKamepHa orepa, KaMepHi3allisi, ApaMaTypriuia 3MicT, «HOBa Jpaman.

Hocyna Anamonuii Banenmunosuu, kanouoam uckyccmeoseoenus, 8.0. doyenma rkageopuvl convnozo nenus OHMA
umenu A.B. Hexcoanogoil.

T'ene3uc u sncanposvie ampudymuol KamepHoii onepol.

Iebio [aHHOMN CTATHU SIBISICTCS CCIIEIOBAHHE TeHE3KCa KAMEPHOM OTephl Ha MyTH (POPMHUPOBAHHUS €€ THIIOJIOTHUECKUX
NPU3HAKOB ¥ BO3HUKHOBEHHS PA3JIMYHBIX JKAHPOBBIX Moaubukanuii. Hayunasi HOBH3HA OOYCIOBJEHA BBISBICHHEM U
00OCHOBaHHUEM THITOJIOTUYECKUX YEPT, XapaKTEPHBIX OCOOCHHOCTEW KaHPOBOW cepbl KamepHOW omepsl. Metomosorus. B
CTaTbe MPUMEHSICTCS OOHOBIICHHBIN aHATUTUYCCKHN MOIX0/ B M3YYCHUU EBPOICHCKUX KAMEPHBIX OIep, HA OCHOBAHUH KOTOPOTO
CTAaHOBUTCS BO3MOXKHBIM OIPEIEINISATh XKAHPOBBIC aTPUOYTHI U XapaKTEPHBIE OCOOCHHOCTH KOMITO3HTOPCKOTO CTHIMCTUYECKOTO
koMmIuiekca. BeiBogbl. Haunnas ¢ xonma XIX Beka, kamepHas omepa MPHOOPETaeT CaMOCTOSTEIBHOCTh, OTICIASACH OT HHBIX
Pa3HOBHUIHOCTEH OIEPHOTO >KaHpPAa, CTAHOBUTCS PABHONPABHOW CAMHHUICH, COXpAHSIS M YIPOUYUBAS ITOT CTATyC BIUIOTH [0
ceromusAmiHAX gHedl. Hawmbosee mokasaTenbHBIME —YEpPTaMH KaMEPHHU3AI[MM OINEPHOrO JKaHpa MOXKHO Has3BaTh ee
MICHXOJIOTHYECKYO0 HAIPABJICHHOCT CO CTPEMJICHUEM MEPEIaTh CIIOKHBIA U MPOTHBOPCUUBBIA BHYTPEHHHI MUP T€POEB OIIEPHOTO
MPOU3BEACHUS. 3a4acTyi0 KOMIIO3MTOPHI CO3JA0T KOHIICIIHIO PE(IIEKCHPYIOIIETO YEIOBEKAa M OMIYIICHHE MPOTHBOCTOSHHS
JINYHOCTH OKPYKAIOMIEMY MHPY.

KioueBble cj10Ba: orepa, JkaHp, KaMepHas orepa, KaMepHH3aIHs, IPaMaTypruieckoe CoJepiKaHue, «HOBas Apamay.

The relevance of the chosen topic of this article is explained by the fact that many
researchers spoke about the crisis of opera at the turn of the X1X-XX centuries, as well as in
the early years of the XX century, moreover, it was believed that the decline of interest of the
audience in the opera genre can be explained by the complication of the musical-dramatic

content of operas. Meanwhile, at the turn of the XIX-XX centuries there is a process of



intensive genre renewal connected with the ongoing processes in operatic art and the desire
to emerge from the crisis situation, dozens of opera works appeared in the creativity of
representatives of various national schools in this period. Today these works are regarded as
classic examples of the opera genre in the XX century.

In general the twentieth century was a period when ideas about the operatic genre and
its boundaries were significantly rethought. Reflections on this topic lead to the fact that
some researchers of operatic arts propose to refuse from the term “opera” and replace it with
the more voluminous concept of “musical theater”. It is explained by the fact that a
significant part of operas written in the twentieth century do not meet the genre criteria that
have been applied to opera for a long time.

The purpose of this article is to study the genesis of the chamber opera on the way of
the formation of its typological features and the emergence of various genre modifications.
Scientific novelty is caused by the identification and justification of typological features,
characteristic features of the genre of the chamber opera. Methodology. The article uses an
updated analytical approach to the study of European chamber operas on the basis of which
it becomes possible to determine the genre attributes and characteristics of the composer's
stylistic complex.

Review of literature on selected issues. All musicological studies in which the
phenomenon of chamber opera is somehow affected, can be conditionally divided into three
groups. So, the first group includes A. Gozenpud’s studies on the history of the Russian and
Soviet opera theaters and B. Yarustovsky’s essays on opera dramaturgy of the 20th century.
These works methodically examine certain historical periods in the development of the
operatic genre and the samples of small form operas are also considered along with the study
of multi-act operas. The second group of studies consists of monographic works on creativity
of composers who appeal to the operatic genre including the chamber opera in their work.
Among such studies we can mention the works devoted to the studying of B. Bartok, B.
Britten, Z. Kodai, P. Hindemith, 1. Stravinsky and many others. And, finally the third group
of studies includes a very short series of studies, which choose a small form or chamber
opera as the subject of their research. Such works include the studies by R. Rosenberg, A.
Selitsky, M. Basok, and some others.

The presentation of the main material. The dynamic interaction of opera with

adjacent genres and the process of interpenetration of elements characteristic of other genre



forms into the opera is one of the most common signs of the development of music in the
XX century, which in turn leads to the emergence of mixed operas. So, the opera comes
close to the oratorio, cantata, it uses the elements of pantomime, various theatrical-stage
forms, cinematography. Consequently, in the process of more than four centuries
development of the opera a diversity of genre types and historical models of opera, varieties
reflecting the specifics of this type of art, diverse genre designations have developed.

An important component of the evolution of the chamber opera, or how it is
sometimes defined - the opera of a small form, becomes the enrichment of its musical and
dramatic principles by attracting the techniques characteristic of other theatrical and musical
genres. This tendency significantly updates and changes the very nature of the opera which
allows us to speak about the isolation of the chamber opera genre. The chamber opera is a
heterogeneous phenomenon in which several directions can be distinguished that allows the
division within the genre.

In many musicological studies chamber opera is named a small form opera or small
opera which distinguish the phenomena of a large and small forms. Operas belonging to the
small genre kind are widely called chamber along with the similar designation. The term
“chamber” is relevant to reflect the specific features of a small opera work where the
chamber nature is equally relevant to the limited spatial and temporal parameters of the work
to the laconic stage embodiment with the rejection of entertainment and scale, characteristic
of a multi-act type of opera as well as to the number of performers - instrumentalists and
vocalists. The latter can serve as confirmation of the validity of the use of this particular term
— a chamber opera. In other words, the term chamber opera can be used as a universal,
although it requires some clarification.

Such genre operatic versions as “madrigal” opera, buffoon opera-intermedia,
recitative-declamatory opera, opera-dialogue, opera-monologue are of a big importance for
acquiring a number of specific features that allowed this phenomenon to become
autonomous. On the way of genre formation of the chamber opera, special significance in.
General expressive means and performing techniques that arise between these varieties and
form a kind of "intertext" which serves as the basis for determining "its" style in this genre
area. S. Osadchaya points out that “the spiritual-semantic center of the opera cannot be
outside the plot, the action, the conflict, the character of the heroes beyond the genre mood
of the dramatic whole” [8, p. 11].



It is remarkable that the formation of the musical style and stylistic properties of the
chamber opera takes place in the immediate close relationship between its dramatic, poetic
and theatrical-stage levels. In other words, the interaction of these levels and the
phenomenon of chamber opera represents an artistic synthesis typical of this genre form and
should be evaluated in the connection with it. In this context the connection with the verbal
(poetic) level becomes extremely important, it should be considered both as a structural-
compositional and as an informative beginning of the genre form. However, as O. Lisovaya
points out, “the connection of this genre Kind with a tragic aesthetics is the most important
which leads to the formation of such psychologically immersed varieties as a mono-opera
and a duo-opera in their attraction to each other” [6, p. 69].

We can come to the conclusion that the chamber opera becomes a full genre unit
starting from the end of the XIX century, its relevance and demand are not only preserved
but also strengthen in the nowadays musical culture. An important aspect of the chamber
opera is the tendency of making psychological images, the desire for accurate and subtle
embodiment of the inner world of heroes, their complex, contradictory, and sometimes
anomalous states. During that the mentioned tendencies approach the individual composer's
settings, “a heightened sense of opposition of the individual to the world, the concept of a
reflecting person who is in the sphere of spiritual and mental alienation (rejection) from
himself and incomprehensible reality” [5, p. 104-105].

O. Komarnitskaya in her work “Russian Opera of the XIX - early XXI centuries.
Problems of genre, drama, composition” dwells on the chamber opera of the designated
historical period and notes that “there are also the principles of poetic kinds of art in the
chamber works: drama - in the operas “Mozart and Salieri”, “The Miserty Knight” , "Aleko",
"The Noblewoman Vera Sheloga ", "A Feast in Time of Plague ", lyrics and drama - in the
opera "Francesca da Rimini". Apparently “Iolanta” is the only example of a lyric opera in its
mono-genre incarnation in Russian art of the classical period” [5, p. 105].

A number of features noted by B. Yarustovsky should be added to the already marked
features of the chamber opera. These include the increased value of the orchestra in chamber
opera, the close connection in the logic and methods of development of operatic forms and
purely instrumental, the increased role of timbre dramaturgy and the increasing role of
development in the orchestral matter. Speaking about the expressive possibilities of the

chamber opera, we will quote the B. Britten’s statement who was particularly attentive to this



genre. Thus, the chamber opera seemed to him “more flexible for the expression of secret
feelings. It provides an opportunity to focus on human psychology” [3, p. 63]. Such an
interest in the inner world of a person is a characteristic not only of an opera written for a
chamber ensemble and a limited number of actors. Equally this property is typical for many
other operas which are quite traditional in terms of the used dramatic, musical and expressive
means and in terms of the performing staff (“Wozzeck” by A. Berg, “Katerina Izmailova” by
D. Shostakovich, etc.).

Authors of the musicological works which analyze the operatic creativity of individual
composers, or operas in which the tendency of making it chamber is clearly felt, they often
focus their research attention on the study of dramatic and shaping principles of the work
without giving generalized genre definitions. In most cases the authors of monographs focus
on the headings and subtitles given by the composer, while deepening the study of the
cultural context that influenced the creation of a specific work.

If the traditional system of units of the opera division cannot be quite acceptable for
determining the specifics of a modern multi-act opera, in the case of a chamber opera the
generally accepted system in musicological studies is insufficient, and in some cases
untenable. Even the substantive level of an opera work ceases to be a defining moment of
drama and form, as it was in the classical multi-act opera of the XVI11-XIX centuries, and at
least partially preserved in the modern multi-act opera.

Consequently, based on the analysis carried out it can be concluded that the genre
subtitle in the chamber opera ceases to reflect the specific features of drama and shaping. In
turn, this genre subtitle ceases to serve as a reference point in the analysis of a work as it was
observed in the case of a traditional multi-act opera. It remains necessary to compare the
signs of commonality or difference and the assignment of the analyzed opera to one or
another group of similar works.

In each of the designated types of chamber operas there are individual laws that are
more or less present in operas, however, in almost every noticeable manifestation of the
operatic genre unique features that make it possible to speak about the originality of its
concept can be found. The artistic tendency of the chamber opera as “art of the state” is
associated with the process of psychological substantiation, the inner motivation of the
characters' actions - unlike large-scale works in which the psychological displays of the

characters personify a reflection of the preceding external stage action and project the



deployment of future plot events. O. Komarnitskaya notes that due to it one can speak about
the emergence of a special inner-conflict drama, mediated through “the collision of the main
character (who mostly acts as the only hero in whom the effective beginning is focused -
Salieri, Baron, Aleko, Valsingam)” [5, p. 104].

M. Bakhtin’s thoughts on the artistic process, the artistic act are very important. He
stated that the artistic act “does not move in a vacuum, but in a tense valuable atmosphere of
responsible mutual determination” [1, p. 26]. Further M. Bakhtin points out that although the
work of art is limited in space and time, displacing everything else from the “space occupied
by it”, the artwork becomes “alive and significant” only “in tense and active mutual
determination with the identified and appreciated by act reality (the italics is ours - A.N.)”
[1, p. 26].

At the same time discussing the process of the origin of the artistic work content, M.
Bakhtin comes to the conclusion that its appearance is a consequence of the reality of
cognition and the ethical act which belongs “in its identity and appreciation to an aesthetic
object” and undergoes a ‘“concrete, intuitive unification, individuation, concretization,
isolation and completion, that is, a comprehensive art decoration with the help of a certain
material ”[1, p. 32]. These M. Bakhtin’s thoughts are extremely important in the process of
studying any artistic phenomenon and its content, in our case they take on a special
significance, since in M. Bakhtin’s words “content is a necessary constitutive moment of an
aesthetic object, the artistic form is correlative to it, beyond this correlation it has not any
sense at all” [1, p. 32].

It is remarkable that those agents and circumstances that initiated the dramatic (and
sometimes tragic) peripetias of the chamber opera plot are some kind of eventual outline and
remain outside the work, that is, there is some conflict beyond the work, the settlement or
discussion of which happens in compositional boundaries of a specific sample of a chamber
opera.

In general, the artistic and aesthetic tendency to make the operatic genre chamber is
the result of the composers’ desire to accurately convey the inner psychological state of the
characters of the opera, to try to justify and motivate their actions. The most significant
difference from large-scale opera compositions can be observed in which the psychological
states of the heroes reflect the previous opera-stage action and largely determine the

subsequent deployment of the opera text.



In other words, in multi-act operas any psychological displays are prepared and
explained by the previous musical-stage material and determine the further development of
the work. In the chamber opera, it is as if a print is made, a cast of the psychological state of
the hero at a given moment in time. This explains the mastery of the new type of dramaturgy
by the opera which is defined in I. Chistyukhin’s book “On Drama and Dramaturgy” as an
internal conflict dramaturgy or an internal type of conflict [7, p. 62].

The researcher describes this type of dramatic conflict as a conflict within a person, a
conflict with themselves. “For example, between mind and feeling; duty and conscience;
desire and morality; conscious and subconscious; personality and individuality; essence and
existence, etc." [7, p. 62]. Therefore, in theatrical-stage implementation the transfer of the
internal type of conflict most often occurs through collisions of the main character who often
acts as the only hero in whom the effective principle is concentrated.

This is confirmed by a long series of opera compositions in which we can observe
either an extremely reduced composition of characters, or a reduction of the composition to
one actor. In general it can be said that the chamber type of an operatic piece is characterized
by the principle of the embodiment of the “inner man”, according to M. Bakhtin with the
polyphonic juxtaposition of the “contrast unmerged voices” inherent in this type. This
fundamentally distinguishes the chamber opera from the multi-act, since there is a variety of
moral and philosophical points of view in the latter primarily due to the large number of
actors. We want to mark M. Bakhtin’s position who indicates that comprehension of the
“depths of human soul” is impossible on the path of “external-completing” research, as “...it
IS impossible to master the inner person (the italics is ours - A.N.), to see and understand
him, making him an object of indifferent neutral analysis, it is impossible to master it by
merging with it, feeling it. No, you can approach it and you can reveal it - or rather, make it
open up itself - only by communicating with it through the dialogue” [2, p. 293].

On the one hand, the general dramaturgical principles of the chamber opera are related
to the concentration of the plot around one line of action which vividly contrasts with the
multidimensional storylines that develop in the grand opera. On the other hand, there is a
maximum emotional and psychological intensity in the chamber opera which sometimes
exceeds the samples of a multi-act opera in its intensity. The basis of the vocal speech of the
characters becomes the declamatory or recitative-arioso style which has enormous

possibilities in the embodiment of emotionally-reflective states of the human soul.



Studying the principles of dramatic structure in chamber opera compositions, it should
be noted that the chamber opera involves a number of techniques and qualities belonging to
related artistic phenomena in its circle of artistic and expressive, figurative and semantic
means. The traditional combination of drama and music for an opera is an example but the
drama appears in a slightly updated form, in the form of using the principles of the “new
drama”. Studies of recent years which consider the phenomenon of a "new drama", indicate a
special understanding of the conflict and its updated interpretation in which a "new space-
time continuum” is formed “characterized by double layer and bidirectionality. The events of
the works “happen in the present, but are projected onto the whole human life” [4, p. 156].

Findings. Starting from the end of the 19th century, the chamber opera acquires
independence, being separated from other types of the operatic genre, it becomes an equal
unit, maintaining and strengthening this status right up to the present day. The most
illustrative features of the chamber operatic genre are its psychological orientation with the
desire to convey the complex and controversial inner world of the heroes of the operatic
work. The composers often create the concept of a reflective person and a sense of
opposition of the individual to the world around them.

Based on this the properties characterizing the new drama and explaining the
processes that take place in the chamber opera are revealed. So the works of this type are
characterized by the expansion of the boundaries of time and space which leads to a discrete,
torn composition in the works, the everyday side may be present in the works, but it is
relegated to the background and is only a frame of the action. The final scenes, as a rule, do
not bring clarity to the presented action, but rather remain in plain text, ellipsis. A very
revealing and important feature characterizing both the works of the “new drama” and
chamber operas is the weakening of the unity of space and time in combination with the
strengthening of the unity of action. In the "new drama" the strengthening of the unity of
action is carried out by reducing the number of actors which sometimes comes down to one
main character (narrator in monodrama).

This can be correlated with identical processes in the chamber opera where the
number of characters involved in the opera can also be reduced to one actor (as in the mono-
opera). The events, unfolding in the “new drama” or chamber opera, represent a series of life
situations, fragments as if pulled out of an endless succession of events which makes these

two phenomena related. On the whole, the general aspiration of a dramaturgic decision can



be presented as the most emotionally intense statement as a “cry of the soul” affecting not

only the hero of the work personally but also the most painful aspects of the life of society.
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