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The aim of the article is to explore the latest performance trends in the creation of the operatic works by world’s
leading opera houses particularly in such aspects as the role of stage techniques and elements, light and technical
solutions, perception factors of the latest interpretations by the spectators’ in the context of musical, dramatic and set
design decisions using stage performance of World’s Opera Houses in 2012-2019. The methodology of the research is to
apply comparative, analytical, source studying and logical methods. This combined methodological approach was used to
analyse the role of the latest trends, their influence on the original idea of the composer and natural use of them. Scientific
novelty. We have characterized and traced the introduction of the latest techniques and technology into the classical
musical and theatrical productions of leading opera houses in the world. It is the first time when the word’s contemporary
operatic performances of 2012-2019 have been reviewed through the modern technical, set design and directing patterns,
which are used in operatic classic repertoire. We have started the subject of viability of its employment and effect on
the playgoers. Conclusions. Inventive solutions and decisions of stage directors and scene designers in the European
opera houses sometimes lay to the performances completely different subtext and reveal new palettes of original drama.
Modern technologies, such as any kind of visual projections, animation, different understages and various platforms
raised opera art to a new level. However, the new performance techniques are not always successful in visual, drama or
musical dramaturgy; they could lead to the failure of the stage play, which, in turn, does not justify the risk of too brave
play interpretation.
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Introduction

Today, opera directors from all over the world are looking for new ways of interpreting classic musical and
theatrical performances. However, the problem of set design searches analysis remains almost unexplored,
especially in Ukraine. This work is dedicated to the works of Ukrainian theatre theorists as H. Veselovska
(research theatrical focus), M. Zahaikevych (analysis of operatic drama and musical performances),
S. Pavlyshyn (analysis and research on the theatrical work of the stage and performance groups),
A. Stavychenko (interaction of actors, directors and spectators), A. Tereshchenko (directing experiments in the
musical theatre), M. Cherkashyna (directing interpretations and their expediency), M. Frenkel (scenographic
aspects of the play), and others. The nature of art as a phenomenon was studied by S. Bezklubenko, and the
technical solutions of visual art in the stage space were considered by H. Lypkivska (theatrical searches of the
musical and drama theatre) and T. Sovhyra (the latest techniques in theatre performances). Since the problem
of stage productions remains relevant, it is decided to consider it in the aspect of the world music theatre.

New visual solutions in the form of different kinds of projections, animations and the latest light equipment
have considerably expanded the palette of techniques of scenic solutions of contemporary musical performances.

Polish art historian M. Gorecki argues: “video art, as well as performance, involves leaving the cinema and
theatre convention, forcing the visual artists of different styles to look for new aesthetics and strategies that can
simplify art that is anarchic, free from rules and hierarchy” (2017, p. 152).

According to H. Lypkivska (2018, p. 106), the high use of various kinds of video projections on stage
performance started in the 60s of the 20th century, with the advent of Western European and American culture
in such a direction of art as performance.

However, D. Honcharenko notes: “The history of syncretic performance art using the latest media and
video projection dates back about a century ago to Loie Fuller’s experiments with video projections on her

© Lada Shylenko, 2019

128



MY3UYHE MUCTENTBO
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MucrtenrsoznaBctso. Bur. 40 ¢ ISSN 2616-4183 (Online)

transparent clothing, as well as the first integration of the video into a performance during the Berlin revue
in 1911 ... In the 1920s video projection was already used in many cabaret shows, and artists continued to
experiment with the illusory effects of interaction ... In the 1950s, the trend of attracting new technologies
to the theatre, in particular, in 1958 Joseph Svoboda and Alfred Radok established a multimedia theatre
Laterna Magika in Czechoslovakia” (Honcharenko, 2014, pp. 58-59).

A performance, and later a happening, as a kind of conceptual art and a certain kind of continuation of
the traditions of the ancient folk theatre, actively used screens and projections, which sometimes led to the
“domination of visual over verbal things in stage art” (Honcharenko, 2014, p. 60).

In the theatre of the 21% century, the same tendency is observed: stage experiments in world theatres
sometimes reach absurd visual evocations; performances become more courageous in the context of the
interpretation of the original drama about the epic characters of the heroes and the unusual action place that
differ significantly from the original.

According to T. Sovhyra, “modern technologies allow the movement of video surfaces in the entire
stage space and even in the auditorium in different planes by means of rotary and expanded mechanisms,
as well as dynamic winches, connected in one plane and split into small particles” (Sovhyra, 2018, p. 68).

However, despite predominantly talented performers and their ideal vocal data, experimental rendition
in world theatres, which are considered innovative, are not always taken well by the spectators and the
critics.

The purpose of the article

The purpose of the research is to investigate the latest performance trends in the creation of the operatic
works at the world musical theatres. The context of the scientific challenge is outlined in the range of tasks
such as to study the role of staging techniques and elements, light and technical solutions; to analyse the
factors of perception of the newest interpretations by a spectator in the context of musical, dramatic and
scenic decisions on the example of staging of world opera houses in 2012—2019.

Presentation of the main material

Turning to the world context of operatic directing at the present days, we want to consider the premieres
of recent years in the leading European theatres, which dictate world-directing tendencies. In particular,
in the performance of “Bohemia” by G. Puccini (2017) on the Opera Bastille’s stage in Paris, producers
(director Claus Guth, conductor Gustavo Dudamel) decided to resort to a courageous scenic decision — to
move the action of the play into open space. The main characters were singing in space suits on a spacecraft.

As the famous in Europe music critic Shirley Apthorp (2018) states that such a scenic decision was
rather controversial and unconvincingly taken by the audience who was coughing loudly at the performance
and took the director and his team with a flurry of dissenting exclamations. The author of the publication
explains this reaction by the fact that the composer of the opera G. Puccini had very clearly defined all the
directions for the decision of the scenes, so the operas of this artist are rarely subjected to a better abstract
interpretation. That is why, “despite the spacecraft and the alien planet, despite the idea of storytelling
through hallucinations of the main characters, Guth’s stage direction of the play is powerlessly returning
to the old paths, for what else can be done? Two things should be noted in the work of Guth and his team.
First, it looks great — from broad planetary prospects to brilliant black Parisian figures ... Second, Guth
knows how to locate people on stage, lead singers, and create their vision” (Apthorp, 2018).

The courageous decision of the producers caused contradictory emotional reactions of the audience.
Thinking over the idea of the creators, it can be argued that the main idea “was to imagine characters in
a hopeless space mission in the distant future — a sterile world devoid of love, in which their own approach
to death provokes a return to the ghost in the past” (Apthorp, 2018).

Thus, the whole effect is transposed into hallucinations, memories of the past, which, according to the
memoirs of another famous critic Stephen J. Mudge, sometimes looked organically on the stage, as, for
example, in the scene at the cafe “Momus” (in the stage play — memories about the cafe “Momus”), with
set tables and juggling waiters. Muzetta appeared in open space in the space capsule and sang the waltz.

Other ideas, according to the reviewer, were less convincing. Like, for example, the last duet of Rodolfo
and Marcello, was performed using microphones, making a scene similar to the “feverish™ cabaret, where
student’s heads showed themselves under the curtains (Apthorp, 2018).
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In quite provocative evocation, only the work of the conductor Dudamel was noted with absolute
success. He read the music in the classical interpretation for Puccini, as well as the brilliant vocal work of
the performers.

In 2012 there was a German performance of another hieratic opera work ‘“Magic Flute” by W.A. Mozart,
in the Komische Opera Berlin the producers reduced to an absurdity the popular idea of the screen and
projection (Swed, 2018). The well-known modern producer and director of the Komische Opera Berlin
Barrie Kosky has transformed the Mozart’s opera into a lively, spectacular online cartoon. According to the
American music critic Mark Swed “the stage has become a cinema. The huge screen on which the animation
was projected had a variety of carved doors and platforms to which the characters came and went up. Unlike
the projected opera, the idea of Kosky is to display animation as a live theatre. With careful set motion, this
idea worked perfectly” (Swed).

In the mentioned performance, the director turned some characters into pantomime heroes of the film,
which is sufficiently organically combined with the general context. The drama composition has been
changed — recitatives replaced the silent movie with subtitles, accompanied with the piano “Fantasies” by
W. A. Mozart.

One of the key creators of the production was the painter-animator Paul Barritt, who simulated the
complete visual picture of the action, and through it — the atmosphere, mood and spectacular effects.

Another great European premiere with a world resonance was the production of A. Berg’s “Wozzeck” in
the Oslo Opera House (Oslo, 2017). Christof Loy, one of the most famous directors of our time, focused on
staging in the inside life of the characters and gave them clear characteristics.

As for the visual decision, the director moved the scene to the jail cages with sliding walls. Huge grids
and sort of dwarf characters contrast sharply, emphasizing the futility of the struggle, forcing the heroes to
exist in the trap of dark grey walls. There is no literal prison on the stage, but there is a certain claustrophobic
sense of the closed space. Unexpectedly the wall falls, but only to show a place near the pond, where
Wozzeck catches up with Marie, strikes her and unexpectedly sinks. Therefore, the only way to escape the
limitations is to die (Tolalli, 2018).

As critic Askel Tolalli points out, Christof Loy went deep into psychiatry: ‘Grids and cages play the role
of isolation from the outside world. When there is absurd cruelty and frank sadism of other heroes: a weird
doctor, ethically dubious medical experiments over characters and the rude cruelty of the Captain — this stage
play is, in essence, a study of the mind of Wozzeck” (Tolalli, 2018).

The main character is dressed in jeans and a faded orange T-shirt, which makes him look completely
usual and normal. The appearance, close to the spectators in the auditorium, makes despair of his mental
illness even more pronounced.

Under the guidance of conductor Lothar Koenigs, an orchestra plays as one coherent mechanism.
According to Askel Tolalli, they bring “awful beauty and disgusting lyric” (Tolalli, 2018) to the music of
A. Berg.

Quite opposite to the genre and atmosphere was the presentation of W. A. Mozart’s opera “Cosi Fan
Tutte” (All women do it), it was staged at the Royal Opera House in London (2016, director Jan Philippe
Gloger, conductor Simeon Bychkov).

One of the most important aspects of this opera is the harmony of the ensemble, which was completely
achieved in the mentioned performance. However, according to a well-known critic David Karlin, despite
the youth and the charm of the performers and their perfect vocal data, it wasn’t enough to rescue an evening
made tedious by leisurely tempi and a staging by Jan Philipp Gloger that seemed far “too clever” for its own
good (Karlin, 2018). The reviewer saw two main problems. The first is that the action is constantly fighting
against the libretto rather than working with it. To pull this off needs very skilful acting direction — it has
to be communicated visibly to the audience that the singers know perfectly well that what they are singing
does not match what they are doing; otherwise, it is just confusing for audience. “The second is that Sabina
Puértolas played Despina as a genuinely nasty piece of work rather than an airy good time girl. Johannes
Martin Krinzle delivered Don Alfonso’s self-congratulations as targeted point-scoring rather than harmless
fun. With all this added to the plethora of serious points and Bychkov’s extremely slow tempi, it felt like
a very long evening” (Karlin, 2018).

An unsuccessful interpretation of musical dramaturgy was confirmed by a famous music critic Mark
Valencia: “the maestro’s laboured tempos in most of the arias are so extreme that he adds 15 minutes to the
opera’s standard running time” (2017). The critic noted the brilliant work of the performers, the extravagant
attractive costumes by designer Ben Bauer, the refined lighting of Bernd Purkrabek, however, and almost
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complete isolation from the psychological interaction of characters, which is tragic to the opera. The blame
for this the author laid on the director, suggesting the conductor to share it.

Consequently, we can conclude that the interpretative vision of the actors of the play for the original genre
is incompatible with the work of W.A. Mozart, which suggests comedy, lightness, and in some ways naivety,
which made the opera’s plot interesting and sharpens storylines in one integral line.

A completely different reading of W.A. Mozart‘s comic opera “Cosi Fan Tutte” was created at the famous
American Metropolitan Opera (director Phelim McDermott, conductor David Robertson, costumes by Laura
Hopkins, 2017).

The events of the play were transferred to the 1950s to the Coney Island District of New York. According
to critic David Salazar (2018), the production puts the spotlight on Don Alfonso. He is the protagonist on
a mission and every other character is either his ally or an antagonist to his ultimate motivation — to express
that the world of love is a sham. Nothing is stable. Nothing is truly real. According to the critic, the space of the
scene is perfectly designed, the motel (the main place of action) is mobile and the viewer can see the rooms of
the main heroes from different angles, adding the dynamics of action and intimacy to the love scenes. Having
Fiordiligi and Dorabella stay in a motel completely underlines the point that they have no “true home,” and
further supports Alfonso’s philosophical perspective on them. In the interpretation of the producers of “Cosi
Fan Tutte” is a caution fairy tale in which love is a true fable. It was noted that the work of conductor David
Robertson “was some of the finest Mozart conducting we have heard in some time” (Salazar, 2018).

In La Scala, Italy’s opera house in the production of G. Puccini’s “Girl from the West” (2016), directed
by Robert Carsen, reminded spectators how the opera came from what it originally dealt with: myth
(Mellace , 2018).

According to the plan of the directors (conductor Riccardo Chelli, set design — Robert Carsen and Louis
Carvalho, video — Jan Williams Galloway), “cinema and its memory encompass the entire show: the miners
are watching a western movie when the curtain raises in the breathtaking, abrupt (both visually and musically)
start of the opera” (Mellace, 2018).

According to critic Raffacle Mellace, the performers were in the cinema, where they are both spectators
and actors (2018); the musical level of performance was perfect, the orchestra followed the maestro perfectly,
which covered the innovative aspects of music by G. Puccini. Robert Carsen’s production highlighted the
progressive nature of the composer’s opera, which could not ignore the actual trends in performing arts, as well
as the Western as a popular genre.

All performers of secondary roles were great actors, including members of the choir, who performed many
acting tasks in the first and third steps. Judging by the turbulent ovations, the audience positively perceived the
staging, and especially the work of Maestro Chelli (2018).

One of the brightest premieres of the 2017-2018 season at the Vienna State Opera was the production
of “Samson et Dalila” by C. Saint-Saens (director Alexandra Liedtke, set designer — Raimund Orfeo Voigt,
conductor Marco Armiliato).

The interpretation was taken as ambiguously, the audience was dissatisfied with the production group,
namely the director and the set designer. As for the stars of the performers and the conductor — they were
welcomed positively.

According to the critics, the director allowed himself a great deal of freedom in reading the libretto, but still
had some interesting ideas. The scenes in which the artists removed the biblical accents and exaltation were
confused. For example, the love scene of the protagonists took place in the bathroom, which translated it to the
domestic level, thus diverting from the original source. With the removal of the basis of the work of secrecy
and faith, the very idea of the work went “down to earth”. However, the musical component of the performance
was much less controversial (Sutherland, 2018).

The scientific novelty of the research is that for the first time in the world the latest opera performances of
2012-2019 were considered in the context of the latest modern technical, set design and directing techniques
used during the implementation of the opera of the classical repertoire, as well as the question of its
employment and influence on the audience.

Conclusions
After reviewing the modern operatic productions of recent years, we conclude that it is important to make

a compromise between a bold, sometimes controversial interpretation of the opera classics and the search for
new subtext of drama.
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In modern interpretations of plays, the role of video means, since their use the further, the more captivates
the theatrical stages, is important. However, one should agree with the point of the theatre theorist H. Lypkivska:
in the modern theatre “the forms and methods of using multimedia technologies, as well as the technical
solutions of the theatre as a whole, are in constant development ... Only in the future, when the theatre would
“have a disease” of the video art as it have “had a disease” of all innovations during 2500-year history, it will
be possible to make exhaustive and final conclusions about our subject” (2018, p. 113).

Consequently, despite the predominantly perfect performance of plays from the musical point of view, not
all premieres of recent years in the world’s leading opera houses, courageous in interpretation, were welcomed
by the public. This confirms the need for the full harmony of all components of such a complex synthetic genre
as the opera. The director, as the key figure in creating a production, should combine all the components of
the performance — actors, artistic decisions, plastic elements of play, makeup, costumes, musical interpretation
(together with the conductor), which in the end have to merge into one organic work of art.

The question of set design concepts and point of introducing the latest directing techniques is still relevant
and requires further research.
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KOHHEHHIi [unenko Jlaga AnaroniiBHa
CUEHIYHUX NOCTAHOBOK | IMowyxyeau, Kuiscoxuii nayionanshuii ynieepcumem
Y CYHACHOMY CBITOBOMY | xyaomypu i mucmeyms, Kuis, Yepaina
OIIEPHOMY TEATPI

Merta crtarTi — pO3NIAHYTH HOBITHI IMOCTAHOBOYHI TEHJEHII] Y BTIIEHHI ONMEPHUX TBOPIB MPOBITHAMH TEaTpamMH
CBITY, 30KpeMa B TAKUX aCTEKTaX, sIK POJIb TOCTAHOBOYHHUX MTPUHOMIB 1 TEXHOJIOT1H, CBITIIOBHX 1 TEXHITHUX MOJKITHBOCTEH,
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YHHHUKY CIIPUNAHSTTS HOBITHIX IHTEpHpeTaliili isgaueM y KOHTEKCTI My3W9HOTO, IPaMaTypriqHoro Ta CIieHOTpadidqHOTO
pillleHs Ha TPHUKIAII MMOCTAHOBOK CBITOBHX omepHuX TearpiB 2012-2019 pp. Mertomomoris IOCTiIKEHHS TOJATAE
B KOMIUIEKCHOMY 3aCTOCYBaHHI KOMITApaTHBHOTO, aHAJIITHYHOTO, JUKEPEJIO3HABUOTO Ta JIOTTYHOTO METOIB IS 3’ICYBaHHS
pOITi HOBITHIX TEHJCHIIH y Cy4acHOMY OIIEpHOMY TeaTpi, IXHBOTO BIUIMBY Ha OPHTIHAJIBHUI 3aJyM KOMIIO3UTOpa Ta
OpraHiyHiCTh BHUKOpHCTaHHS. HaykoBa HOBM3HA. OXapaKTepH30BaHO BIIPOBAPKEHHS! HOBITHIX NMPHHOMIB 1 TEXHOJIOTIH
y KIIACHYHI MY3WYHO-TeaTpaJibHI MOCTAHOBKU TPOBIHUX TEaTpiB CBITY. YIeplle CBITOBI HOBITHI OIEpHI MIOCTaHOBKU
2012-2019 pp. po3mIAHYTO B pO3pi3i HAKHOBIMINX CYYaCHUX TEXHIYHUX, CHEHOTpa(idHUX Ta PEKUCEPCHKUX MPUHOMIB,
0 3aCTOCOBYIOTHCS il Yac peaiizamii omep KIACHYHOTO pemepTyapy, a TaKoXK IMOPYIICHO MUTaHHS JOIUIBHOCTI
IXHBOTO BUKOPHCTAHHS Ta BIUIMBY Ha MyOJiKy. BucHOBKH. BHHaXiIIHBI X0 Ta PIlICHHS PEKUCEPIB-TIOCTAHOBHUKIB
Ta creHorpadiB y €BpoOIEHCHKOMY TeaTpi MOJICKy[JH HaJaloTh BHCTaBaM 30BCIM IHIIMX MiJITEKCTIB 1 PO3KPHUBAIOTH
HOBI majitpu apamaryprii. CydacHi TeXHOJIOTI, Taki K Oy/Ib-SKOro poxy Bi3yaslbHI IpoeKii, aHiMarii, IuIyHXepHi
CHCTEeMHU TeaTpajbHUX CLEH Ta Pi3HOMaHITHI IuiaropMu, MiJIHIMAIOTh ONEpHE MHCTELTBO Ha HOBHU piBeHb. [Ipore
HOBITHI MTOCTAHOBOYHI TCHCHIIIT, KOTPI HE 3aBKAM JOIUIbHI 3 MOMISILY Bi3yalbHOIO, IPaMaTypriyHoro Ta My3HMYHOTO
MIPOYUTAHHS, MOXKYTh IIPU3BECTH JI0 IPOBAJly BUCTABH, L0 HE BUIIPABIOBYE 3aHAATO CMUTNBOI iHTepIpeTanii TBOpY.
Kurouosi crnosa: xoHnenttisi, cueHorpadigHe pilieHHs, peXKUCEPCHKUN IPUITOM, CyJacHUH OTIEpHUHN Tearp.

KOHIEIILHMMU | Ilunenko Jlaga AHaronbeBHa
CHEHMYECKUX ITOCTAHOBOK | Couckamens, Kueeckuii nayuonansuwiii ynusepcumem
B COBPEMEHHOM MHWUPOBOM | xyromypor u uckyccme, Kues, Yepauna
OIIEPHOM TEATPE

Llens cTatbM — paccMOTpETh HOBEHIIHME MOCTAHOBOYHBIC TECHACHIIMM B BOIUIOMICHWM OIIEPHBIX IPOU3BEIICHUI
BEJIyIIIMMH OTIEPHBIMHU TeaTpaMy MUPa, B YaCTHOCTHU B TAKUX aCTEKTaX, KaK POJib MOCTAHOBOYHBIX IPUEMOB U TEXHOJIOT U,
CBETOBBIX M TEXHHYECKUX BO3MOXKHOCTEH, (PaKTOPBI BOCIPHATHSI HOBEHIIMX HMHTEPIPETAlMi 3pUTEIeM B KOHTEKCTI
MY3bIKaJIbHOTO, JIpaMaTyprayeckoro M ClIEHOrpaduyeckoro pemeHuil Ha mpuMepe IMOCTAHOBOK MHPOBBIX OIEPHBIX
teatpoB 2012-2019 rr. MeTomonorusi UCCICOBAHUS 3aKIIOUAETCsl B KOMIZIEKCHOM MPUMEHEHHH KOMITApaTHBHOTO,
AQHAJTUTHUYECKOTO, HCTOYHHUKOBEJUECKOTO M JIOTHYECKOTO METOAOB IJISl BBICHEHHUS pOJIM HOBEHWIIMX TEHACHINH
B COBPEMEHHOM OIIEPHOM TE€aTpe, NX BIHSHHS Ha OPUTHHAIBHBIN 3aMBICEIT KOMITO3UTOPA ¥ OPTaHUYHOCTH MCIIOIb30BaHUS.
Hayunast HoBu3Ha. OXapakTepH30BaHO BHEIPEHHE HOBEHIINX IPHUEMOB M TEXHOJOTMH B KIACCHUYECKHE MY3bIKaJIbHO-
TeaTpasibHble IOCTAHOBKH BEAYIIUX TeaTpoB MUpa. BriepBble MUpOBbIe HOBelIINE onepHble nocTaHoBKU 2012-2019 rr.
paccMOTpEHbI B pa3pe3e HOBEUIINX COBPEMEHHBIX TEXHHMUYECKHX, CHEHOrpapMUECKUX M PEKHCCEPCKUX MPHEMOB, YTO
UCTIONIB3YIOTCS BO BPEMS pPeajii3aliy Onep KJIACCHYECKOTO penepTyapa, a TakKe IMOTHAT BOIPOC IeTIeCO00Pa3HOCTH UX
WCIIONB30BaHMS U BIUSHUS Ha MyOnuky. BeiBonbl. M3o0peTarenbHble XOAbI M PEIICHUS PEKHUCCEPOB-TIOCTAHOBIINKOB
u crieHorpagoB B €BPONEHCKOM TeaTpe MHOT/A MPHUIAIOT CHEKTAKIIO COBCEM JPYTHe MOATEKCTHI U PaCKPHIBAIOT HOBBIC
nayMTpsl ApaMaryprud. COBpeMEHHBIE TEXHOJIOTHH, TaKHe Kak JI000ro poja BH3yalbHbIE NPOEKIUH, aHUMALUH,
TUTYH)KEPHBIE CHCTEMBI TeaTpalbHBIX CIIEH M Pa3HOOOpa3Hble ILIAT(OPMBI, IOJHUMAIOT ONEPHOE HCKYCCTBO Ha
HOBBII ypoBeHb. OfHAaKO HOBEHIINE MOCTAHOBOUHBIC TEHJEHIMM, HE BCErJa ylauHble ¢ TOYKU 3PEHMS BU3YalbHOTIO,
ApaMaTypruye€Ckoro ik My3bIKaJbHOI'O MPOUYTCHUA, MOTYT IPUBCCTU K NPOBATy CHCKTAKIIA, HC ONpaBJAbIBasA CIUIIIKOM
CMEJION MHTEPIPETALNH TPOU3BEACHUS.

Knrouegvie cnosa: koHIETIHS, CIICHOTpAUUECKOE PEIICHHE, PEKUCCEPCKINA TIPHEM, COBPEMEHHBIN OIEPHBIN Tearp.
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