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MUSICAL-TEXTOLOGICAL PRINCIPLES OF OPERA INTERPRETATION

The purpose of the work is to prove the key role of the concept of opera interpretation in studying
the specifics of opera text; to define the dominant nature of both phenomena as musical synergy. The
research methodology is based on the textual approach, involves interdisciplinary coverage of the category
of interpretation, with the involvement of genre musicological analysis. The scientific novelty of the work is
determined by the development of ideas about opera text as a conglomeration of interpretations, suggesting
a creative hierarchical structure, revealing the leading role of a singer (actor-singer) in the system of
principles for the practical implementation of operatic design, rationale for semantic multidimensionality
and, at the same time, the musical conceptual centralization of the operatic interpretation process, the
dominant musical nature of the operatic text. The conclusions. The phenomenon of opera portraying —
reproduction of the semantic structure, the affective nature of the personal consciousness — provides the
leading meaning in the opera text of the solo-vocal interpretation of the opera image, revealing its (image)
musical synergy. The integrative level / way of interpretation in opera become musical, uniting all
performing and scenographic forms.

Keywords: opera text, musical text, opera interpretation, synergy, musical synergy, opera
portraying, operatic musical-textual semiology.

Jw Hlumin, 3006ysau xageopu icmopii mysuxuma my3uynoi O0ecbkoi HaAYiOHANbHOI MY3UYHOL
axaoemii im. A. B. Hesicoanosoi

My3uuno-mexcmonoziunoi npunyunu onepHoi inmepnpemauii

Mema pobomu — o6Ipynmyeamu KIi0408y pONb NOHAMMA ONEPHOI IHmepnpemayii y 6ueueHHi
cneyugixu onepHo2o mekcmy, SUHAYUMU OOMIHYIOUY Npupooy 000X (heHoMeHi8 K MY3UUHO-CUHEPSULIHY.
Memooonozia Oocniodxcenns 00yMo61eHA MEKCMONOIUHUM NIOXO00OM. nepeobavac iHmepoucyuniinapHe
BUCGIMJIEHHSl Kame2opii IHmepnpemayii, 3 3a1y4eHHAM MHCAHPOB020 MY3uKko3Hasyux awnanisy. Haykoea
HOBU3HA pPOOOMU  BUSHAUAECMBCS  PO3BUMKOM  VAGNEeHb NP0  ONEPHULl MeKcm 5K  KOH2loMepam
iHmepnpemayiti, wo nepeodbavae Meopuo-iEpapxiuny nooOyo0os8y, PO3IKpUMMAM HPOGIOHOI poai cnisaxa
(apmucma-cnisaka) 6 cucmemi NPUHYUNIE NPAKMUYHOI peanizayii OonepHoco 3a0ymy, 002PYHMYEAHHAM
CeMaHmMuyHoi 6azamosumMipnocmi i, 0OHOYACHO, MY3UYHO-KOHYEeNnyiliHoi yeHmpanizayii npoyecy onepHoi
inmepnpemayii, O0OMIHYIOUOI MY3UYHOI Npupoou onepHoco mekcmy. Bucnoeku. fesuwe oneproco
nopmpemy8anHs — 6i0MEOPEeHHs. CMUCTIO80i CMPYKMYpPU, agheKmuHoi npupoou ocooucmicHoi cgioomocmi —
3a6e3neyye nposioHe 3HAUEHHS 8 ONEPHOMY MEeKCMI CONbHO-80KAIbHOI iHmepnpemayii onepno2o oopazy, uwjo
BUABTIAE 11020 (00pa3y) my3uuny cunepeiinicmo. Inmeepamusnum pisnem / cnocobom inmepnpemayii 6 onepi
CTa€ My3U4YHa, 5ika 00'€JHy€e BCl BUKOHABCHKI 1 clieHorpadiuHi popmu.

Knrouogi cnoea: onepnuii mexcm, My3uyHull mexKcm, ONepHa iHmepnpemayis, cunepeis, My3udHa
CUHEp2IUHICMb, OnepHe NOPMPemy8anHs, ONEPHA MY3UYHO-MEKCMOI02IYHA CeMI0I02IA.

JIvo Hlumun couckamenv xageopsvl ucmopuu My3viku U MY3blKAIbHOU 3mHoepaguu Odecckoul
HAYUOHATLHOU MY3bIKATbHOU akademuu um. A. B. Hexcoanogoti

My3bikanpsHo-meKkcmonocuiecKkue nPUHKUNLL ONEPHOI UHmMeEPnpemayuu

Ilenv pabomer — obocHOBamb KIOUEBYI0 pPONb NOHAMUS ONEPHOU UHMEPHpemayuu 6 u3yyeHuu
cneyughuku onepHoco mekcma, onpeoenunv OOMUHUPYIOUIO NPUPOOY 000UX (PeHOMEHOB8 KAK MY3bIKAIbHO-
cunepeutinyio. The methodology of a research is caused by textual approach, assumes interdistsiplinarny
illumination of category of interpretation, with attraction of the genre musicological analysis. Hayunas



HOBU3HA paOOMbL ONpedensiemcs passumuem npeocmasienuti 06 OnepHoM MmeKcme KAk KoHeaoMmepame
unmepnpemayuil, npeonoLazarem MmeopyecKu-uepapxuyecKkoe Cmpoenue, packpvlmuem eedyujeti poau
nesya (apmucma-neeya) 6 cucmeme  NPUHYUNOE HNPAKMUYECKOU peanu3ayuu OnepHo20 3amblcid,
000CcHOBaHUEM CEMAHMUYECKOU MHO2OMEPHOCMU U, OOHOBPEMEHHO, MY3bIKANbHO-KOHYENYUOHHOLUL
yeHmpanuzayuu npoyecca ONepHou UHmMepnpemayu, OOMUHUPYIOUWel MY3bIKATbHOU NPUPOObl ONEPHO20
mekcma. Bwv16oowl. Aenenue oneproco nopmpemupo8aHusi — 60CHPOU3BEOCHUS CMBICIOB0U CIPYKMYPbI,
agpgexmusHou npupoovl TUYHOCMHO20 CO3HAHUSA — obecneyusaem eedyujee 3HaAueHue 6 ONePHOM MeKCcme
COIbHO-BOKANIbHOU  UHMeEPnpemayuyu  OnepHoeo oopasa, evlasisawel e2o (00paza) My3bIKalIbHYIO
cunepeutinocms.  MumezspamusHoiM — YpOBHEeM/CNOCOOOM — uHmepnpemayuu 6 onepe  CMaHOBUMCS
MY3bIKANbHAS, 00beOUHAIOWASL 8CE UCNOTHUMENbCKUe U cyeHozpagduieckue hopmoi.

Knrwouesvie cnoea: onepmwviti mexkcm, My3bIKAIbHbINL MEKCM, ONEPHASI UHMEPRpemayus, CUHepeus,
MY3bIKAILHASL CUHEPSULIHOCMb, ONEPHOE NOPMPEemUposanue, ONepHas My3blKalIbHO-MeKCMON0SULeCKAsl
CcemMuono2usl.

The relevance of the topic of this article is explained by the fact that opera is the
leading side of human culture at various historical stages of its development, and it acquires
a new bias in modern society, therefore it attracts the attention of various humanities
representatives, most of all theater science, art history, cultural studies and musicology.
Adjacent to all these disciplines is the text problem, prompting the formation of a unified
methodological base and a common categorical apparatus of opera studies as a transitional
theoretical sphere (see: [2; 3; 5; 7; 8; 9]). In recent years, the concept of interpretation has
claimed the central and system-forming position in this sphere, since it allows both
generalizing, going in breadth, the experience of human activity, and differentiating, going
deeper, means of interpersonal, including artistic and figurative, communication.

The aim of the work is to substantiate the key role of opera interpretation concept in
the study of opera text specifics; to identify the dominant nature of both phenomena as
musical and synergistic.

The main content of the work. The concept of opera interpretation to this day
remains one of the most popular, and meaningfully closed, encoded. The reason for this is
the breadth and complexity of the interpretation process in opera, the variability of ideas
about the genre and style canons of opera composition, and the lack of unity in approaches to
opera text. The category of opera text is undoubtedly the closest, most related to the opera
interpretation. Recently, it has been highlighted and solved in the studies of A. Sokolskaya
[8] and Zhang Kaya [9], revealing their interethnic scientific and theoretical character, and
for both authors, the universalization of the opera form in the space of modern culture, the
formation of diverse intertextual relations not only within opera, but also between him and

other areas of artistic activity.



So, A. Sokolskaya believes that the value of opera in the modern communicative
continuum is determined by the preservation of the ritual elements in its deep content,
including in the ways of socialized emotional communion, which are actualized by the
artistic means of the opera [8, p. 4]. Always remaining a conditionally symbolic form, an
opera work has enough mobility of forms and methods of internal interaction of structural
and semantic specific terms, and being systematically organized, it allows various artistic re-
accentuations in the process of artistic holistic implementation. The defining quality of the
opera text in this case, that is, with its compositional semantic movements, reconstructions,
becomes the prevailing performing nature: among the types of interpretation on which the
opera is based, only the composer (in unity with adaptation by means of the libretto of the
literary source) is distinguished by a fixed, written fixed character; the rest are artistic
actresses, staging and playing, musical and performing, vocal and instrumental (solo,
ensemble-choral and orchestral), conductor, musical and conceptual organizing, finally,
directorial, artistically integrated, rising to the scale of genre conditions and opera
opportunities - represent an open, directly implemented, in live communication, that is,
conditionally “oral”, communicative process.

The opera text as a conglomerate of interpretations also implies their creative
hierarchy; the primary dominance of the composer's author’s personality, his ideas and
requirements, in the context of modern opera productions, especially in relation to the
classical repertoire, that is, when the composer is represented only by the work text, but not
by a living person, is replaced by the leadership position of the director’s authority, or rather,
even authoritarian directorial personality. Moreover, the authoritarianism of the opera
director seems to be a genre necessity, caused by the requirement to create a single
generalizing meaningful and semantic setting for all, without exception, participants in the
opera interpretation, including the composer directly or indirectly.

We can agree with A. Sokolskaya, who remarks that in opera productions of the late
XIX - early XX centuries “... the director most often becomes almost the main creator of the
opera performance, as evidenced by the persistence of the phrase “director’s theater”, which
is increasingly found both in reviews and in the works of art critics” [8, p. 5].

The researcher also comes up with the conclusion that dynamism and interpretative
multiplicity are inherent in the very nature of the opera performance. The opera repertoire,

on which interpretation is based in any case and in any variety, is preserved and developed



only in conditions of renewal, scenic mobility in all its meanings, communicative openness
and semantic multiplicity. The latter indicates the importance of preserving not only the
traditional features, principles of opera, but also its special symbolic nature, due to which it
Is able to produce new semantic impulses, create new semantic contexts and projections.

The artistic content of the opera text is formed and transmitted; the space of culture is
translated in an interpretative way. Interpretation channels should be connected in the
mainstream of directorial understanding, which becomes the title, titular, in relation to the
entire opera-creating process, despite the bright interpretative findings, the personal
discoveries of conductors and soloists. Therefore, historically significant experiments are the
combination of creative tasks, interpretative figures of the director and conductor in one
person, as happened, for example, in the activities of Valery Gergiev.

Paying attention to the polyphonic complexity of the opera genre structure, the
structure and content of the opera work, a number of researches, including A. Sokolskaya,
test the semiological approach, while emphasizing the focus on the pragmatic side of the
opera genre and the importance of studying the system of principles for the practical
implementation of opera design, including interpretative principles of stage performances.

A. Sokolskaya, for example, opens up the possibility of comparing the pauses of V.
Mozart’s operas with those cultural archetypes and mythological prototypes that were
originally laid down in the plot logic of the genre, but can only be identified, updated and
interpreted only by staging and directing. Thus, she raises the question of the semantic
layering of the opera text, similar to a palimpsest, in which each subsequent interpretation
does not cancel the previous one, but gives it new semantic connotations. Among these
connotations, those that make it possible to represent a person’s image more broadly, both in
the context of historical time and in some conditional genre (meta-genre) artistic and
semantic space, become valuable.

The development of the personal principle, both in the individually interpretative and
in the typological-genre aspects, becomes a constitutive feature of the opera text. In the
epistemological field of the opera, this is connected with the prediction of personal
meanings, the semantic structure of personal consciousness; in a creative and practical sense,
personal will is realized in the performing actions of both the conductor and director, as well

as soloists, vocal performers of the opera text.



The selection of the singer figure (singer-artist) in the context of an opera work is due
to its plot-thematic and compositional nature, initially subordinate to the idea of revealing
the multidimensionality and beauty of the inner world, the spiritual and intellectual life of a
person. In this semantic dimension, the opera always assumes the functions of psychological
portraiture of the personality, as well as in various, often contrasting, external and internal
circumstances, event plans. There is even a separate concept of “opera portrait”, as a
synthetic - synergistic - genre-style characteristic of a person, in which the historical time
accompanying this subject is reproduced. The opera character becomes the hero of a certain
artistic action to the extent that it can reproduce the “spirit of the time” (and the “genius of
the place”), that is, it is universal and local at the same time. His behavior and feelings are
individualized, and in the process of interpretation, they are as close as possible to the
experiences of the surrounding people (recipients), that means they are modernized,
coordinated with the social and communicative environment.

From this point of view, opera portraits became the subject of study in the work of M.
Sidorova [7], who believes that it is an autonomous solo beginning, therefore a vocal-
performing form, which testifies to the property of portraying (self-portrait) of an opera
saying. In the chronotopic expansion and sequence of the opera work, his hero characters,
endowed with the ability to reflect, find biographical emphasis, and live their artistic lives -
like the fate of conditional characters - with all existential certainty and completeness.
Therefore, the final denouement in which the fate of individual characters is resolved against
the background of a significant social event, or this resolution itself acquires the status of
“universal value” that has grown from “individual meaning” (V. Frankl), is of particular
importance in opera compositions.

As M. Sidorova rightly writes, “portrait poly-genre makes it possible to establish
broad historical, cultural and stylistic ties between the hero and show that he does not
“intervene ” in the chronological and typological framework of his era. Hence the temporary
“unlimitedness”, at times the “unlimitedness” of the hero, as in the case of Don Juan, in
which the synthesized features of the attitude of the characters of the past, the present - and
even the future hero, which fits into his ideological and aesthetic context” [7, p. 171-172].

The key task in assessing the image-portrait of the opera hero, the correlation of solo-
vocal and director and production interpretations, and finally, in the conditionality of the

director's interpretation of the musical concept of the opera is the question of centralization,



collecting and objectification of the main opera content in its musical and linguistic material.
And M. Sidorova, building a biography, the fate of the opera hero according to his solo
statements, proposes to associate the individual psychological indicators of opera action with
the musical material. The opera portrait acquires a special volume and dynamism, a symbolic
relief insofar as it is realized on a musical and symbolic basis; the solo-vocal interpretation
of the opera image (the individual logic of the “opera portrait”) grows out of the musical
synergy of the opera image.

The concept of synergy in relation to opera was usually interpreted as an indication of
the merging of several forms and types, creative activity: verbal and poetic, literary and
dramatic, staged and scenographic, actually musical. Thus, the term “synergy” was applied
to the personality of F. Chaliapin by N. Kuznetsov, who argued that the synergy potential is
born from the need for “serving the art”, implies the desire for aesthetic integration of all
creative inclinations, ideas and volitional actions, the result of which “is perceived as a single
energy and for all indicators exceeds the sum of the results of the same actions, but done
separately” [5, p. 10].

Aesthetic integration in opera, carried out by personal and volitional way, is expressed
musically, forming special forms of personal opera musical vocabulary. Consequently, the
superiority of the whole over the parts is realized as generalization and dominance of the
musical principle over other types of artistic spheres in the opera content and its semantic
purpose. Therefore, from the inside, from the essential artistic purpose, the integrative
interpretative form in the opera becomes musical, developed and strengthened in three main
ways: solo-vocal, ensemble (choral), instrumental and orchestral (symphonic).

The synergy of the musical material of the opera is ensured by its transformation in the
parts of the leading characters, acquiring the functions of “musical protagonists™, that is,
representatives of the main musical and thematic content of the opera. Parties of significant
characters are endowed with the properties of intertextuality - the interaction of various
musical and textual plans of opera action; moreover, they become mono-intonational sources
of opera musical topics and contribute unification and strengthening to its leitmotif.

Musical mono- and leitthematism are the leading textological and intertextual
functions of solo-vocal characteristics; even in the presence of instrumental and symphonic
themes that acquire cross-cutting and general meaning, vocal images remain the main

sources of opera musical language and its integrative semantic properties.



Based on the concept of M. Aranovskyi [1], it is advisable to explain opera synergy as
the simultaneous unity of all levels and terms of a musical opera text as primarily musical. It
Is on this approach that the conductor's understanding of the opera genre and individual
opera work is based.

To paraphrase M. Aranovskyi in some way, let us note that in the opera material the
various levels of the musical text "do not line up in the sequence of pages of some "single
score", but seem to overlap™. And if the effectively spectacular and literary stages, the terms
of the opera action “form a horizontal (temporal) sequence”, then musical chronotopes form
a “vertical paradigmatic structure”, the peculiarity of which is that each new stage and level
IS equivalent and transitive with respect to the previous ones and future ones [1, p. 76-77].

The musical and textological approach to the opera analysis allows you to emboss the
representation of the solo vocal performer value as such a semantic link in the synthetic
artistic content of the opera, thanks to which all stage images acquire musical and symbolic
indicators.

The identification of musical and textological criteria for studying and evaluating an
opera text allows, first of all, to deepen the concept of repertoire, as one of the key indicators
of the opera's communicative demand for contemporary opera; secondly, to determine the
typological trends of opera vocal interpretation in connection with the opera text structure
and content. These criteria also allow organizing the study of the genre poetics of opera in
two directions: from the external compositional boundaries of the opera text to its actant-
character models; from the specifics of the musical material of solo-vocal parts (images) to
the general artistic idea, to the musical concept of the opera.

The definition of the opera text, in conjunction with the concept of musical opera
interpretation, acquires a new analytical depth and creative and practical targeting. Derived
from it and not less productive seems to be the concept of opera music and textological
semiology in two of its directions - theoretical and creative and practical (composer, singing,
directing and conducting).

Modern interpretive opera practice is a special phenomenon; one can say “encoded
process”, which uses the free layering of artistic-species series, expressive forms and
meanings, assimilates the artistic and linguistic multiplicity of the opera text in a new way.
Therefore, for its adequate assessment, the system of musical and textological criteria, as the

most appropriate for the genre purpose of the opera, is especially important.



We also note that nowadays intertextuality is the key property of opera interpretation
(primarily musical personification), which produces new forms of interethnic dialogue. The
dissertations of Chinese researchers (Liu Jin, “Opera culture of modern China: the problem
of training performing personnel”, 2010 [6], and Chen Yin, “Chinese opera of the XX and
early XXI centuries: the problem of mastering the European experience”, 2015 [10])
highlight the problem of the national Chinese opera, which is only developing today,
together with the Chinese opera theater, relying on the artistic-style examples of the
European theater, in particular, on its compositional and dramatic principles. In addition,
there is a reverse interpretative effect on the figurative, musical and intonational dynamics of
the genre: today new Chinese operas are being staged on European and world stages, with
the involvement of European performers, who appear to be the leading vocalists of world
theaters.

So, the premiere of the opera “The First Emperor” by Tan Dong took place in
December 2006 at the Metropolitan Opera (Placido Domingo starring). In 2007, in the
Golden Hall named after Nobel in Stockholm at the “Tan Dun Festival” for two weeks there
were performed 15 symphonic and opera works. In the same year, his opera “Tea” was
shown three times: in Santa Fe (USA), Stockholm (Sweden) and Vienna (Austria). The
operas of another famous composer Guo Wenjing are staged in France, Great Britain,
Holland, the USA, Germany and other countries. China hosts world-class opera events.
Thus, the Beijing Opera National Theater Forum is held annually at the Beijing National
Bolshoi Theater. The Sixth Forum (2014) brought together participants from 29 countries
and 89 art organizations.

Consequently, among the pressing issues of opera interpretation, the leading issue is
the issue of opera style - as a synergistic musical phenomenon that coordinates the
intertextual possibilities of opera creativity that goes beyond individual opera poets into a
globalized space of intercultural dialogue.

The scientific novelty of the work is determined by the development of ideas about
the opera text as a conglomerate of interpretations, suggesting a creative hierarchical
structure, the disclosure of the leading role of the singer (artist-singer) in the system of
principles for the practical implementation of the opera idea, the justification of semantic
multidimensionality and at the same time, the musical-conceptual centralization of the

process of opera interpretation, the dominant musical nature of the opera text.



The conclusions of the article allow us to come to a number of generalizations and
definitions, among which the following are the main ones. The phenomenon of opera
portraits - reproduction of the semantic structure, affective nature of personal consciousness -
provides the leading value in the opera text of the solo-vocal interpretation of the opera
Image, revealing its (image) musical synergy. The development of the personal principle
becomes a constitutive genre feature of the opera text, which determines its stylistic
evolution at various interpretative levels. The integrative level / method of interpretation in

the opera become musical, uniting all performing and scenographic forms.
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