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A typology of soprano roles in W. A. Mozart’s opera 

“Le nozze di Figaro”: The image of the Countess 
 

The article is devoted to the development of a typology of soprano roles 

in W. A. Mozart’s opera “Le nozze di Figaro”. Within the content-structural 

organization of this commedia per musica, the female images are represented by four 
soprano roles of different timbre profiles (except for Cherubino, who has a “breeches 
role”), each of which has its own dramaturgical function and individualized vocal 

“profile”. The diversity of the timbre-expressive and performative-stage possibilities 
of the operatic soprano in the genre expansiveness of Mozart’s comedy through music 

is embodied in four contrasting female vocal “portraits” – Countess Almaviva, 

Susanna, Marcellina, and Barbarina – presented across a broad range of tessitura-
related, semantic, and coloristic functions. The development of a vocal-performance 
typology of the soprano roles in Mozart’s Le nozze di Figaro, which is of significant 

importance for the stage interpretation of one of the most frequently performed operas 

of the modern repertoire, is based on semantic-structural and performative criteria. 
The analysis of performance interpretations of Mozart’s Countess is carried out with 

reference to the creative figures of legendary representatives of the lyric soprano 
voice – Elisabeth Schwarzkopf (1915–2006), Kiri Te Kanawa (b. 1944), and 
Renée Fleming (b. 1959), whose vocal careers flourished in the middle and 

second half of the twentieth century. 
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Statement of the problem. 

W. A. Mozart’s Le nozze di Figaro (1786) occupies an outstanding 

place in the history of musical theatre as an innovative example of 

the  composer’s interpretation of the opera buffa genre. The innovative 

treatment of genre in Mozart’s masterpiece reaches exceptional depth 

in revealing new possibilities in the spheres of content, operatic forms, 

vocal-timbre dramaturgy, and the psychological characterization of 

personages; this also affected the performance interpretation of vocal roles. 

Within the content-structure of Mozart’s commedia per musica, the female 

images are represented by four soprano roles of different timbre filling 

(if one don’t take into account Cherubino as “a breeches role”), each 

of which, within this operatic “quartet”, has a specific dramaturgical 

function and an individualized vocal “profile”. The diversity of the timbre-

expressive and performative-stage possibilities of the operatic soprano, 

which are contained as potential interpretive perspectives within the genre 

expansiveness of Mozart’s commedia per musica, is represented by the 

composer in contrasting female vocal “portraits” – Countess Almaviva, 

Susanna, Marcellina, and Barbarina – embodied across a broad range of 

tessitura-related, semantic, and coloristic functions. The need to develop 

a vocal-performance typology of the soprano roles in Mozart’s Le nozze 

di Figaro, whose diversification should proceed according to semantic-

structural and performative criteria, is of great importance for the stage 

interpretation of one of the most frequently performed operas of the 

modern repertoire.  

Recent research and publications. The recent studies incorporated 

into the present article may be divided, according to their thematic 

orientation, into two groups. The first includes the musicological studies 

by O. H. Roshchenko from 2025–2026, in which traditional approaches 

to understanding Mozart’s opera Le nozze di Figaro are reconsidered. 



54 
ISSN 2519-4496   Проблеми взаємодії мистецтва, педагогіки та теорії і практики освіти, 2026, вип. 79 

 
 

 

Roshchenko’s 2025 article interprets Mozart’s commedia per musica from 

the standpoint of the reproduction within it of a sacred chronotope 

conditioned by the initiatory nature of the marriage rite (Roshchenko, 

2025); the 2026 article is devoted to interpreting the female images of 

the opera as semantic doubles (Roshchenko, 2026). 

The second thematic series of cited works, the propositions of which 

are introduced into the present article, consists of studies related to 

performance operology. First of all, preference should be given here 

to the dissertation by Chen Ke (2022), which sets out the foundations of 

the methodology and terminology of this new scholarly direction within 

musicology. The task of developing a typology of soprano roles and 

carrying out a performance-typological analysis of the female vocal roles 

in Mozart’s Le nozze di Figaro determined the appeal to works, whose 

subject is the timbre phenomenon of the soprano voice differentiated 

by vocal types: coloratura soprano (Jiang Qin, 2022, 2025), lyric soprano 

(Wang Mingjie, 2020), and dramatic soprano (Milichenkova, 2020). 

The analysis of performance interpretations of Mozart’s Countess based on 

the creative figures of three legendary lyric sopranos, whose vocal careers 

flourished in the middle and second half of the twentieth century, – 

Elisabeth Schwarzkopf (1915–2006), Kiri Te Kanawa (b. 1944), and 

Renée Fleming (b. 1959) – required reliance on judgments presented 

in newspaper and magazine essays by J. Kesting (2024), А. Billen (2006), 

J. von Rhein (2001), Ch. Michener (2001), and others.  

The purpose of the study is to develop a methodology suitable 

for constructing a typology of soprano roles in W. A. Mozart’s 

Le nozze di Figaro, focusing attention on determining the performance type 

of the image of Countess Almaviva within the content-structure 

of the commedia per musica as an artistic whole. 

Research methodology is determined by the need to realize 

the aim of the work; its achievement is served by systemic-functional, 

comparative-typological, imagological, and performance-operological 

methods of analysis. The method of systemic-functional analysis 

is introduced in order to consider the soprano roles in Mozart’s Le nozze 
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di Figaro as a system whose elements (that is, operatic roles) are endowed 

with certain timbre-semantic functions in revealing the content of the 

artistic whole. The method of comparative-typological analysis is used 

to differentiate stable vocal-dramaturgical archetypes (timbre-role types) 

of the opera’s female characters, as well as to determine the ways of their 

performance interpretation in the process of realizing “timbre-characters” 

(Roshchenko & Chen Ke, 2024) in Mozart’s commedia per musica. 

The performance-interpretive approach is applied to the analysis of specific 

interpretive practices (in particular, timbre, articulatory, and stage practices) 

that contribute to the formation of the semantic content of the images 

of female characters in the opera under study. The imagological method 

of analysis is used in this work to clarify the ways of embodying 

the individual performance peculiarities, particularly in the system of sym-

bolic-functional and vocal-timbre dramaturgy of the opera, in interpreta-

tions of the image of Countess Almaviva created by outstanding singers 

of the 20th and early 21st century: Renée Fleming, Elisabeth Schwarzkopf, 

and Kiri Te Kanawa. The performance-operological method of analysis 

is used at the level of its first stage, the essence of which consists 

in studying “the constituent elements of an opera-stage production” 

(Chen Ke, 2024: 19); in the present case, the first stage of the performance-

operological analysis is connected with the analysis of interpretive 

approaches to performing the role of Countess Almaviva. 

The scholarly novelty of the study lies in the development of 

approaches to a typological analysis of the soprano roles in W. A. Mozart’s 

Le nozze di Figaro, as well as in the systematization of methods of vocal-

stage embodiment of the image of Countess Almaviva known 

in performance practice.  

Presentation of the main research material. 

A vocal-performance typology of operatic voices should be constructed 

according to the following criteria: semantic functions, range, 

tessitura,  timbre, technical capacities, dramaturgical functions, and 

stage  embodiment. Alongside the general criteria for classifying 

operatic  voices,  the development of a vocal-performance typology 
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should  also consider the historical and individual-style properties 

embodied in the opera-scenica. 

Taking into account the properties of the indicated system of criteria, 

the differentiation of vocal-performance voice types in Mozart’s 

operas  should consider the flexibility of their compositional treatment. 

The composer not only follows classifications established in the history 

of the genre but also transforms them in accordance with specific 

dramaturgical needs. Such flexibility is also characteristic of the treatment 

of the soprano roles in Le nozze di Figaro, which the composer presents 

across a broad spectrum of varieties from lyric to coloratura and character 

soprano. The systemic organization of the soprano roles is determined 

by the plot, in which the female images play a significant role in forming 

the content of the opera: the musical characterization of the operatic 

heroines is influenced both, by the development of the multi-level intrigue 

(unfolding simultaneously on different plot levels) and by the dynamics, 

through which the comic content emerges. Participating in the formation 

of dramatic conflicts, the female images serve as a driving force in 

the development of the operatic action. At the same time, the soprano roles 

contribute to the development not only of the female characters themselves 

but also, indirectly through ensemble scenes, of the male personages. 

The interpretation of Mozart’s commedia per musica presented 

in O. H. Roshchenko’s article (Roshchenko, 2025) from the standpoint 

of the reproduction within it of features of the sacred chronotope 

conditioned by the initiatory nature of the marriage rite makes it possible 

to offer an original interpretation of the vocal roles, proceeding not only 

from the customary buffa content of the commedia per musica but also 

from the mythologized content hidden in the marriage rite. Roshchenko’s 

concept, according to which the female characters of the opera appear 

as semantic doubles, whose roles variably represent the archetypes 

of the bride, Engel und Schelmin (angel and mischievous girl), and 

the soubrette (in its different national and timbre-typological variants), 

has not only purely theoretical but also practical significance. Taking into 

account, in the process of stage interpretation of the opera’s female roles, 
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the shared archetypal features (Roshchenko, 2026) contributes to 

the deepening and renewal of traditions of performance interpretation, 

since in this case the four soprano roles of different characters are united 

not only by timbre-semantic antitheticality but also by the unity 

of archetypal self-expression, although it is presented in each female image 

with a different degree of fullness and consistency. 

Countess Almaviva is one of the most profound female images 

in Mozart’s operatic oeuvre; she may be defined as a kind of “exemplary” 

formation of the lyric soprano role (full lyric soprano) in the composer’s 

work, supplemented by elements of soprano spinto. 

If, according to Jiang Qin (2022: 211–212), the coloratura soprano 

should be characterized, in addition to a combination of ornamental 

technique and improvisational embellishment, by flexibility and agility 

of the voice and by a certain metallic quality and coldness of timbre, and 

if the dramatic soprano, according to N. F. Milichenkova, is distinguished 

by a “heroic complex of expressivity”, female self-sacrifice, suffering and 

martyrdom, and “richness of spiritual gift” (Milichenkova, 2020: 244, 245), 

then the features of the lyric soprano, according to Wang Mingjie 

(2020: 90), are “total lyricization” of the singing range, the concentration 

in lyric singing of “voice instrumentalism” (Wang Mingjie, 2020: 18), 

“lyrical fullness of elevation above everyday existence” (Ibid.: 77), 

“feminine expression of lyricism” (Ibid.: 78), “supra-individualized 

typologism <..,> and individualized manifestation in the image of the high 

sorrow of Lamento” (Ibid.: 75). 

According to the general characteristics of the lyric soprano, the image 

of Countess Almaviva appears as a specific center of operatic lyricism, 

which extends to varying degrees to all the roles of the female quartet. 

Since the image of the Countess has the significance of the lyrical center 

of Mozart’s opera, the reflections of whose lyricism are cast upon the vocal 

portraits of the other female characters, it is appropriate within the scope 

of the present article to devote primary attention to the analysis 

of the timbre-character of this heroine. 
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The specificity of Mozart’s paradigm in forming the lyric soprano role 

in Le nozze di Figaro lies in supplementing this timbre-role type with 

elements of spinto, manifested in the combination of a soft timbre and 

dramatic tension in the realization of the operatic image. The vocal line 

of  the character, whose performance is entrusted to a lyric soprano 

endowed with spinto features, requires in Mozart’s operas a broad range 

(approximately c¹–b²), flexibility of sound, and the ability to sustain 

prolonged singing in the middle and upper registers, where the voice must 

sound natural, gentle, and noble. Unlike Susanna’s role, the Countess’s role 

does not require from the singer exceptionally light agility or extreme high 

notes; however, it requires both equality of vocal sound across all registers 

and the ability to create long cantilena phrases. Thanks to these properties 

of the operatic voice, sadness, dignity, and tenderness are organically 

combined in the image of the heroine, along with a certain determination 

necessary for the struggle for her own happiness. Thus, the timbre 

properties inherent in the lyric soprano with spinto features in Mozart’s 

opera require from the performer not only an objectively beautiful voice 

but also the reproduction of such qualities of the heroine as spiritual 

maturity, psychological multidimensionality, and depth of inner world. 

With regard to the technical requirements traditionally associated with 

performing the role of the Countess, it should be noted that its basis is 

cantilena singing, namely long, smooth phrases built on legato. Meeting 

these technical requirements is made possible by the performer’s 

possession of such professional qualities as even breath control, necessary 

for sustaining long musical phrases, and soft dynamics without loss of 

support, which contributes to continuity of sound production. Although 

coloratura elements are not dominant in the Countess’s role, the presence 

of small-scale ornamentation, rapid passages (especially in ensembles), and 

refined melismas nevertheless testifies to a special kind of virtuosity 

inherent in this operatic role. In the role of Mozart’s Countess one observes 

a common feature of lyrical coloratura singing that it can be defined 

as vocal, that is voice-based, instrumentalism – in accordance to the 

philosophical concept of music, which represents the voice as the first 
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instrument in the human body (Chernets & Markova, 2026). Nevertheless, 

unlike the role of the Queen of the Night, the coloratura features introduced 

into the role of Countess Almaviva do not have a cold, external, “rationally 

triumphant” character; rather, they acquire the meaning of expressing the 

tension of the heroine’s spiritual state and the refinement of her feelings. 

Of considerable importance for understanding the image of the Countess 

in its lyric-soprano timbre embodiment is the lyrical genesis of the ritual-

cult (Wang Mingjie, 2020: 30–35). The lyrical nature of the vocal timbre 

of Mozart’s Rosina as a prerequisite for reproducing the cult corresponds 

to the properties of the sacred chronotope of the commedia per musica 

established by O. H. Roshchenko, among which are “the initiatory essence 

of the wedding ritual, the interaction of centripetal and centrifugal features, 

the presence of binary oppositions, and the intersection of the properties 

of solar, lunar, and twin myths” (Roshchenko, 2025: 35).  

An analysis of the dramaturgy of Mozart’s Le nozze di Figaro makes 

it possible to conclude that the psychological and social condition of 

a character influences his or her performance archetype. As for Mozart’s 

Countess, her performance archetype is based on the general properties 

of the image of the lyrical heroine, who is characterized by inner dignity, 

nobility, restraint, emotional maturity, aristocracy in the expression of 

feeling, and the embodiment of a spiritual core within the carnivalesque 

diversity of comic opera. 

The complex of these qualities distinguishes the performance archetype 

of the Countess from the other heroines, who are also represented within 

the soprano range: for example, Susanna, who is mobile, “earthly”, 

and vividly theatrical, or Marcellina, a grotesquely comic character 

whose vengefulness is rapidly transformed into maternal tenderness. 

The performance archetype of the Countess is conditioned by her existence 

in the sphere of ideal memories at a time of grievous loss, by the nurturing 

of hope for the return of the happiness of lost love, and finally by her 

awakening to active participation in resolving her own fate. The role 

of the Countess – the lyrical heroine – is saturated with long cantilena 

phrases, broad legato, emotional tension, elements of noble heroics, and 



60 
ISSN 2519-4496   Проблеми взаємодії мистецтва, педагогіки та теорії і практики освіти, 2026, вип. 79 

 
 

 

an almost complete absence of comic “strokes”. The vocal timbre 

of the lyric soprano with elements of spinto becomes a means 

of reproducing the “portrait” of the operatic heroine, reflecting her mode 

of thought, character, disposition, social status, and spiritual world. 

The image of the operatic Countess balances the general comic quality 

of the opera: a lyrical drama is introduced into the frenzy of carnivalesque 

action. The dramaturgical line of the Countess’s development passes 

through such points in the action as longing for lost love, exposure 

of the Count’s treacherous designs, support for Susanna and Figaro, 

a travesty that is both salvific and accusatory, and final forgiveness as 

a means of resolving the marital conflict. The performance dramaturgy 

of the Countess must be built not only on the representation of this 

character as suffering but also as actively acting and capable of directing 

the play action of the commedia per musica. 

In the Countess’s solo scenes one observes the evolution of the 

heroine’s state from loneliness and inner pain caused by the loss of love 

toward hope for the restoration of harmony, the ability to struggle for 

happiness, and readiness for forgiveness. Not only the solo scenes but also 

the ensemble scenes involving the Countess are important in constructing 

the logic of performance dramaturgy. The Countess’s voice, filled with 

lyrical depth, unites the vocal parts in ensembles into a coherent vertical 

structure, creating an emotional-timbre balance among them. Particularly 

significant among the ensemble scenes involving the Countess are the duet 

with Susanna “Sull’aria” (“On the Breeze”), the finales of Acts II and IV, 

and the travesty scenes. In the duet “Sull’aria” the Countess’s voice must 

sound restrained and chamber-like. Regarding the dramaturgical role of this 

duet treated by the composer and his librettist as a key moment in the opera 

and developing the relationships between the two women, I. Woodfield 

emphasized that the temporary rapprochement of the female characters is 

an important phase in the formation of the operatic concept (Woodfield, 

2018): here, the female characters act as a single coalition, changing 

the balance of forces operating within the musical drama.  
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A performance analysis of the Countess’s role may appropriately 

be carried out by considering the performance interpretations of legendary 

lyric sopranos of the middle and second half of the twentieth century – 

Elisabeth Schwarzkopf, Kiri Te Kanawa, and Renée Fleming. The choice 

of these three emblematic singers of the great operatic era for analyzing 

the performance of the Countess’s role is determined by the fact that each 

of their interpretations is guided by adherence to a particular performance 

archetype, while the realization of its integrity reveals individualized 

properties of the character’s “portrait”. 

Awareness of the tragic contradictions in the artistic fate 

of Elisabeth Schwarzkopf – one of the most controversial representatives 

of “the twisted muse” of the Third Reich, as Michael H. Kater formulated 

it in the title of his famous book (Kater, 1997) – did not diminish 

the extremely high evaluation of the German soprano’s mastery, “one 

of the most accomplished artists of her time ... whose art I much admire”, 

as the same researcher said (Ibid.: viii). Even today, at the beginning 

of the twenty-first century, Elisabeth Schwarzkopf, according to press 

estimates, is still regarded as an outstanding German soprano, “one of the 

most distinguished and influential singers of the 20th century” (Blyth, 

2006), and “one of the supreme interpreters of Mozart...” (Pasles, 2006). 

The vocal-stage realization of the image of Mozart’s Countess 

in Schwarzkopf’s performance is distinguished by a detached and stylized 

reading. In performing the aria “Dove sono”, Elisabeth Schwarzkopf 

gravitates toward a rationalized interpretation of the Countess’s image, as if 

raising it above the passions. Clear diction, a well-calculated and restrained 

performative flawlessness in presenting the affects, allow one to define 

the emotional state of the operatic heroine, who experiences an inner 

drama, as imbued with aristocratic asceticism. In Elisabeth Schwarzkopf’s 

performance, if we use the formulation of Ukrainian scientists regarding 

the experience of sacred music, the “beauty of the lyrical” finds its 

realization in a “syncretic fusion of supra-personal and personal 

expression” (Androsova, Markova, 2022: 167). 
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The full lyric-soprano voice of Kiri Te Kanawa is described 

by the Chicago Tribune’s critic John von Rhein: “Her creamy tone – 

mellow yet vibrant, warm, ample and unforced...” (Rhein, 2001). 

Continuing the performance tradition of Elisabeth Schwarzkopf, 

Kiri Te Kanawa presents Mozart’s heroine as an ideal of aristocracy. 

Behind her individualized performance approach to reproducing the image 

of the operatic heroine, one can clearly perceive the influence of various 

vocal schools, the general directorial concept, and the aesthetic concepts 

of modern musical theatre. The Countess’s aria “Porgi, amor” (“Grant, 

Love”) in Kiri Te Kanawa’s performance is distinguished by an almost 

royal distancing from her own pain, the preservation of aristocratic icy 

calm, and porcelain-like immobile beauty. 

Renée Fleming, an American operatic diva and one of the best-known 

sopranos of the last quarter of the twentieth and the beginning of 

the twenty-first century, known for performing roles in the operas by 

W. A. Mozart and R. Strauss on the world’s leading operatic stages 

(including the Metropolitan Opera, the Royal Opera House, and the Vienna 

State Opera), interprets the image of Mozart’s Countess on the basis 

of a fundamentally different approach from that of her distinguished 

predecessors. In Renée Fleming’s performance, Mozart’s Countess, while 

preserving nobility, seems to break beyond the circle of strict limitations 

in the expression of feeling. The Countess’s role in Fleming’s performance 

is characterized by a “breakthrough” into the sphere of open lyricism and 

emotional frankness; in the spiritual warmth that the performer sincerely 

gives to the heroine, the cold ice of her suffering seems to melt. 

The well-known critic Charles Michener wrote about the singer’s vocal 

qualities: “Fleming’s voice is robust yet feminine, with a velvety sheen. 

It contains the two qualities – grandeur and pathos – that are essential for 

portraying the mostly pure-hearted but rejected heroines who form the core 

of her operatic repertory” (Michener, 2001). The singer’s “velvety” timbre 

is distinguished by a special warmth, which her voice seems to radiate 

especially in the middle register, contributing to the creation of the image 

of an emotionally profound and mature woman. Yet this breakthrough 
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of emotionalism does not mean that Mozart’s Countess in R. Fleming’s 

performance is marked by excessive dramatism, affectation, or pseudo-

romantic exaltation. On the contrary, the singer creates a noble image 

whose inner tragedy is concealed by emotional restraint. This is supported 

by such qualities of the lyric soprano possessed by the American operatic 

diva as soft cantilena, long breath in rendering an extended musical 

phrase,  noble timbre, controlled dynamics, smooth and broad legato, 

the naturalness of the vocal line without “forcing” the upper notes, and 

an aristocratic manner of singing. Excluding demonstrativeness 

in the representation of despair from her interpretation of the Countess, 

Renée Fleming emphasizes the reproduction of academic purity of style, 

classical beauty of vocal intonation, and emotional tension free 

from veristic hyperbole. 

The performance of the Countess’s arias “Porgi, amor” and “Dove 

sono” (“Where are they?”) is distinguished by interpretive refinement and 

demonstrates important qualities of Mozartian vocal style: the harmony 

of rational and emotional principles, the relief-like clarity of vocal phrasing, 

the clarity and expressiveness of the intoned (sung) word, and the gradual 

growth of inner tension on the path toward culmination. In the singer’s 

interpretation, the aria “Porgi, amor” acquires the meaning of a prayer; 

performing the aria at a slow tempo, on a broad breath, and without 

excessive rubato, the singer creates an image far removed from the type 

of a hysterical victim: her Countess is capable of controlling her pain. 

As for the aria “Dove sono”, its performance may be interpreted as 

the embodiment of the heroine’s psychology of memory, the principal 

typological marker of which lies in the opposition of states of her soul: 

memories of past happiness are contrasted with the disappointment that 

colors the perception of the present. The character of the aria’s content 

depends on the singer’s interpretation: it may be understood both, 

as an inner drama dominated by the conflicted juxtaposition of ideal 

memories and sad reality, and as a contrast of light and shadow. 

Renée Fleming chooses an interpretation of the aria based on 

the reproduction of the contrast between bright memories and the twilight 
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sadness of the present. A number of factors used by the singer contribute 

to the reproduction of contrasting dramaturgy in the performance 

interpretation of the aria. The most important among them is the subtlety, 

tenderness, and softness with which she renders transitions between 

dynamic shades and registers, smoothing the polarity of the juxtaposition 

of joy and sorrow that succeed one another in the heroine’s soul. Thus, 

Renée Fleming reproduces a typical feature of Mozart’s worldview: 

between light and shadow (life and death, paradise and hell) there is 

no impenetrable boundary; on the contrary, they are correlated on the basis 

of the principle of interpenetration. 

Since the image of the Countess is revealed to a considerable extent 

in ensemble scenes, attention should be devoted to Renée Fleming’s 

performance approach to the ensemble representation of Rosina’s image. 

In this case, one should proceed from two performance principles that 

characterize the Countess’s role in the American singer’s performance. 

First, Renée Fleming adheres to the main criteria of ensemble performance 

as a principle of Mozartian operatic theatre. Mozart’s ensemble theatre 

requires the observance of vocal-timbre equilibrium among the roles and 

the interaction of “timbre-characters” (a term of Roshchenko and Chen Ke, 

2024). Second, while preserving the main features of the heroine as a noble 

and refined lady throughout all stages of the operatic action, Renée Fleming 

in the ensemble scenes involving the Countess maintains stable signs of her 

performance interpretation of the character: inner dignity, nobility, 

refinement, and “high style”. These features, as performance dominants 

of the vocal-stage interpretation of the Countess, make it possible to 

conclude that in Fleming’s interpretation this character appears not only 

as the embodiment of the opera-seria tradition within an innovatively 

interpreted commedia per musica, but also as a Mozartian anticipation 

of the role of the lyric soprano timbre-role type in nineteenth-century opera 

as a means of lyricizing musical drama.  

Conclusion. 

The female quartet in W. A. Mozart’s Le nozze di Figaro is a poly-

character system formed by four soprano roles belonging to different 
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timbre-role types. The features of doubleness that unite the female 

characters – the reproduction of shared archetypal features of the bride, 

different types of soubrette, and Engel und Schelmin, that is, 

the angel and the mischievous girl (Roshchenko, 2026) – do not exclude 

the individualized content of each role, presented in the corresponding 

timbre-role type. The performance-typological analysis of the Countess’s 

role as realized by legendary singers of the middle and second half 

of the twentieth century – Elisabeth Schwarzkopf, Kiri Te Kanawa, and 

Renée Fleming – makes it possible to draw the following conclusion: 

in the stage interpretation of the image, the traditions of opera seria acquire 

leading significance, since the intonational properties of the thematic 

material of the heroine’s arias correspond precisely to “seria” operatic 

poetics. By contrast, the comic component in the intonational dramaturgy 

of the Countess’s image, represented mainly in ensemble scenes, remains 

on the periphery of the singers’ performative attention. The dominant 

significance of opera-seria features in the performance disclosure 

of the heroine of the commedia per musica contributes to the deepening 

of the contrast between the Countess and characters more typical of opera 

buffa, such as Susanna, Marcellina, and Barbarina. 

The performance analysis of Mozart’s Countess leads to the following 

conclusion: Renée Fleming’s interpretation most fully reproduces 

the archetypal properties of the operatic image, since it is distinguished 

by the harmony of the rational and the emotional characteristic of Mozart’s 

style. Unlike Elisabeth Schwarzkopf, Renée Fleming builds the structure 

of the heroine’s vocal phrases on the basis of following Mozart’s principle 

of subordinating the sung word to the logic of melodic development. 

The Countess in Kiri Te Kanawa’s interpretation appears as a beautiful 

porcelain figure; by contrast, Renée Fleming’s vocal timbre radiates such 

sincere warmth that the icy self-control of the operatic heroine seems 

to melt within it. Since, in the American singer’s interpretation, noble 

aristocracy is not displaced but supplemented by sincere emotionality, 

the image of the Countess acquires the significance both of an ideal heroine 



66 
ISSN 2519-4496   Проблеми взаємодії мистецтва, педагогіки та теорії і практики освіти, 2026, вип. 79 

 
 

 

in the Mozartian understanding and of a performance model, in which 

the rational and the emotional are harmoniously combined. 

The prospects of the study lie in extending the method of performance-

typological analysis of female and male roles to other operas by 

W. A. Mozart, as well as in deepening the interpretive aspect through 

the inclusion of a broader range of performance interpretations. 
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Типологія сопранових партій в опері В. А. Моцарта 

«Le nozze di Figaro»: образ Графині 
 

Постановка проблеми. Жіночі образи у змістовій структурі commedia 
per musica В. А. Моцарта «Le nozze di Figaro» представлені чотирма різно-
тембровими сопрановими партіями (якщо не враховувати партію Керубіно як 
травестійну), кожна з яких має своєрідну драматургічну функцію та індивіду-

алізований вокальний «профіль». Актуальність обраної для дослідження теми 

зумовлена тим, що вокально-виконавська типологізація партій сопрано, 
здійснена на основі систематизації змістово-структурних і виконавських 

показників, має важливе практичне значення у процесі сценічної інтерпре-
тації однієї з найрепертуарніших опер сучасності. 

Мета, методологія та новизна дослідження. Мета статті полягає у роз-

робці типології сопранових партій в опері В. А. Моцарта «Весілля Фігаро». 
Представлене дослідження базується на взаємодії системно-функціонального, 
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порівняльно-типологічного, імагологічного, виконавсько-оперологічного мето-

дів аналізу. Його новизна полягає в розробці наукових підходів до здійснення 
типологічного аналізу сопранових партій опери В. А. Моцарта «Le nozze 
di Figaro», а також систематизації способів вокально-сценічного втілення 
образу Графині Альмавіва, відомих у виконавській практиці. 

Результати дослідження. Жіночий квартет в опері В. А. Моцарта 
«Le nozze di Figaro» тлумачений як поліперсонажна система, утворена чотир-
ма сопрановими партіями в різних тембрах-амплуа. Ознаки двійниковості, що 

об’єднують жіночі персонажі (визначені О. Г. Рощенко спільні архетипові 
ознаки нареченої, різних типів субретки, Engel та Schelmin), не виключають 

індивідуалізованого змісту кожної жіночої ролі. Аналіз партії Графині, від-

твореної Елизабет Шварцкопф (Elisabeth Schwarzkopf), Кірі Те Канава 
(Kiri Te Kanawa), Рене Флемінг (Renée Fleming) показав: у сценічній інтерпре-
тації образу провідного значення набувають традиції opera-seria, тоді як 

комедійна складова, репрезентована в ансамблевих сценах, залишається на пе-

риферії виконавської уваги. Тлумачення образу Графині як героїні opera-seria 
поглиблює контраст між жіночими персонажами, типовими для opera-buffa 
(Сюзанна, Марцеліна, Барберіна). 

Висновки. Образ Графині в інтерпретації Рене Флемінг найбільш повно 
відтворює властивості стилю В. А. Моцарта – гармонію раціонального і емо-

ційного, підкорення проспіваного слова логіці мелодичного розвитку. Графиня 

в інтерпретації Кірі Те Канава постає як прекрасна порцелянова фігурка; на-
томість вокальний тембр Рене Флемінг випромінює таке щире тепло, що 
в ньому немовби тане крижане самовладання оперної героїні. Оскільки в ін-

терпретації американської співачки шляхетний аристократизм не витісняє 

щиру емоціональність, але доповнює її, образ Графині набуває значення як 
ідеальної героїні в моцартівському розумінні, так і виконавського еталону, 

у якому гармонійно поєднуються раціональне та емоційне. 
 

Ключові слова: виконавська оперологія; виконавський архетип; тембр-

амплуа; тембр-характер; індивідуалізований вокальний «профіль»; вокально-
темброва драматургія; типологія вокальних партій. 
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