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THE CATEGORY OF OPERA STYLE AS THE BASIS OF THE THEORETICAL

The purpose of this article is to determine the category of opera style as the basis for the theoretical
modeling of the modern opera theater, respectively, to distinguish the leading stylistic features of modern
opera theater as a holistic artistic and creative phenomenon. The methodology of the study is created by
cultural, genre-typological, semantic-stylistic and interpretive-textual approaches. The scientific novelty of
the research is due to the introduction of the category of operatic style as a generalizing socio-cultural and
genre-semantic experience of the modern opera theater, a system-differentiated approach to the style of
opera creation as a holistic artistic-institutional phenomenon. The conclusions of the study allow to
propose a system of stylistic definitions of structural and semantic properties of modern opera theater as a
complete, socio-historically motivated phenomenon.

Keywords: opera style, modern opera house, musical theater, genre style, artistic and creative
phenomenon, image of personality.

Usican Mo 3000y6au xagedpu icmopii my3uxku ma mysuunoi emuoepagii Odecvkoi HayioHaIbHOL
my3uunoi axaoemii im. A. B. Heorcoanosoi

Kamezopia onepnozo cmunio ak 0cHo6a meopemuunoi mooeni CyuacHo20 oneprHozo meampy

Mema oanoi cmammi — 6usHauUUMU Kamez2opilo ONEPHO20 CMUNIO [K OCHO8Y MeoPemuiHo20
MOOENI0BAHHA CYHACHO20 ONEPHO20 meampy, 6I0N0GIOHO BUOKPEMUMU NPOGIOHI CMUNbOBI PUCU CYUACHO20
onepHo20 meampy SIK YiNiCHO20 X)OO0HCHbO-MBOpu020 ¢heHomena. Memooonozia docniodicents ymeopenda
KYIbMYPONOIYHUM, — IHCAHPOBO-MUNONOSIYHUM, — CEMAHMUKO-CMUNbO8UM — mMA  IHMEpnpemamueHo-
mexkcmonociunum nioxooamu. Hayxkoea mnoeusna Oocniodcenus 3ymosiena 3anpoeaodiCceHHs Kamezopii
ONepHO20 CMUNIO SAK Y3A2albHIOIYOI COYIOKYIbMYPHULL MA HCAHPOBO-CEMAHMUUHUN 00C8i0 CYHUacHO20
OonepHo20 meampy, CUCMEMHO-0UGepeHYitlosanum nioxo0om 00 CMuUiIbO8020 3MICIY ONEPHOT MBOPUOCMI 5K
YINICHO2O XYOOHCHLO-IHCMUMYYIOHATLHO20 asuwa. Bucnoexu 00CIOMHCEHHS 003601510Mb
3aNpPONOHO8Y8AMU CUCMEM) CIMUTLOBUX BUSHAYEHbL CMPYKMYPHO-CEMAHMUYHUX 81ACMUBOCIEN CYUACHO20
OnepHo20 meampy sK 3a8epPuieH020, COYIOICMOPUYHO BMOMUBOBAHO20 (PeHOMEHA.

Knrouogi cnoea: onepruii cmunv, cy4acHull ONepHull meamp, My3udHUl meamp, JCaHpoGull CMmub,
XYOOHCHLO-MBOPUUL (heHOMEH, 00pa3 0coOUCMOCMI.

Uswcan Mo, couckamenv Kageopvl ucmopuu My3vlKU U MY3bIKaavHou smHocpaguu Qdecckoii
HAYUOHATLHOU MY3bIKATbHOU akademuu umenu A. B. Heocoanogoti

Kamezopua onepnozo cmunsa Kak 0CHO8A MeOPemMuUYEcKOl MOOeIU COBPEMEHHO20 ONEPHO20
meampa

Ilenv oannoti cmameu — onpedenums Kame2opuio OnepHo20 CMUJsl KaK OCHO8Y MeopemuiecKo2o
MOOenUpOBaAHUsI COBPEMEHHO20 ONEPHO20 Meampd, COOMEEMCMBEEHHO 8blOENUMb edylue CMuieble Yepmbl
COBPEMEHHO20  ONepHO20  meampa KAk  YeJNOCMHO20  XYOOHCeCMBEEHHO-MBOPYECKO20  (heHOMeEHA.
Memoodonozusa uccredosanus oOpaz06ana Kyabmypoa02UYecKum, HCaHpo8o-munoioeuieckum, CemMaHmuro-
CmunesblM U UHMEPNpemamusHo-meKcmonocuyeckum nooxooamu. Hayumaa moeusna uccredosanust
00ycnognena 8gedenuem Kamezopuu OnepHo20 CMuis KAk 0bobwaroueli coyuoKyIbmypHbuIll U HCAHPOBO-
CeMAHMUYecKUll ONblM COBPEMEHHO020 ONEePHO20 meampd, CUCMEeMHO-0UphepeHyuposaHubiM nOOX000M K
CMUNEBOMY COOEPHCAHUIO ONEPHO20 MBOPUECTBA KAK YELOCMHO20 XY O00HCECMBEHHO-UHCTNUMYYUOHATILHO2O
saenenuss. Boleoowl uccneoosanus nozeonsarom npeoiazams CUCMeEMY CHUNEBbIX ONpeoeneHUll CIMpyKmypHo-
CEMAHMUYECKUX CBOUCME COBPEMEHHO20 ONEpPHO20 meampa KaK 3a8epUieHHO20, COYUOUCTOPUYECKU
MOMUBUPOBAHHO20 (heHOMeHa.
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Knrwoueevle cnoea: onepHvili cmuib, COBPEMEHHbIU ONEPHbIL mMeamp, MY3bIKAIbHLINU Meamp,
HCAHPOBBIIL CIUTL, XY O0IHCECNBEHHO-MBOPUECKULL (heHOMeH, 00pa3 TUUHOCMU.

The relevance of the article topic is due to the need to form a coherent theoretical
understanding of the modern opera house as a single genre-style system. The concept of
"modern opera house" is determined by many factors; first of all, it points to a particular
artistic and aesthetic phenomenon, closely related to the attitudes and needs, the semantic
dominants of the contemporary culture. However, it is at least addressed to those value
realities of aggregate human experience that have acquired the status of historical universals,
that is, to be temporal - metatemporal - to destination. The phrase "opera house", in turn, also
contains some duality, since, on the one hand, it is directed towards the phenomenon of
theatricality - dramatic theater, on the other hand - to the musical art, insofar as it is
linguistic, in which it is presented with genre form of opera.

Thus, the definition of this concept (modern opera house) implies division and
juxtaposition (both theoretically and analytically and textologically) of theatricality as a
whole-value paradigm of artistic culture; operability as a key feature of an artistic image
(expression) in its specific genre synthetic form; musicality as a conceptual property of
operatic interpretation.

The aim of this article is to define the category of opera style as the basis of
theoretical modeling of contemporary opera theater, and accordingly, to distinguish the
leading stylistic features of modern opera theater as a complete artistic and creative
phenomenon.

The main content of the work. Musical theater in its overall constitutive quality is a
special phenomenon of world culture, which absorbed and reflected in the art form a long
historical experience of the human community, and therefore combines the features of
different national mental systems. As a particular phenomenon of culture, musical theater
objects to its various sides, the main of which are three.

The first is due to the genetic connection, the affinity of theater and music, the unity of
their initial aesthetic installations, which leads, firstly, to the crucial importance of the tragic
theme in the theatrical art, including its musical forms; secondly, to the discovery of the
choral basis of musical theater, in this connection - the meaning of "choral theme", so, the

topic of the historical unity of people in the theater arts [1].



The other side is connected with the creation of an image of a person as a "hero of
culture”, in the known opposition to the religious interpretation of this image in the Middle
Ages, but also in the literal closeness to its divine origin in ancient Greek and Renaissance
theater, marked by signs of anthropocentric worldview of a person, which underlies life
activity and personal uniqueness. This side also determines the importance of the musical
expression of the theatrical action nature, since it leads "deep" person, to the psychological
characteristics of the characters.

The third feature is determined by the fact that originally, since Aristotelian times,
theater seeks to present an action that is "important and complete", that means, completed in
its sequence a series of events that can replace and represent a series of life events; in other
words, the theatrical action must reproduce reality and have similar chronotopic features
with it, while reinforcing the most effective-visible and literally perceived realities of real
life, offering them a new narrative presentation.

Thus, historicism, the enlarged social significance of images and events, the
personification of the leading images and relationships, the psychological depth of the
means of artistic expression, autonomous relief plot design form the general style basis of
musical theater in its genre as a whole, including the modern one.

The generic stylistic integrity of musical theater is, first of all, historiographical, that
IS, retrospectively, since in its sequential formation one form changes the other, significantly
differing from the previous one and striving for an original interpretation of the constituents
of the musical and theater genre. In addition, the general history of musical theater testifies
to its constant confrontation with dramatic theater [3]. This confrontation leads to the
emergence of intermediate theatrical forms, with different preferences of verbal or musical
principles. But it also leads to the emergence of a number of synthetic musical and dramatic
forms, including those that go beyond the inherently theatrical arts, lead to the development
of other visual-artistic, spectacular spheres of culture (film, television, musicals and show
programs, advertising project, media, etc.).

But in this general history of theater, one thing is certain: the dialogical interaction of
two forms of artistic convention - the verbal, revealing the meaning of the action, in
solidarity with its subject side, and the musical, explaining the meaning of this action and its
subject realities, that is, indicating their importance to man, hence the psychological motives

for creating theatrical conventions.



The illusion of life, which becomes more important and more effective than life itself,
forms the main paradox of theatrical art; it determines the need for musical forms in the
translation of the human experience, since they are directly related to the intentional
experience.

The totality of the original basic stylistic features of the opera house (as a thickening
of the specific features of a musical theater) explains the importance of approaching it as a
communicative phenomenon presented, in particular, by A. Lysenkova's research [4]; it is
based on the study of the peculiarities and conditions of effective communication in the
theatrical musical culture, including the systematization of its types and technologies. The
author analyzes the present state of communication activity of the theater, in connection with
which he creates a program for the development of social communication of musical theater,
reveals its importance as a decisive factor in improving the social and economic efficiency of
processes in artistic culture, substantiates the role of musical and theatrical institutions of
culture as a special social institution — a communicative unit that integrates two plans:
artistic communication and social communication [4, p. 8].

A. Lysenkova proposes to define the essence of modern musical theater as a center of
multifunctional socio-cultural communication that integrates practically all types of social
interaction (interpersonal communication) - both through channels and media (musical,
visual, linguistic-pragmatic, etc.), and functions (artistic, socio-political, economic, etc.).
Thanks to this definition, it forms the “functional model” of the development of
contemporary musical theater - precisely as a center of social interaction and communication
[77,p. 9].

In the broad cultural context and in connection with the value orientations, spiritual
needs of culture, the phenomenon of K. Loseva-Demidova's musical theater [5], which
distinguishes operatic creativity in the general conglomerate of musical-theater phenomena,
is considered. The opera house, as one can judge from the material of its research, is the most
evidence of the positive side of the process of globalization and of the artistic life of culture,
contributes to the synthesis of cultures, their mutual influence and interpenetration, which
was clearly evident in the fate of the European opera of the Romantic era. According to the
author, large-scale world projects in the field of culture are actively being developed today,
which, by destroying national borders, form the world opera space; thus, the creative

practice of the Moscow Music Theater "Helikon-Opera™ under the direction of Dmitriy



Bertman, which has already firmly entered into the context of the world operatic culture of
the second half of the XX century, acquired social importance. Thus, to the basic stylistic
features of modern opera house a globalized character as an indication of the target
addressee and topological criteria of artistic activity - the space of distribution of opera idea
Is added.

K. Loseva-Demidova's statement that the opera house, as one of the institutions of
socialization, directly influences the formation of value orientations of the individual
consistent with the emotionological approach to the content of opera and the means of
artistic (musical, above all) reproduction of the personal consciousness of the individual (see
about emotionology: [2]). The representation of peculiar emotional matrices, which reflect
the psychological expectations of a particular social community and form ideal perceptions
of the inner world and personal settings of the subject, also have a stylistic significance, most
notably the musical material of the opera.

Indicators of the "great" general style of opera should also include repertoire, which
already leads to the identification of structural and semantic features of opera as a whole,
allows to study the immanent qualities of the genre system of musical theater, taking into
account the relationship between "high™ and "low", mass and elitist in contemporary culture,
forming quantitative and qualitative criteria for evaluating opera influence. Some authors
emphasize that the value aesthetic transformation of the recipient environment implies
increased attention to opera art, in particular to its socio-psychological significance, the
specifics of its traditions - both as artistic and as socio-functional [5, p. 167].

All authors acknowledge the fact that the popularity of opera in the world has
increased over the last few decades, as well as the tendency of public interest to return to
classical forms of opera. This tendency is interpreted as evidence of the reorganization of the
value hierarchy of modern culture as a result of the growing need of the human personality
for cultural self-identification. On the socio-cultural side, this reorganization of the opera
house is closely connected with the moral topos of the society, with the interethnic
interactions, positions and experience of relations of this society, which is especially
important for the training of performing opera personnel. Its results reveal the approximation
of indicators of high academic and publicly-popular popular genre environment, when the
distance between serious and entertaining types of art almost disappears; the image of the

recipient of a new type is formed, in the circle of interests of which the features of academic



and extra-academic art and art-popularization of classical works are combined. The general
criteria for the positive perception of artistic texts are their emotional effectiveness (the
ability to evoke strong emotional reactions that go into stable sensory concepts) and
hedonism (the ability to bring pleasure that comes from the broad aesthetic purpose of an
operatic phenomenon). They are also rightly attributed to the stylistic presumption of opera
art, but from its influence we have typical genre activity, that means, from the psychology of
recipients.

According to the observation of K. Loseva-Demidova, a significant new feature of
opera house functioning today is festivalization, as the organization of a special space not
just for theatrical action, performance, but for the joint leisure of the authors of the opera
spectacle and spectators / listeners. As O. Menshikov writes, the category of festivalization
was introduced into the scientifically-theoretical art and scientific apparatus as the definition
of a new unique informational and communicative direction of the modern theatrical process,
the main component of which is festive communication, that is, a special play behavior that
touches not only opera performers, but also recipients of a festival circle. In this way, "stage
reality" 1s a common reality of communication, a special "living" and “‘sovereign world", and
it “helps” actors, directors, playwrights, set designers, managers to be in a single tone. The
festival, being a neutral mediator, gives the audience and participants the opportunity of an
open dialogue to solve common problems, exchange of experience with domestic and
foreign masters through participation in conferences, seminars, trainings, workshops” [7, p.
4, 185]. However, in this way, the opera art is given the character of mass performance, a
kind of "folk festivities" [7, p. 185]. A. Loseva-Demidova notes that "the structure of value
consciousness of the™ consumer "society is being actively modeled today. And that leads to
the weakening of the developing and escalating entertainment and relaxation functions of art.
The act of attending an opera show in modern society becomes a social behavior, primarily
aimed at secular communication and status rest” [5].

In our opinion, the main thing in modern festivalization and "status™ of opera and
opera art is that, on the one hand, the focus on festivity as a special type of organization of
time, respectively, and the space of social (common) life of people is enhanced; on the other,
the importance of a holistic image of a modern personality, not as image behavior, but as a
value-complete social character, with the reconciliation of external social-co-existence and

internal psychological reflective boundaries, is growing.



Theatricality in its artistic and socio-psychological collective meaning becomes one of
the main semantic dominants of modern culture in its holistic globalization. The operatic
theatricality is of particular importance in this respect, since it allows to combine the main
epistemes of artistic consciousness - memorial-mnemonic, play, empathy, activity-actual and
affective-emotional.

The operatic genre style has the properties of transience in a wide aesthetic and
psychological range, which makes it a central link in the system of dialogic interactions of
musical art and society. Therefore, the opera generates both broad artistic symbolism and
broad artistic and communicative functions. Thus, as a kind of temple equivalent (the
"temple of art"), it directs to the ideal of unity - the voluntary spiritual unity of people - and
emphasizes the communal, by divine craft, purpose of man. As a theatrical genre, it is based
on the role-playing conditionality of behavior, it relies on the idea of a "boundary" - a ramp
that separates a fictional, played world from the real. As the equivalent of the musicality of
human consciousness - as an art form asserting the undisputed priority of musical language,
opera expresses isolation, individuality of a person - a character, takes care of its uniqueness,
at the same time sympathizes with its solitude and develops the idea of a person's personal
value.

It is because of the festive and festival orientation that the importance of the visual
factors, the spectacular side of opera productions, and in general of operatic creativity in all
its interpretive complexity and completeness, seem to be increasing.

The tendency of increasing the opera's artistic effectiveness in combination with the
interest in its classical installations leads to the strengthening of the role of dramatic directing
in opera productions, the aim of which is to modernize the synthetic language of opera, to
allow the audience to recognize their own image in the content of opera, thus sharpening the
possibility of aggressiveness. New directorial interpretations of famous opera texts, as well
as festival ways of organizing theatrical communication, are usually intended to attract the
viewer / listener to the theater directly, that is, to divert it from those technological channels
(tele-, internet communications) that make the audience "anonymous and internally”,
Reinforce the “processes of "atomization" and individualization” (K. Loseva-Demidova)
artistic perception.

A prominent feature of modern opera theatre is its only transnational (globalized)

repertoire policy, of course, taking into account the noticeable differences in repertoire



preferences, the specifics of national schools, etc. But, in general, the idea of a wide
exchange of productions and their authors, singers, conductors, directors prevails, and the
success of the opera house is perceived from this side - as it is open to the world artistic
process. Therefore, "it becomes relevant to adjust the repertoire policy of opera houses. In
the modern world, the opera house seeks to build on an open model (the isolationist
practically outdated itself)...; ... Theaters are actively expanding international connections
by leasing the best performances; creation of joint productions with the world's largest opera
centers (co-production system); exchange; practices for ordering new scores accepted
worldwide” [5, p. 163].

Also, it should be noted, first, that in the contemporary sociocultural continuum, which
Is experiencing a psychological cognitive and emotional crisis, there is a marked increase in
interest in classical forms of opera art, which can be considered as evidence of the need for a
new value hierarchy of culture - culture matrices restoration (see [2]).

Secondly, the modern opera house is forced to transform, responding to the need to
include in the chronotype of modern life, because the genre form of opera has always acted
as a valuable model of interpersonal relations; being both memorial-mnemonic and
prognostic, it is designed for an active dialogue of conditional opera characters with the real
circumstances of human existence.

This problem is addressed by Liu Jin's study [6], who highlights the position of
European and national opera in China, firstly, in the historical context of the development of
each, and secondly, by the performing arts as a unified system of creative relations. As the
author writes, "the problem of European and national opera in China ... was considered, first,
in the historical context of development in the country of each of them, and secondly, by the
performing arts as the only one. The possibility of the latter is dictated by the content-style
similarity: it was at the Chinese national opera that a dramatic rapprochement of western and
oriental musical theater took place. In this regard, it became necessary to master the manner
of singing and the nature of the stage embodiment of the content that has developed in
Europe™ [6, p. 149].

In this research it is emphasized that both vocal and stage skills of European
performers are formed in conservatories, and in China conservatories appear at the same time
as opera, but with great historical delay, in the first third of the XX century; they become the

main centers of opera performers formation. The very fact that the culture of academic



singing required for the development of opera art is formed in conservatories - these
originally European sources of music education - makes the experience of Chinese musicians
inheriting European countries, further exacerbating the need for such national interaction that
Is gaining momentum of global dialogue of the East and the West.

The scientific novelty of the research is conditioned by the introduction of the opera
style category as a generalization of socio-cultural and genre-semantic experience of the
modern opera house, a system-differentiated approach to the style content of opera creativity
as a holistic artistic and institutional phenomenon, by the diffusion of the definition.

The conclusions of the study allow us to propose a system of stylistic definitions of
the structural and semantic properties of the modern opera house as a complete, socio-
historically motivated phenomenon. Among them there are basic historicism, increased
social significance of images and events, personification of leading images and relationships,
psychological deepening of the means of artistic expression, autonomous relief plot,
dialogical interaction of two forms of artistic conventionality - verbal and musical identity,
reflection of the essence of the individual globalization, festivalization, realization of
emotional tasks, repertoire conditionality, hedonistic orientation and tendency of

popularization that embodied the globalized idea of cultural dialogue.
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