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MODERN OPERA HOUSE AS A SUBJECT
OF MUSICOLOGIST STUDIES: MUSICAL,
HISTORICAL AND INTERPRETATION ASPECTS

The aim of the article is to identify the fundamental principles, artistic
parameters and value-semantic guidelines of the modern opera house, considered
in a wide musicological discursive field. To study the socio-aesthetic role of
artistic value, theoretical parameters for considering the relationship and mutual
influence of the phenomena of theater and opera are formed. The methodology
of the work is determined by a system of historical and theoretical approaches,
each of which is represented by a complex of methods based on the combination
of such methodological approaches as musical and historical, interpretive, opera
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study, theater studies, textological and semiological. The scientific novelty is in the
substantiation and systematization of approaches to the study of the phenomenon
of modern opera house, within the framework of which the repertoire factography
of modern European and Chinese opera houses is created. New interpretative
possibilities and directorial decisions are revealed, due to the expansion of
artistic and creative boundaries of the opera house as one of the leading socio-
communicative mechanisms of the modern musical and cultural space.

Conclusions. Based on this, we can conclude that the modern opera house,
as a phenomenon derived from musical theater, basically contains reliance on
the relatedness of the musical and theatrical components of the action, since
in this type of theater they are an indissoluble unity; direct connection with
the historical past, with the cultural and historical traditions that nourished
it, together with possible cultural influences from outside; the concentration
of theatrical action around the protagonist with an in-depth description of his
inner world, psycho-emotional states around which the main event outline
of the composition unfolds. The opera house occupies an important place in
the musical and historical process and acquires the significance of one of the
most powerful socio-cultural institutional mechanisms of culture, exerting a
significant impact on the formation of the value-semantic dominants of culture
and the personal consciousness of a person.

Key words: modern opera house, musical theater, opera hero, artistic
image, opera character.

Ban Ha, 3006y6au kagedpu icmopii my3uku ma my3uuHoi emuoepagii
Odecvkoi HauionarvHoi my3uunoi akademii imeni A. B. Hexcdanosoi

Cyuacnuii onepnuil meamp sk npeomem MY3UKO3HABH020 GUGYEHHSL:
MY3UMHO-ICIOPUMHULL ma iHMepnpemayittHull acnexmu

Memoto cmammi ¢ 6un6AeHHSA OCHOBONOAONCHUX NPUHUUNIB, XYOOICHIX
napamempie i UIHHICHO-CMUCA08UX OPIEHMUPIE CYHACHO20 ONEPHO20 meampy,
WO po32Asi0amscs 6 WUPOKOMY MY3UKO3HABYOMY OUCKYDPCUBHOMY noai. Jlis
BUGHEHHS COUIANLHO-eCMEeMUUHOI poai XY00XCHb020 3HAYEHHS (POPMYIOMbCS
meopemuuHi napamempu po3ensidy 83aemMo3e 3Ky U 63aEMO6NAUBY (heHOMe-
Hie meampy Ul onepu. Memodoaoeia pobomu U3HAAEMbCA CUCMEMOI ICMO-
DUUHOR0 Tl Meopemu1H020 nioxo0ie, KOJceH 3 AKUX npeocmaeieHull KoMniex -
com memoodis, 3acHO8AHUX HA 00 €OHAHHI MAKUX, AK MY3UHHO-ICIMOPUYHUIL,
iHmepnpemayiiHuil, ONepo3HaAs4Ull, Meampo3Has4ull, MeKcmono2iMHull i ce-
Mmionoeiunutl. Hayxoea nosusna nonseae 8 00rpynmyeanHi i cucmemamu3ayii
nioxodie 00 6UBYEHHs AGUWLA CYHACHO20 ONEPHO20 Meampy, 8 pamKax AKux
CMBOPIOEMbCS penepmyapra Gakmoepais Cy4acHux €8poneicbkux i Ku-
maticbkKux oneprux meampie. Busenisromocs nosi inmepnpemauitini moxcau-
6ocmi U pedcucepcvKi pituenHs, 3yMOGACHI POUUDEHHIM XYOOICHbO-MBOPUUX
KOpOOHi6 onepHoeo meampy K 00HO20 3 NPOBIOHUX COUIOKOMYHIKAMUBHUX
MEXAHI3MIE CYHACHO20 MY3UHHO-KYAbMYPHO2O NPOCMOPY.

Bucnoexu. Cyuacuuii onepruti meamp sk (eHoMeH, NOXIOHULL 8i0 My3u4-
H020 meampy, 8 OCHOBI C80Ill MiCMUMb ONOPY HA CNOPIOHEHICHb MY3UYHO2O0 i
meampanvHo20 KOMNOHeHMI8 Oii, OCKIAbKU 6 MAKOMy 8ueasdi meampy 6OHU
€ Hepo3PUBHOI €O0HICMI0; 0e3n0cepeoHim 36 A3K0M 3 ICMOPUYHUM MUHYAUM,
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3 11020 KYAbMYPHO-ICMOPUMHUMU MPAOUYIAMU 8 CYKYNHOCMI 3 MOJICAUBUMU
KYAbMYPHUMU 6NAUGAMU 3308Hi; 30cepedceHicmio meampanvhoi 0ii HaeéKkono
20/108HOI 0ilio60i 0cobU 3 NO2AUONCHOK XAPAKMEPUCIMUKOW [i 6HYMPIUHb020
c8imy, NCUXOEMOYIUHUX CMAHIE, HABKO0A0 AKUX [ PO320PMAEMbCS 20108HA
nodiesa kanea meopy. OnepHull meamp 3aUMae 8ajycauge Micue 6 My3u4-
HO-icmopuyHOMYy npoueci U Habyeae 3HAUEHHS 00H020 3 HAUNOMYICHIUUX
COYIOKYNbMYPHUX THCMUMYUIIHUX MEXAHI3MIE KYAbMypu, pooasuu iCmomHull
BNAUB HA (POPMYBAHHA UIHHICHO-CMUCA0BUX OOMIHAHM KYAbMYPU U 0COOU-
cmicHy ceidomicmb AHOOUHU.

Karouoei caoea: cyuacnuii onepruii meamp, My3uuHUll meamp, OnepHull
2epotl, Xy00dcHil 00pa3, onepHuLl NepcoHaic.

Ban Ha, couckamens Kageopbl ucmopuu mMy3viKu U My3bIKAAbHOU JIMHoepapuu
Odecckotl HAUUOHANLHOU MY3bIKanbHOU akademuu umeru A. B. Hexcoanosoli
Cospemennnvlii  onepuvlli meamp Kax npeomem My3blK08eoHeCcK020
U3yHenus: My3vlKaabHO-UCMOPUYeCKUll U UHMePnPemauloHHbLil AcneKmol
Lleavto cmamvu seasemcs uccaedo8anue 0CHOBONOAALAIOWUX NPUHUU-
108, Xy00ICcecmeeHHbIX NApamempos U UeHHOCHMHO-CMbICA0BbIX OPUESHMUPOB
COBPEMEHHO20 ONEePHO20 meampd, paccCMampugaemvie 6 WUPOKOM MY3blKo-
6edueckom OuckKypcugHom none. Jlna usyueHus COUUANbHO-3CMemu4ecKoll
PoAU Xy00JIceCmeeHH020 3HAHEHUS (POPMUPYIOMCA meopemuyeckue napame-
Mpbl paACCMOMPEHUsT 83AUMOCEA3U U B3AUMOBAUAHUS (DeHOMEH08 meampa U
onepbl. Memodoaoeus pabomut onpedensiemcs CUCMEMOU UCMOPUYECKO20 U
meopemuyecko20 nooxo0o8, Kaxicovlli U3 KOMOPvIX NpedcmasieH KOMNAeK-
comM Memodo8, OCHOBAHHBIX HA 00BeOUHEHUU MAKUX, KAK MY3bIKAAbHO-U-
cmopueckutl, UHMepnpemayuoHHblll, oneposedyeckull, meampogeoueckuil,
mekcmonoeuveckull u cemuonoeuueckuii. Hayunaa noeusna 3axaiouaemcs
6 000CHOGAHUU U cucmemamu3ayuu nooxo008 K U3YYEHUIO A6AeHUs CO8pe-
MEHH020 ONEepPHO20 meampa, 6 pamKax KOmopbulx co30aemcs penepmyapHas
gakmoepaus cogpemenHbIX e8PONEUCKUX U KUMAUCKUX ONEePHbIX meampos.
Buviseasiomes Hogvle uHmepnpemayuoHHble 03MOICHOCMU U pedcuccepckue
peuienus, 00yCA08AeHHble PACUWUPeHUem Xy00iuceCmeeHHO-ME8opHecKux epa-
HUY OnepHo20 meampa KaK 00H020 U3 6eOYUUX COUUOKOMMYHUKAMUBHBIX
MEXAHUZMOB COBPEMEHHO20 MY3bIKAAbHO-KYAbIMYPHO2O0 NPOCMPAHCMEA.
Buieoder. Cospemennuiil onepHuill meamp KaxK NpOU360OHbILL OM MY3bl-
KaabHoeo0 meampa (heHOMeH 8 OCHOBe ceoell codepicum ONopy Ha UeaoCcm-
HOCMb MY3bIKAAbHO20 U MeampanbHo20 KOMHOHEHMO08 0elicmeus, NOCKONbKY
6 Mmakom eude meampa OHU NPeACmMAsAaom coOO0l HepacmopIcumMoe eouH-
CMB0; HEeNOCPeOCMBEHHYI0 C653b C UCMOPUHECKUM NPOULIbIM, C NUMABUUMU
€20 KYAbMmYpHO-UCMOPU1ecKUMU Mpaduyuamu 8 COBOKYNHOCMU C 603MOIC-
HbIMU KYAbMYPHOIMU GAUSHUSMU U36HE; COCPEOOMOYEeHHOCMb MeampaibHO20
delicmeus 60Kpye enaeH020 O0elicmeyioue2o 2eposi ¢ yeayOneHHoll xapaKkme-
PUCIMUKOU €20 GHYMPeHHe20 MUpa, NCUX0IMOUUOHANHBIX COCMOSHULL, BOKPY2
KOMOpbIX U PA380PaAvUAemcs eAA6HAsl COObIMULIHAS KAHBA NPOU3BEOeHUsl.
Onepuulii meamp 3aHUMAem 8AJNCHOE MECMO 8 MY3bIKAAbHO-UCTNOPUYECKOM
npouecce u npuobpemaem 3HaueHue 00HO20 U3 MOUHEUWUX COUUOKYAbIMYD-
HbIX UHCMUMYUUOHAAHBIX MEXAHU3MO8 KYAbIMYPbL, OKA3bIEAsl CYULeCMEEHHOEe
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6030elicmeue Ha OPMUPOGAHUE UECHHOCHHO-CMbICAOGbIX OOMUHAHM KYAbIY-
Pbl U AUMHOCTIHOE CO3HAHUE YeN06eKd.

Karoueevte caosa: cospemennbill onepHuill meamp, My3blKAAbHblL meamp,
ONepHbll 2epoil, Xy00lcecmeeHHbIll 00pa3, ONepHblll NepcoHaNC.

Relevance of the article. Among the most popular areas of mod-
ern musical and cultural life, one of the leading positions is occu-
pied by the opera house, the influence and authority of which has
significantly increased in recent decades.

Today, the opera house is becoming a place where the composi-
tions of the great masters of the distant past return from oblivion, an
example of which is the numerous performances of opera composi-
tions of the Baroque era, both singular and within the framework of
various opera festivals. Along with this, premieres of new works by
contemporary composers take place on opera stages, as well as stag-
ing of opera masterpieces in a new director’s reading, using the latest
innovative techniques of modern director’s theater, which reveals
the special artistic and communicative functions of the opera house.

The new conceptual unity of opera and theater practice is evi-
denced by the strengthening of dialogical interaction between var-
ious national historical opera schools, primarily from their insti-
tutional, primordially theatrical side, which allows to speak of the
existence of a single world opera house at the beginning of the
XXI century. This phenomenon includes not only various Euro-
pean national opera and theater systems, but also various theatrical
systems of China, America, Japan, etc., many of which relatively
recently entered into a close dialogue with the European opera and
theater tradition, developing up to this point in accordance with
their national and cultural attitudes.

At the same time, it should be noted the importance of the
traditions of European opera, which to this day is the most impor-
tant component of the repertoire of all world opera houses and the
foundation for the further development of the world opera house.
Therefore, the fundamental properties, the main essential indica-
tors of opera creativity are first of all formed better, deeper of all,
they reveal themselves when referring to the repertoire artifacts of
European opera, in their obligatory connection with the socio-cul-
tural functions of the theater.

It is necessary to emphasize the importance of developing the-
oretical criteria for assessing the artistic-activity relationship of the-
atrical creative practice and the genre form of opera, as well as
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determining the entire range of textological interpretative condi-
tions important to study the current state of this relationship and the
main components, factors in the development of modern opera house.

The aim of the article is to identify the fundamental princi-
ples, artistic parameters and value-semantic guidelines of the mod-
ern opera house, considered in a wide musicological discursive
field. To study the socio-aesthetic role of artistic value, theoretical
parameters for considering the relationship and mutual influence of
the phenomena of theater and opera are formed. The methodology
of the work is determined by a system of historical and theoretical
approaches, each of which is represented by a complex of methods
based on the combination of such methodological approaches as
musical and historical, interpretive, opera study, theater studies,
textological and semiological. The scientific novelty is in the sub-
stantiation and systematization of approaches to the study of the
phenomenon of modern opera house, within the framework of
which the repertoire factography of modern European and Chi-
nese opera houses is created. New interpretative possibilities and
directorial decisions are revealed, due to the expansion of artistic
and creative boundaries of the opera house as one of the leading
socio-communicative mechanisms of the modern musical and cul-
tural space.

Presenting the main material. The study of modern opera house
and opera creativity presupposes, on the one hand, an appeal to
specific composer poetics, since opera creativity always depends
on the manifestation of a personal factor, as it is author’s. On the
other hand, it leads to the discovery of temporal characteristics
both of a general historical nature and in connection with the time
of creation of individual opera compositions and the periodization
of the composition of opera authors. In addition, the focus is on
the interpretative characteristics of the studied opera composition,
as well as the theatrical and staging side of the opera house as a
whole. Among the musicological compositions devoted to the study
of the phenomenon of opera in all its guises and manifestations,
works affecting the staging aspect of the functioning of this phe-
nomenon are clearly insufficient. The work of M. Cherkashyna-
Gubarenko “Opera House in the Space of a Changing World” [4],
in which the author offers a deep analysis of the repertoire of the
largest opera houses of our time, which forms a kind of anthology
of modern opera as an artistic phenomenon, is a rare example of
this type of research.



ISSN 2524—0447. My3uune mucmeymeo i kyaomypa. 2019. Bunyck 29 knuea 2 203

On the pages of her book M. Cherkashyna-Gubarenko builds
an extended series of names, many of which, from the point of
view of linear historical time, can hardly be called modern. Among
the objects of the scientist’s consideration, we can find the study
of productions on the best opera stages of compositions by Monte-
verdi, Gluck, Beethoven, Verdi, Puccini, Leoncovallo, Massenet,
Wagner, Tchaikovsky, Janacek, R. Strauss, Debussy, S. Prokof-
iev, Britten, Gubarenko and many others. The creativity of the
composers, separated in historical time and space, turns out to be
close and related to the artistic chronotopes of the modern opera
house, if by the latter we mean the last third of the XX — beginning
of the XXI century.

The very definition of “modern opera house” testifies to the
existence of a special artistic, aesthetic and value-semantic phe-
nomenon, which is directly related to the dominant cultural, his-
torical and symbolic parameters of the culture in the depths of
which the phenomenon under study originated. Thus, the modern
opera house is, first of all, very closely related to the national cul-
tural and historical tradition that gave birth to it, which is of par-
ticular importance in the study of cultural influences and dialogical
interactions between types of cultures that are distant in aesthetic
parameters, which include the interaction between European and
Chinese opera traditions.

European opera art becomes a subject of deep interest on the
part of Chinese cultural figures by historical standards quite late,
namely on the verge of the XIX and XX centuries. Many research-
ers associate a similar interest in socio-political changes in China
itself, which could not but affect cultural processes. It should be
noted that, as Zhang Lizhen points out, “acquaintance with Euro-
pean musical culture for China passed mainly through Japan,
which made certain adjustments” [3, p. 24].

The initiators of such a cultural dialogue were prominent musi-
cal and cultural figures who sought to establish creative contacts
with representatives of European musical culture, which led to the
acquaintance of residents of large Chinese cities with European
opera masterpieces. So, in the first third of the XX century, the
Italian opera troupe repeatedly toured Shanghai, which introduced
Chinese listeners to such outstanding opera compositions as Aida,
La Traviata, Rigoletto by G. Verdi, Cio-cio-san by G. Puccini,
“Carmen” by J. Bizet and others. It should be noted that these
opera compositions still occupy a very significant place on the
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opera stage in China, having a significant impact on the develop-
ment of its opera house today.

Consequently, the phenomenon of the modern opera house is
addressed to those value-semantic orientations and realities of gen-
eralized human experience, which have acquired the status of cul-
tural and historical universals, and hence a meta-temporal purpose.
The category “opera house” itself contains a certain duality, since,
on the one hand, it is directed towards the phenomenon of theatri-
calization — dramatic theater, on the other — towards musical art, to
the extent and linguistic expression in which it is represented by the
genre form of opera. It should be noted that the opera house devel-
ops its own system of semantically significant emblems and symbols,
according to which its own system of relationships between the hero
and the surrounding reality is built. The function of these semantic
signs, along with those indicated above, was also performed by sta-
ble, repetitive melodic and rhythmic formulas, keys, timbres, etc.

Proceeding from this, it becomes obvious that the conceptual
definition of “modern opera house” indicates the existing division
and comparison, both in theoretical and in analytical and texto-
logical terms, theatricality as a value-semantic paradigm of artistic
culture; operality as a key feature of an artistic image (expression,
speaking out) in its specific genre synthetic form; musicality as a
conceptual property of opera interpretation.

Diverse musical and theatrical systems that arise in various
national musical and cultural varieties and musical theater in its
general constitutive quality is a special phenomenon of world cul-
ture, which has absorbed, reflected in an artistic form, the long
historical experience of the human community, uniting and repre-
senting the specific features of various ethnic cultures.

When considering a modern opera house, it should be noted
that, on the one hand, it is a product of the cultural and historical
process, on the other, it relies on the musical and theatrical tra-
ditions existing in a particular culture, which are often associated
with a complex of traditional folklore, religious-sacred, socio-cul-
tural attitudes. Studying the path of the historical development of
the modern opera house, its distinction in the chronotopic flow and
the completeness of the action presented on the stage should be
defined as one of the fundamental characteristics. This was already
pointed out by Aristotle in Poetics, when he said that “tragedy
is an imitation of an important and complete action, which has
[a certain] volume, [produced] by speech, sweetened in different
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ways in its various parts, [produced] in action, and not in the narra-
tive and accomplishing by means of compassion and fear the puri-
fication of such passions” [1, p. 651]. Therefore, Aristotle believed
that the main task of the theater should be the desire to present an
action that is significant in its artistic and substantive parameters,
and, at the same time, presenting the action as a kind of complete
sequence of events, which makes a theatrical performance akin to
reality reproduced by artistic means.

In musical theater as a cultural and historical phenomenon and
a product of the culture that formed it, attention should be paid to
several important components, which largely explain the features
and internal logic of the functioning of this phenomenon. The
first component is the deep connection between the theatrical and
musical levels of musical theater, due to the commonality of their
artistic and aesthetic attitudes and the initial relatedness of these
two levels, which can be characterized as the idea of historical
unity, historical community, as an expression of the historical life
of people in the theatrical art.

The second component is related to the characterization and
interpretation of the image of a person who becomes the main
character, the main hero of culture. In European theater, a per-
son as a cultural hero throughout the history of musical theater
found himself in different positions — from a certain opposition
of religious interpretation in the Middle Ages, to its closeness to
the divine principle in the ancient Greek and Renaissance theater,
marked by signs of an anthropocentric worldview that strength-
ens interest in human life activity and to its personal uniqueness.
In Chinese and Japanese theaters, the protagonists of a theatrical
performance were often characters endowed with magical powers,
carriers of the transcendental principle, and then a person literally
reincarnated into his character, becoming a guide or mediator that
allows the voice of a deity to sound.

The performer in the musical and theatrical production of China
acts strictly within the framework of the canon formed throughout
the evolution of the Chinese theater. That means, for him the main
task is not the interpretation and playful recreation of his charac-
ter, but the exact reproduction of all canonical attitudes associated
with his character, accurate reproduction the existing performing
form. As Zhang Lizhen rightly points out in his work devoted to
the study of modern Chinese opera, “Chinese musical theater is
the art of form brought to perfection, modern opera is the art of
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interpretation” |5, p. 93]. However, both for the European and for
the oriental musical theater, and later for the opera house formed
on its basis, the most important component is the musical expres-
sion of the profound psychological characteristics of the characters,
which make it possible to express the main aspirations of the hero,
his inner world and ideological attitudes.

Despite the genetic affinity of the opera house with the dramatic
theater in terms of a number of internal structural and artistic and
semantic parameters, the entire history of the origin and their fur-
ther genesis demonstrates the desire of these artistic phenomena
to gain some autonomy from the dramatic theater. This confron-
tation leads to the emergence of many intermediate (between dra-
matic and musical) theatrical forms, with different preponderance,
with a complete or partial victory of the verbal or musical princi-
ple. But it also leads to the emergence of a number of synthetic
musical and dramatic forms, including those that go beyond the
boundaries of theatrical art itself, lead to the development of other
visual-artistic, entertainment spheres of culture (film, television,
musicals and show programs, advertising project, mass media, etc.)
[2]. The parameters of the artistic unity and genetic integrity of
musical theater can be found using the historiographic approach,
that is, through retrospection, since in its successive development
one form replaces another, significantly differing from the previous
one and striving for an original interpretation of the components of
the musical and theatrical genre.

But in this general history of the theater, one thing remains
undeniable: the dialogical interaction of two forms of artistic conven-
tion — the verbal, which reveals the content of the action, solidary
with its objective side, and the musical, which explains the mean-
ing of this action and its objective realities, that is, indicating their
meaning for a person, therefore, on the genuine deep motives of
creating theatrical convention.

The illusion of life, which is becoming more important and
effective, brighter and more attractive than life itself — this is the
main paradox of theatrical art, which makes its musical forms a
necessary part of the existence of culture in its two main tenden-
cies — both human culture, in a person, and communication culture,
human in culture.

Conclusions. Based on this, we can conclude that the mod-
ern opera house, as a phenomenon derived from musical theater,
basically contains reliance on the relatedness of the musical and
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theatrical components of the action, since in this type of theater
they are an indissoluble unity; direct connection with the historical
past, with the cultural and historical traditions that nourished it,
together with possible cultural influences from outside; the concen-
tration of theatrical action around the protagonist with an in-depth
description of his inner world, psycho-emotional states around
which the main event outline of the composition unfolds.

The opera house occupies an important place in the musical
and historical process and acquires the significance of one of the
most powerful socio-cultural institutional mechanisms of culture,
exerting a significant impact on the formation of the value-se-
mantic dominants of culture and the personal consciousness of a
person. The indicative side of the opera house from the moment
of its inception to the present day is its orientation and appeal
to the audience, the problem of demand, which turns out to be
closely related to the repertoire of theaters, with the choice of
compositions that meet the needs of our time. Today, in the age of
the development of high-tech media communications, we can talk
about the emergence of a “global audience”, in which new infor-
mation and communication opportunities and tools that arise as a
product of the activities of globalized networks acquire a decisive
importance. This situation makes it possible to create new quan-
titative and qualitative criteria for assessing the artistic phenom-
enon under consideration, which, in turn, changes the internal
gradations, and sometimes makes the boundaries between the mass
and the elite in modern culture permeable. The value-based aes-
thetic transformation of the audience includes increased attention
to opera art, in particular, to the discussion of its socio-psycho-
logical significance, the specifics of its traditions, both artistic and
socio-functional [3, p. 167].

All authors acknowledge the fact that opera has grown in popu-
larity in the world over the past few decades, as well as the tendency
of the return of public interest in classical forms of opera. This
trend is interpreted by culturologists as evidence of the restructur-
ing of the value hierarchy of modern culture, which interacts with
the formation of a person’s need for cultural self-identification, for
the preservation and development of spiritual life.

Consequently, from the sociocultural side, the activities of a
modern opera house are closely connected with the moral toposes
of society, with the direction in which the educational life of
society is carried out, as well as with interethnic interactions,
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positions and experience of relations of this society, which is espe-
cially important for the preparation of performing opera frames.
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