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ABSTRACT
The article outlines the hypothesis about the interaction of vocal and symphonic language systems in the genre of monoopera. This interaction is implemented through the interaction of two structural models, opera monologue and symphonic poem. Key monoopera properties for proposed models are unrestricted form, programmatic line, building a work dramaturgical architectonics depending on emotive background. Dramatic concept of monoopera is based actively on the impact of language centration phenomenon.
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Composers and public interest growth observed to the genre of monoopera is not accidental in contemporary cultural space. The active functioning of monoopera as a specific genre formation could be explained by several factors reflecting certain trends of modern culture.

The most important of these factors are first, the chamber tendency, reducing the scale of the work; and second, the tendency of art psychologization, i.e. attention often observed to inner psychological world of personality, image depicted. The genre of monoopera is fully consistent with the two trends mentioned as the main features of monoopera, chamber and central, shape-generating value of subjective perception of the world by single character. All external events and phenomena that make up the plot outline are positioned in monoopera in terms of character as reflected in his mind.

Getting started with consideration of any work of art, and even more so of the genre, it is impossible to ignore such a property of art as the ratio of content and form, the meaning expressed and the set of expression means. The multiplicity of semantic areas implemented or available for implementation in the genre of monoopera is beyond the scope of this paper. The set of expression means acting in monoopera has two aspects, in turn, linguistic and structural. Seems fair to identify in monoopera two global language systems interaction, vocal and symphonic. However, the language specificity of opera synthesis and its refraction in monoopera is subject of separate study. The nature of named systems interaction determines the specificity of interaction in monoopera of two genre structures, which focus the author in this article.
The connection of semantic areas and internal laws of monoopera synthetic text is done through emotive background, functioning as a mechanism for transition of monoopera character psychological lifeline to structural-linguistic architectonics of the text of recorded work. Emotivity category is developed and justified in art history and musicology by В. Shakhovskiy [1] and P. Volkova [2]. "As a mental phenomenon, language process emotionality is transformed into emotivity, which is just a language phenomenon" [1, p. 33]. It is based on emotivity realized as the emotive background that the integration of linguistic and structural elements takes place in monoopera.
Neither structures nor de facto opera forms observed in already established and written samples are the focus in this case, but structural models as monoopera genre expressive potential components.
Monoopera emotive background forms continuous linear sequence adequate to procedural nature of musical and theatrical genres. The continuity of emotive background linear sequence is provided through the participation of partial present phenomenon in sense-making processes. Undoubtedly, the uniformity, i.e. divisibility into equal segments, is the most important property of time as an objective parameter of synchronization of many processes occurring in the world. However, one cannot reject conditional character of time splitting into equal segments, i.e. conditionality based on social contract to coordinate many different actions and observations. Along with such traditional hypostasis of time phenomenon, "special character acquires... time of mental processes, time through perception, experience and human consciousness that is called subjective, or psychological "[3, p. 8]. Differences between real and perceptual time [4], between quantitative and qualitative understanding of time [5] were interesting to philosophers for several centuries (A. Bergson, M. Proust, T. Mann, B Russell). Building chronotope (literary text phenomenon embodying conceptual time, by A. Mostepanenko) correlates with such a phenomenon of internal psychological human life as a phenomenon of partial present (E. Golovakha), belonging to the sphere of subjective (psychological) time. The description of this phenomenon in psychologist research bases on experimental data: "For the majority of those surveyed, the events of their present chronologically not followed one another, but alternated with events of "non-present". Hypothetical "quanta" appeared to be like "porous"; often, there were several events not belonging to the present between the events of the present" [see 3]. In monoopera, the phenomenon of partial present is realized through properties such as "the possibility of sudden, unusual maps, transitions from real events to fantastic ones, unexpected deviations from the main line of narration, accelerations and decelerations of action tempo" [6, p. 81] and, in general, "character experience of time played by music" [7, p. 10].
In structural dramaturgic layout of specific synthetic text, monoopera emotive background implementation is set via language centration continuity. The notion of language centration introduced by the author of the article reflects the processes of changing prevalence in a synthetic text of any language system, vocal or symphonic expressive means, in our case. The extent of centration of any language system is rather not constant but dynamic parameter with arbitrary movement outlining some continuum set confined within certain boundaries. For example, a capella vocal phrase and formally structured orchestral episode are polar points of this continuum set. Then all the modifications of soloist and orchestra interaction appear between defined polar points, but have different values by the degree of removal from one polar point and approach to the other.
Direct genetic association of opera monologue (prevailing solo scene) and monoopera is obvious. "Not only in chamber opera, has modern monoopera… originated, but also in the scene of the big opera prevailing evolution…" [7, p. 5]. Systematics of opera forms and genres mainly aims at the categorization of de facto existing artistic texts. The desire to reveal potential of monoopera genre requires more generalized approach to identify invariant structural regularities of opera monologue, linking it to monoopera structural and dramaturgic architectonics.
"Prevailing forms in opera are never purely prevailing; they contain some kinds of reprise and recurrence" [8, p. 288]. This property is magnified in monoopera; its semantic areas correlate with the partial present phenomenon through the emotive background. Internal psychological human life has an extensive ramified network of "arches" and recurring segments. Emotional experience of many times repetitive virtual situations, memories and visions (dream, plans, etc.) is recorded in partial present as the events equal to real ones. Turning to the emotive background linear sequence and incarnating in synthetic art texts with procedural property, duplicate virtual events of psychological life make a series of diverse forms of repetition resulting in that repetitiveness manifested at various levels of the whole proves to be one of the leading algorithms combining material and structural layout in prevailing solo opera scene.
Repetitiveness algorithm effect explains the emergence of such formal entities as "prevailing arrangement with reprise inclusions" or "concentrically prevailing form with scene and music polystructure" highlighted by V. Kholopova. As a manifestation of repetitiveness algorithm in prevailing solo scene (monologue) a principle of leittheme (leitmotif) acts also enabling connection of even nonrepetitive fragments. E. Orlova discloses this engine: "use of thematic transformation often leads to exposition theme, nonrepetitive at evolution level, linked to a single open structure at the level of formation..." [9, p. 16]. 
Unrestricted form should be named as one of the most important properties of opera prevailing solo scene (monologue), remaining unchanged even in structural and dramaturgic architectonics of monoopera. Unrestricted form determines the dependence of structural layout of a specific emotive background individual for each text. Just the unrestricted form determines relevance of repetitiveness algorithm, realized at different semantic and textual levels and providing consistency of form of prevailing solo scene (opera monologue).
Significance of subtext stratum containing many "hidden" movements of the character internal psychological life becomes almost paramount in monoopera. It is this property of the genre that increases the role of nonverbal emotive structures in building structural and dramaturgic architectonics of the work.
Symphonic poem seems to be structural model equitable for building monoopera architectonics of opera monologue structure model. Among the major generic properties of the genre of symphonic poem listed in special research devoted to it, we emphasize the following: "programmatic line that allows you to uncover adequacy of off-music content to its musical equivalent” [10, p. 9] and "the trend towards combining cyclicity in single part" [ibid.]. Hence, you should designate programmatic line as specific property of structural model of a symphonic poem along with unrestricted form unifying structural models of opera monologue and symphonic poem. Programmatic line implements virtual visualization of nonverbal series that contributes to building a coherent line of monoopera emotive background. Unrestricted form is associated with programmatic line in the sense in which it was declared by the aesthetics of romanticism (both structural models considered were just formed at the romanticism era). However, conditional nature of separation of functions of programmatic symphonism in the monoopera should be noted: "figurative types seldom manifest in isolation" [11, p. 185]. In monoopera, programme symphonism functions extend well from musical expression to the expression of deep psychological process. In each particular case, composer, the author of monoopera settles this depending on the specific dramaturgic tasks and the associated plot and verbal context.
Thus, in the monoopera genre we may observe interdependence and interaction of two language systems, vocal and symphonic, and their structural modifications such as opera monologue and a symphonic poem, respectively. Researchers repeatedly noted the specificity of the dual nature of the genre: "In the very nature of the genre, the increasing role of intrinsic music logic is programmed, specific prerequisites are set to manifest instrumental and symphonic origin at levels of both way of thinking and genre and form. For some samples of [monoopera] the definition of "opera-symphony" ceases to be a metaphor and states birth of hybrid genre, in which signs of both of its "components" are almost equal" [7, p. 22].
Let’s highlight, that not only cohesion of vocal and symphonic nature of monoopera genre could be captured in existing samples, but also considered as invariant property of this genre, constituting one of facets of its not yet discovered potential.
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