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THE PHENOMENON OF THE INSTRUMENTAL THEATER IN THE WORKS OF
UKRAINIAN COMPOSERS
OF THE SECOND HALF OF XX CENTURIES

The purpose of the article is to reveal the stages of formation and the identification of the artistic properties of the
phenomenon of instrumental theater in the works of Ukrainian composers of the second half of the twentieth century. The
methodological basis of the article is based on an integrated genre approach, which allows identifying specific genre features of
the phenomenon of instrumental theater in a broad historical and cultural context. The combination of the analytical
musicological, comparative and historical-evolutionary methods contributes to a more complete understanding of the phenomenon
of instrumental theater. The scientific novelty of this article is to identify the functions of instrumental theater as an independent
genre form in modern domestic culture. Conclusions. The instrumental theater is a unique phenomenon of modern musical art, in
which there is a convergence between the participants of the creative act - the composer, performer and listener, who can
sometimes change roles and expand their field of influence. In total, characterizing the genre and dramaturgical parameters of
instrumental theater, it should be noted that the works that belong to this direction can be subdivided with respect to the following
parameters: according to the number of performers involved - in one-man performances, chamber and mass performances;
according to the structural-compositional installations - for single-part (one-act) and multi-part (multi-act) opuses; according to
the general plot drama - linear and assembly, as well as conflict and conflict-free. Most of the works of the instrumental theater
demonstrate the attention and urgent need for deep penetration of the performers into the essence of the figurative concept of the
work, and do not see their own end in attracting elements of theatricalization for shocking the public.

Keywords: instrumental theater, performance, happening, action-music actionism.

bpoako Haodin bozoaniena, xanouoam mucmeymseosnascmaa, npogpecop xagedpu mysuunozo mucmeymea Kuigcokoeo
HAYioHanIbHO20 YHIBEpCUmMemy Kyabimypu il MUCMeYyms.

Hopogpeecea Beponixa IOpiiena, kanoudam mucmeymeaosHascmsa, ooyenm xagpeopu myzuuno2o mucmeymea Kuigcbkoeo
HAayionanbHO20 YHiGepcumemy Kyibmypu i MUCIeyms.

®eHoMeH [HCTPpyMeHTAaNBHOrO TeaTpy Y TBOpaX YKpPaiHCbKHUX KOMMO3UTOPIiB APYyroi mojoBuHU XX CT.

MerTor0 cTaTTi € PO3KPHUTTS €TaIiB CTAHOBJICHHS Ta BHABICHHS XyIOKHIX BIACTHBOCTEH (PEHOMEHA 1HCTPYMEHTAIBHOTO
TeaTpy y TBOPYOCTI YKpaiHCHKHUX KOMITO3UTOPIB IPYroi MOJIOBHHM XX CTONITTA. MeTomoNoTiYHa OCHOBA CTaTTi 0a3yeThcs Ha
KOMIUIEKCHOMY J>KaHPOBOMY IiAXOMi, KW JO03BOJIAE€ BUSBUTH CHEIM(DIYHI >KaHPOBI O3HAKM (DEHOMEHY IHCTPYMEHTAJIHHOTO
TeaTpy B IIMPOKOMY iCTOPHKO-KYJIbTypHOMY KOHTEKCTi. KomOiHaliss My3MKO3HABYOTO aHATITHYHOTO, KOMIIAPATHBHOTO Ta
ICTOPUYHO-EBOJIIOIIIHOIO METOJIB CIIpHs€e OibII MOBHOMY pPO3YMIHHIO (DeHOMEHa iHCTpyMeHTanbHoro TeaTpy. HaykoBoro
HOBU3HOIO JaHOI CTaTTi € BUABJCHHS (YHKUIH IHCTPyMEHTaJIbHOTO TeaTpy SIK CaMOCTiHHOI >kaHpoBoi (opMHM y cydacHii
BITUM3HSHIN KyJIbTypi. BUCHOBKY. [HCTpyMEHTaNbHUI TeaTp € YHIKaJIbHUM SBHUIIEM CY4aCHOTO MY3HMYHOTO MHCTELTBA, Y SKOMY
3MIMCHIOETBCS 30JIMKEHHS MK YYaCHHKaMHM TBOPYOI'O aKTy — KOMIIO3UTOPOM, BHKOHABIEM Ta CIyXadeM, sIKi iHOJI MOXXYThb
MIHSTHCS POJIIMH Ta PO3LIMPIOBATH I10JIE CBOET BIUIMBOBOCTI. Y IIJIOMY, XapaKTepH3yIOUH )KaHPOBI Ta JpaMaTypriyHi napameTpu
IHCTPYMEHTAJIBHOTO TeaTpy CIijJ 3a3Ha4yMTH, 10 TBOPH, sIKI HaleXaTb JO JaHOTO HAmpsMy MOXKHA IOPO3JAUIITH BiJHOCHO
HACTYITHUX TapaMeTpPiB: BIAMOBITHO O KITLKOCTI 3aisTHAX BUKOHABIIIB — Ha MOHOCIEKTaKJi, KaMepHi W MacoBi CIIEKTaKIIi;
BIIMTOBIAHO IO CTPYKTYPHO-KOMIIO3HUIIITHIX HACTAHOB — HA OJHOYACTHHHI (OJJHOAKTHI) Ta OaraToyacTHHHI (06araToakTHi) OIycH;



BIIMTOBIAHO 3arajbHOi CIOXKETHOI Ipamaryprii — Ha JiHIHHI # MOHTa)XHi, a TaKOX Ha KOH(MIIKTHI ¥ O0e3koHQIIKTHI. BimbnricTs

TBOPIB iIHCTPYMEHTAILHOTO TE€ATPY AEMOHCTPYE YBary Ta HarajabHy OTpeOy y TIIMOOKOMY MPOHUKHEHHI BUKOHABIIMHU Y CYTHICTD

00pa3Ho1 KOHIIEMIIii TBOPY, Ta HE 6a4aTh CBOE CAaMOIIIJUTIO 3TYICHHS €JIEMEHTIB TeaTpasi3allii 1y enaTyBaHHs MyOJTiKH.
KirouoBi ciioBa: iHCTpyMEHTaJILHUI TeaTp, NeppopMaHc, releHiHr, My3uKa-Jiisi, aKI[IOHI3M.

bposaxo Haodesxcoa bozoanosna, ranouoam uckyccmeogeoeHus, npogeccop Kageopbl MY3bIKATbHO2O UCKYCCMEA
Kueecrozo nayuonanvrozo ynueepcumema KyJaomypol U UCKYCCMa.

Jopoghecea Beponurka IOpvesna, kanouoam ucKyccmeogeoeHus, O0oyeHm Kapeopvl My3bIKAIbHO20 UCKYCCMEA
Kueecrozo nayuonanvrozo yHueepcumema Kyabmypol U UCKYCCMa.

®eHOMEeH MHCTPYMEHTAJBHOI0 TeaTpa B POM3BeAeHUsIX YKPAMHCKMX KOMIIO3UTOPOB BTOPO# 10J10BHHBI XX CT.

Lenpto craTtey SIBISIETCA PACKPBITHE OSTANOB CTAHOBICHHS ¥ BBISBICHHE XYIOKECTBEHHBIX CBOWCTB (eHOMEHa
HHCTPYMEHTAILHOTO TeaTpa B TBOPYECTBE YKPAWHCKUX KOMIIO3UTOPOB BTOPO# MOMOBHHEI XX Beka. MeTomonornyeckast OCHOBa
CTaTbhu GasMpyeTcs Ha KOMIUICKCHOM YXKaHPOBOM TIOJXOZE, KOTOPHIi MO3BOJISET BHIABUTEH CICHU(PUUCCKAC KAHPOBBIE TPU3HAKA
(eHOMEHA HHCTPYMEHTAIRHOTO TeaTpa B IIHPOKOM HCTOPHKO-KYJIBTYPHOM KOHTEKCTE. KOMOWHAIMS aHAIUTHYECKOTO
MY3BIKOBETIECKOTO, KOMIIAPATHBHOTO M HCTOPHUIECKH-3BOIOIHOHHOTO METOIOB CITOCOOCTBYET Gojiee MONHOMY TOHUMAaHHIO
(eHOMEeHa MHCTPYMEHTAJIBHOTO Teatpa. HayuHo# HOBU3HOW AaHHOW CTATHU SIBISICTCS BBIABICHHE QYHKIMA HHCTPYMEHTAIBHOTO
TeaTpa Kak CaMOCTOSITeIIbHON KaHPOBO#T HOPMBI B COBPEMEHHON OTEUECTBEHHOH KynbType. BoiBoabl. MHCTpyMeHTaNbHBIIH Teatp
SIBJISICTCSl YHUKAIBHBIM SIBICHHEM COBPEMEHHOTO MY3BIKAIBHOIO HCKYCCTBA, B KOTOPOM OCYILECTBILSICTCS CONMIKCHHS MEKIY
YYaCTHHUKAMH TBOPYECKOTO aKTa — KOMIIO3UTOPOM, UCTIOJHUTENIEM H CIyIIATeNieM, KOTOPhIC HHOTA MOTYT MEHSATHCS POJISIMH U
pacUIUpsITh TIOJIC CBOCH BIMATENBHOCTH. B IIelOM, XapakTepu3ys IKAHPOBbIE H JpaMaTyprudecKiHe napaMeTpshl
HHCTPYMEHTAIILHOTO TeaTpa CIEAYEeT OTMETHTh, YTO MPOU3BEACHUS, KOTOPHIC MPUHAMICKAT K TAHHOMY HAMPABICHHIO MOXHO
MOAPA3ENATh OTHOCHTENBHO CIEYIONMX IapaMETPOB: COTJIACHO KOJHMYECTBY 3aJeHCTBOBAHHBIX HCIIOJHUTENEH — Ha
MOHOCIIEKTaKJIH, KAMEPHBIE ¥ MAacCOBBIE CIEKTAKIIH; COTJIACHO CTPYKTYPHO-KOMITO3MIIHOHHBIM YCTAHOBKAM — Ha OIHOYACTHEBIC
(OIHOAKTHBIE) W MHOTOYACTHBIE (MHOTOAKTHBIE) OIYCHI; COOTBETCTBEHHO OOIIEH CIOKETHOM IpaMaTyprdM — Ha JMHEHHbIE |
MOHT&XHbBIE, a TaKK€ HA KOH(IMKTHbIE W OECKOHQIMKTHBIC. BOJBIIMHCTBO MPOM3BEIACHUH HHCTPYMEHTAIBHOTO Tearpa
JIEMOHCTPUPYET BHUMAHHWE W HACYIIHYIO HEOOXOAMMOCTH B TIIyOOKOM HMPOHHKHOBEHHH HCIOJNHWUTENEH B CYIIHOCTH OOpasHOM
KOHIICTIIINH IPOU3BE/ICHUS, U HE BUIAT CBOE CAMOIIENBIO MPUBIICYCHHUE 3JIEMEHTOB TeaTPAIU3allUi JJIs SATHPOBAHHUS ITYOIUKH.

KitroueBble clioBa: HHCTPYMEHTAIBHBIN TeaTp, neppopMaHc, XeNIMEeHUHT, My3bIKa-IeHCTBHE, AKIMOHU3M.

Relevance of research topic. The musical culture of the second half of the XX
century, including the national one, is the phenomenon of the instrumental theater that
becomes extremely popular and demand, what is explained primarily by the synthetic nature
of the genre. It is during this period that one can observe, on the one hand, the complication
of the composer's language and the spread of the most complex techniques of composer's
writing (serial, sonorist, dodecaphony, aleatory, etc.), on the other - the distribution of
theatrical performance, which serves as a visual explanation of the main conceptual ideas of
the work. The composers themselves, focusing on the public demands on contemporary art
with a more pronounced spectacle, tend to engage in their creative pursuits to include their
own opuses in a musical fabric to visualize the creative process of elements of theatricality
and performance. The specificity of the embodiment of artistic thought in the elements of
theatricalization and in the format of musical performance is the consequence of the
embodiment of figurative content; therefore, the relevant approaches to the consideration of
this problem are the identification of aspects of “coding" the text, theatricalization of creative
ideas, multimedia presentation of the material, etc.

The purpose of the article is to reveal the stages of formation and reveal the artistic

properties of the phenomenon of the instrumental theater in the works of Ukrainian



composers of the second half of the XX century. The methodological basis of the article is
based on a comprehensive genre approach to the consideration of the phenomenon of the
instrumental theater, which allows us to find out the specific genre features of this
phenomenon in historical retrospect. The combination of musical-analytical, comparative
and historical-evolutionary methods contributes to a more complete understanding of the
phenomenon of the instrumental theater. The scientific novelty of this article is the
discovery of the instrumental theater functions as an independent genre form in modern
native culture.

Analysis of recent research and publications. Category of the instrumental theater
and identification of specific traits of genre was first considered in the work of the famous
American explorer Robert Kostelanets, who highlighted specific features inherent in this
genre form and worked on the synthesis of the arts in general. Further development of the
issues of the evolution of the instrumental theater as an independent genre was carried out in
the works of V. Yerokhin, V. Kholopova, S. Levkovska, D. Zhytomyrskyi and many others.
Thus, in most studies the instrumental theater is treated as a separate genre virtually since its
wide spread in the musical environment since the second half of the XX century. The
explanation of reasons of extreme popularity among composers of the instrumental theater S.
Levkovska proposed in the article "The Instrumental Theater, visual and audible scene
dictates"”, where the author states that spreading phenomenon largely instrumental theater
due to the deep crisis in performance. The author believes that the modern performer is no
longer satisfied with the focus solely on traditional performance problems, which require
significant innovations.

Presentation of the main material. The uniqueness of the specificity of the
instrumental theater in the context of the genre system of musical art lies in the fact that
completely new possibilities are disclosed to the composer, performer and listener. This is
due to the fact that theatrical element and including visual range allows the composer to
expand the content and scope of semantic opus, helps identify new opportunities for artistic
performers (new performing receptions, acting, etc.).

In connection with the development of the instrumental theater phenomenon in
modern musical art there are prerequisites for artistic possibility of a variety of scientific
innovation, which is a consequence of the creative output of steel by cultural boundaries and

the emergence of a new problem field. An important manifestation of these processes is the



proliferation of the performance phenomenon, which represents one of the pages of the latest
musical history. In general, the manifestation of musical performance art phenomenon in
contemporary composition activity is thought to copyright attraction of new forms and
methods of expression, including by means of art practices today.

Considering the instrumental theater as a coherent phenomenon we can note that in
general it can be considered as a musical form of conceptualism, which is known to be one
of the postmodern period directions. Together with the musical achievement, which has
found its embodiment in the works of such composers as D. Cage, E. Denisov and other
types of musical performances, with the aim of expanding the possibilities of academic
music, the direction of musical actionism (*action-music™) is formed.

Thus, the historical and stylistic preconditions for the formation of instrumental theater
and its demand among composers of the XX-XXI centuries can be called the manifestation
of the composer thinking conceptualization tendency, which was expressed in the avant-
garde movement in general, and in such creative manifestations as performance, haunting,
artistic action, etc., examples of which may be such contemporary domestic composers as S.
Zazhypko, A. Zagaykevich, V. Runchak, Y. Gomelskaya, K. Tsepkolenko, K. Maidenberg-
Todorova can serve as an example.

The idea of the instrumental theater as one of the directions of "action-music" (music-
action) arises from the general idea of avant-garde, as it is pointed out by S. Savenko in the
works [2]. The author points out that although the instrumental theater is the discovery of a
"pure” avant-garde but, at first, individual artistic actions turned into a consistent artistic
tradition that received widespread resonance in the circle of both composers and performers.
It should be clarified that the instrumental theater is a kind of musical performance, along
with the vocal and choral theater and the vocal-instrumental theater, but along with these
phenomena, there is still the timbre and sonorist level of the instrumental theater, where the
main "acting person™ is the theater of sounds, in which personified instruments, their musical
lines, certain melodies entering, for example, in dialogue or in conflict relationships.
Although at first glance the difference between the instrumental theater from the vocal-
instrumental, vocal and choral theaters consists in the absence of timbre of voice in it, but
this statement is not always fair. The fact is that the voice of the instrumental theater may
appear, but the main difference between the instrumental theater and other varieties is the

absence of professional singers in it - all episodic vocal (or declamation) insertions are



performed by the instrumentalists themselves. Also, a very prominent feature of the
instrumental theater is the inclusion of elements of non-musical arts, visualization elements,
etc.

In musicology and among the composers, who apply in their work to the instrumental,
their own vision of a given specific musical and cultural phenomenon is formed. Thus, S.
Sarcysyan exploring the creative heritage of one of the founders of the instrumental theater
of M. Kagel, focused on substantiating the basic provisions in relation to this phenomenon:
"The podium where the instrumentalist plays, in theory, does not differ from the theatrical
podium; a musician must have the opportunity to create "stage life" intensively and variably
"[3, 388]. According to M. Kagel, the main element of the musical-compositional structure
of the instrumental theater should be the movement, because my sound tissue consists of
constant transformations both at the musical-intonational level and on stage-performing, for
M. Kagel, the instrumental theater must necessarily demonstrate the movement of
instrumentalists during the stage realization of the opus. This position of M. Kagel was
complemented by his ideas that instrumental music can be regarded as a cinematic object, an
"acoustic film", which necessarily requires directorial attention, and the main purpose of
constant movement (including performers) is not intentional epitaph, and the search for new
acoustic colors by the composer.

As O. Leontiev points out, "the composer, according to Kagel, is not at all a musician
dealing with musical sounds and forms, with musical theoretical sciences, which helps to
bring these sounds into a rational system of influence on a person. The composer is a
"researcher of sounds," and the composition is an acoustic research. "The Workshop of the
Composer" (to which Kagel attaches particular importance) is an instrumental laboratory and
a composition of various materials from the theatrical props to various debris and rubbish
"[1, 111].

Thus, from the very beginning of the existence of the instrumental theater, the
performer must not only work directly with the musical text, but the range of his compulsory
creative functions includes commenting on the musical fabric with the help of action,
movement, words, facial expressions, thus creating a holistic, dramatized artistic
phenomenon. It should be noted that in practically all the score of the instrumental theater,
the composer carefully draws up instructions for performers that contain descriptions of all

their actions, verbal or vocal inserts, movements, mimic movements, and that completely



distinguishes this phenomenon from musical gapening with its improvised randomness and
intentional scent, which are manifested at all levels of the work.

The vocalization and verbalization of instrumental music, which has found its
expression also in the instrumental theater, has become symptomatic and very important for
the XX century phenomenon. Interpenetration and dialogic interaction of literary and
musical areas of art had many examples throughout the development of culture, which led to
the emergence of an instrumental composition with a word in the XX century. Often, the
criteria and parameters characterizing the differences between the instrumental composition
and the word from the works of vocal-instrumental genres become the main genre signs of
the work, the genre's definition of the composers themselves and the involvement of the
work of a certain musical composition. Analyzing the works of one of the initiators of the
second ASM in Moscow and the activist of the avant-garde movement of 1970-90s M.
Korndorf, O. Chigareva indicates that the composer proposes to perform vocal episodes for
performers-instrumentalists in the works because the composers themselves considered as
important not qualitative and vocally perfect execution of these episodes (parties), but an
integral line of "emotional growth - from instrument to voice". Psychologically, it is better to
feel and reproduce those performers who act in the play from the beginning to the end"
[4,139].

Thus, in addition to the instrumental composition with the word where the voice
becomes the bearer of the contents contained in the text, there are a number of products in
which the voice is used as an additional voice (vocal phonemes, whistles, and other voice
manipulation). In any case, the use of voice translates a similar product into the genre of the
instrumental theater, since performers are not only invited to play instruments, interpreting
the musical text, but also sing, speak, and scream, which means the existence of the stage
performance of the opus. The sphere of purely instrumental music is a violation of the
introduction of an "outsider” element for it - a text that becomes part of the concept. This
shows the desire of many composers to expand the content field of famous musical spheres:
with the inclusion of text, the instrumental sphere is enriched with images, previously that
are uncharacteristic of it.

Among the Ukrainian composers, in whose work the idea of the instrumental theater is
brightly implemented, one should call the artists of the Odessa composer's school the

following ones: K. Tsepkolenko and K. Maidenberg-Todorova. Speaking about the work of



K. Tsepkolenko, the composer's general orientation towards theatricalization of instrumental
music, in other words, the idea of the instrumental theater is “generalized intonation” (V.
Medushevskyi) of her creativity. Substantiation and implementation of the concept of script
development of musical material is the basis of most works by K. Tsepkolenko, including
symphonies, chamber music and instrumental music.

For example, in the piano works of K. Tsepkolenko, it is possible to distinguish a
series of works in which she acts as an innovator, offering unexpected methods of work with
sound cloth, completely rethinking the functions and tasks of the artist and creating a new
sound space. In "Evening solitaire” K. Tsepkolenko puts non-standard tasks to the performer,
because almost the scene is part of a single instrumental and theatrical performance, so the
performer is also an actor with loads characteristic to the acting art. Regarding musical,
sound-imaging moments in this work, it should be noted that the inclusion of a reception
remotely reminiscent of the castanet's blow, and the score has its own graphic markings and
Is deciphered as "kick and glissando" pedals. Another revealing element characterizing the
instrumental theater of K. Tsepkolenko is the literally effective inclusion of the performer in
the game of solitaire - a literal release of cards by the right hand of the performer, which
again in the text of the work have its own marks.

In “Aum Quintet”, for tenor saxophone, mezzo-soprano, piano, violin and cello of K.
Tsepkolenko, the voice is one of the direct participants in the composition of the quintet, but
the vocal part is executed without words, which transforms the vocal part into the equivalent
of the instrumental, completely eliminating the possibility of verbal expression and aligning
it with other members-instrumentalists of the ensemble. However, theatricalization and
dramatic thinking of the product, the assignment of acting misascenes, timbre isolation, and
personification of instrumental parties transforms this work into a work, which also should
be attributed to the instrumental theater.

The young Odessa composer K. Maidenberg-Todorova acts as a follower of the
tradition and demonstrates the erasure of genre boundaries, and at the same time the
attraction to the idea of an instrumental theater, a striking example of which is the
composition of the composer "For Three" ("A tre") for marimba, clarinet and bayan.
Theatrical effects, timid game and deep emotional experiences are indicative features of the
cantata of K. Maidenberg-Todorova that is called "Tomorrow", on poems of T. Put on

soprano, clarinet, cello, marimba, toy piano and piano. Although this work can not be fully



attributed to a purely instrumental theater, it is very revealing in terms of the overall structure
and embodiment of the idea of theatricalization in music. In the dialogue form the
deployment of the dramatic line of the first part of the product takes place. Continuous
deployment takes place in accordance with the imaginary sphere of the vocal party. In the
first case, it is a sudden and tumultuous tutti, and in another one it is a polyphonic ostinato
that gradually unfolds and becomes more complex.

The second part is a section that contrasts the level of architectonics of the entire
cantata. At the same time, the sections of the second part are also organized on the principle
of contrasting alignment, which is built up in relation to the poetic basis. So, in the second
part there are four elements that alternate between each other, and, however, do not destroy
the structure of the whole, but, on the contrary, contribute to the creation of dialogique at
different levels. The first is the dialogue between the instrumental group and the vocal part,
since the alternating sections are constructed either on the alternation of solo vocal and
exclusively instrumental episodes. The second one is a self-diary that occurs in the vocal part
with frequent switching of intonational-content spheres. The second element is an expressive
cantilever vocal solo, accompanied by sustained pedal sounds of instruments. This element,
on the one hand, returns to the sphere of lyrical mood, and on the other, it emphasizes the
dramatic-grotesque shade of the second part of the product. The third element is related to
the interpretation of the text "Dance, again, do not get tired", which is accompanied by a hint
of the composer on the veiled waltz. The fourth element is an instrumental, perceived as an
audio-visual component of the invoice. First time appears after "serpentine skin on the palms
have revived rudii snake™ and crawling built on tones that gradually rise up and accumulate
power dynamic: it all starts in the low register of the piano, cello then enters, followed by
even higher clarinet and in the upper case the party of the right hand piano is connected. In
this form, with minor modifications, this element is three, creating the effect roundality
alternating with waltzing blocks, where in addition to singing, there is used a previously
unused toy marimba and piano. The third part again brings us back to the channel of lyrical
mood with the elements of meditativity. The melodic line is developed by germination from
one initial intonation, and is associated with the key verbal turnover of the poetic source
"How to". From this phrase begins every line of the verse. Gradually revealing, the
intonational structure covers an increasingly wide range and captures the upper, climax

register.



Conclusions. The instrumental theater is a unique phenomenon of contemporary
music, in which the participants become closer in communicative rapprochement process
between composer, performer and listener, which can sometimes change roles and rights to
expand its influence. The authors often count on specific performers when working on opus,
which by genre distinctions belongs to the sphere of instrumental theater. Along with the all
stage conditions and metamorphosis in the implementation of the works are not limited only
innovations composers for all actions presented herein; they should implement performers
along with playing an instrument, making the whole process difficult for performers because
you need to show other than professional skills still acting, with maximum preservation of
the main idea. Consequently, the performer in the instrumental theater is a multifunctional
creative personality that combines a number of tasks set forth by the composer and reflected
in the score of the work.

In general, describing the dramatic genre and instrumental parameters of the theater, it
should be noted that the works belonging to this area can be relatively divided in a following
way: according to the number of performers involved - for solo performance, chamber and
mass performances; according to the structural and compositional instructions - on one-piece
(single-act) and multi-part (multi-actuation) opuses; according to the general plot drama - on
linear and assembling, as well as conflict and conflict-free. Most of the works of the
instrumental theater show attention and urgent need for deep penetration of performers in
essence shaped at the concept of work, and do not see their aim in attracting the theatrical

elements for empatience of the public.
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