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ENTERING THE STAGE - MUSICIANS AS PERFORMERS IN
CONTEMPORARY MUSIC THEATRE

Abstract: The article seeks to explore the role of musicians as theatrical performers in thea-
tre, and how this role has been developed from the 20" century up to the present. The
profession of musicians in theatre has been greatly expanded since the days of Stravinsky’s
L’histoire du soldat through the Instrumental Theatre of Kagel and Schnebel in the 1960’s
up to contemporary multimedia performances and the influence of digital and interac-
tive technology. Opposed to these expansive concepts this essay introduces reductionist ap-
proaches as alternative ways of working with musicians in the theatre.
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Looking back - musicians on stage

For audiences today it is not unusual to see musicians appearing on the theatre
stage next to singers, actors, dancers and other performers. This was not the case

*  Author contact information: falk.bass@gmx.de
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at the beginning of the twentieth century when opera was the main music theatre
genre and musicians were more likely disappearing than appearing on stage:
“As opera houses and opera orchestras both got larger, the orchestra was
gradually moved out of the main space, down into a pit, and increasingly
under the stage. This culminated in Wagner’s construction of the Festspielhaus
in Bayreuth where the huge orchestra is completely out of sight under the
stage.” (Salzman/Desi 2008: 34)

On the occasions where musicians were on stage in small “mixed ensembles’
they merely:

“provide stage music that is expected to evoke the sound of ‘real’ [...] music
that is part of the scenic action; this music is either popular in nature or is
meant to evoke popular forms such as military marches or social dances. In
such cases, the pit orchestra provides a larger musical context and retains its
high-art function.” (Salzman/Desi 2008: 36)

The musicians on stage were thus staged and composed as if they were
‘playing’ the roles of musicians in a play instead of ‘merely” functioning as on-
stage musicians in the larger musical context - an appearance of musicians one
is much more used to nowadays. This changed with Igor Stravinsky, who pio-
neered bringing musicians onto the stage as part of the scenic action: a “small
stage ensemble [that] becomes the orchestra itself in its entirety [...].” (ibid.) In
L’histoire du soldat (1918) the musicians were placed on the stage together with
the narrator and the other actors, so that their playing became a part of the scene.
This was the first time that the playing of musicians was treated as a scenic ele-
ment, which developed into one of the most basic premises and one of the most
striking impulses of experimental music theatre in the second half of the twen-
tieth century, and was taken up by John Cage, Dieter Schnebel, and especially
by Mauricio Kagel. (Reininghaus 2004: 20)

Musicians as performers, music as theatre

At the time when the orchestra “gradually sank into the opera house pit [...]
and then melted into the film or television soundtrack”, on the other side of the
music theatre spectrum “instrumentalists reappeared on stage and often came to
play leading roles in new performance theatre [sic], roles quite equal in impor-
tance to those played by singers, actors, and dancers.” (Salzman/Desi 2008: 69-
70) Grounded by ideas from performance art and Fluxus, the work of compos-
ers like John Cage, George Crumb and others lead to the notion of Instrumental
Theatre (or azione musicale or Instrumentales Theater). When Mauricio Kagel entered
the European experimental music theatre scene at the end of the 1950’s, he essen-
tially introduced the idea of music as theatre, or the theatricalisation of the music
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itself. Influenced by the ideas of John Cage, he emphasised physical activity as
intrinsic to the performance of the musicians. Instrumental Theatre started with
subtle expansions of the chamber musical setting, such as placing the musicians
in specific positions on stage or getting them into costumes. In the early phases of
Instrumental Theatre various possibilities were developed:

1) A wide range of approaches to the playing of instruments, ranging
from the “turning around and exaggeration of everyday movements on
the instruments up to ‘abusing the instruments.” (Heilgendorff 2004a: 8,
my translation)

2) Staged structures for the musicians, for example moving from one po-
sition on stage to another, or looking at each other according to choreo-
graphed and/or composed structures.

3) The use of spoken text for instrumentalists.

4) The augmentation of subconscious and everyday movements of musi-
cians into the main focus of performance.

As result of these aspects, something very theatrical but also absurd, comi-
cal and sarcastic is inherent to many Instrumental Theatre works. (Heilgendorff
2004a: 8) Possibly the two most important representatives of the genre have been
Mauricio Kagel (Sur Scéne 1961, Match 1964, Staatstheater 1967-70, Zwei-Mann-Or-
chester 1971-73) and Dieter Schnebel (visible music I 1961-62, nostalgie 1962, Glos-
solalie 1959, Glossolalie 61 1961). Other composers such as Karlheinz Stockhausen
(Originale 1961) or Gyorgi Ligeti (Aventures and Nouvelles Aventures 1962-65)!
worked with similar ideas. Both Kagel and Schnebel were strongly influenced by
the ideas of John Cage. Although Cage did not produce many theatre works, his ide-
as had a large impact on the international music theatre and performance art scene.

In the later period of the genre? - from around the 1980’s until the turn of the
century - these ideas were further developed by a younger generation of com-
posers. The palette of sound generating material was extended by non-musical
objects such as plates (Schnebel) and marbles (Heiner Goebbels), which became
substantial elements for sound. Pieces became somewhat less self-reflective (fo-
cusing on music, music-making itself, the music art world) and more contempla-
tive passages found their way into the works, linked to a more conscious use of

1  The range of composers and directors throughout the article should not suggest an exhaustive
covering of the field. It is my intention to present these as some of the most important music theatre
makers and to introduce these examples as pinpoints in an extremely vast and evolving field of artistic
activity; both from historical and recent perspectives.

2 In the division of the genre into two main periods - the first from 1964-1980 and the second one
from 1982-2000 - I am essentially following Sabine Heilgendorff. I do not want to suggest a clear
distinction between these periods, but, as my description suggests, there are indeed differences to be
found between two generations of composers working in the genre of Instrumental Theatre, and dif-
ferences between the aesthetics of the first experimental period and the second period that move much
further from concert-like settings into clearer theatre spaces and productions.
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the stage space. (Heilgendorff 2004b: 8) This gave the pieces a visual form closer
to theatre and dance works, rather than one explicitly connected to the concert
stage. Forms were developed - especially by Heiner Goebbels, but also Manos
Tsangaris, Gerhard Stébler and others - that went far beyond the genre of Instru-
mental Theatre. These works bear obvious references to Instrumental Theatre, but
are also influenced by other art forms (dance, visual arts and installation art, in-
corporation of digital media). However, what distinguishes these music theatrical
works from theatre and other performing art forms in general is their inherent
musical structure and structural thinking in musical ways. These musical ways
of structuring let many music theatre pieces seem more consistent than many thea-
tre pieces in which the music is more an additional element than the essence of it.
(Heilgendorff 2004b: 8)

The profession of the musician has been affected enormously by these de-
velopments. In the few decades up to the present, musicians have experienced
an enormous extension of their profession while participating in music theatre
projects. In the early stages of Instrumental Theatre, in many cases playing mu-
sic was the theatrical act itself, although certain aspects of music making were
exaggerated, accentuated and staged as visual and physical elements of perform-
ance. In later works this was extended greatly, so that musicians had to do much
more than follow the score, play their instruments and perform the (musically or
verbally) notated actions. Besides having to play musical instruments, musicians
have been asked to recite texts and to sing, possibly together with actors in mixed
musician-actor-dancer ensembles. They have performed with objects of all kinds
to make sound or gestures, quite close to the notion of ‘live musique concrete’. As
the stage space, stage design and lighting have become increasingly important,
musicians have been challenged to be much more conscious of the physicality
of the space and the visual structures on stage.

An excellent example of such a work is Schwarz auf Weiss (1996) by German
composer and director Heiner Goebbels, created in close collaboration with the
Ensemble Modern. A true milestone of experimental music theatre, Schwarz auf
Weiss contains elements of installation art, concert music, performance art, and
combines these into an impressive collage in 23 scenes. Still bearing references to
Instrumental Theatre and chamber music, the piece exceeds the boundaries enor-
mously. In the opening scene of the piece, the musicians use their instruments in
installation-like setups, combining them with objects and constructions of various
kinds; one musician writes with a pen on paper, with the sound amplified and
later electronically processed to build musical sounds and structures. Later, be-
sides performing a fixed piece of music, the musicians throw tennis balls against
drums and large metal sheets, resulting in a playful cross between a concert and a
sports game. In the middle of the piece, trumpeter William Forman recites Edgar
Allan Poe over his wireless trumpet microphone. There are many more exam-
ples of ‘non-musical’ performance in Schwarz auf Weiss. Many elements in this
piece can be found in his later pieces as well, such as his strategy of task-based

66



Hiibner F.: Entering the stage — Musicians as performers in contemporary music ... (63-74)

performance. Instead of working with any kind of psychology, Goebbels prefers
to give assignments to his actors and musicians to achieve the effects and expres-
sions he wants: “When I want an actor to cry, I give him an onion.”® He applies
essentially the same technique to actors and musicians, and by these performative
task strategies he is able to create pseudo-psychological layers performed by mu-
sicians without the necessity for them to act. Structurally, his works are foremost
musically driven, as seen in Eraritjaritjaka. The actor André Wilms had to adjust
his text perfectly to a given piece of music, and cameraman Bruno Deville had to
adjust the timing of his movements and camera shots to the same musical score.

The working process on a music theatre piece is often quite different to the
rehearsal structure of orchestra or chamber music practice, as in most cases the
work as such has to be developed during the rehearsals. It is rare for a composer
to come to the first rehearsal of a collaborative music theatre project with a fin-
ished score. In many contemporary music theatre projects musicians work togeth-
er with the composer-director* during the entire process, similar to the working
structures of theatre or dance productions. The musician becomes an important
co-creator, and the creation is more connected to specific performers. Unlike the
relationship between composer and interpreter for whom the composer writes
a dedicated composition, there

“has been a new emphasis on the performer/creator following the model of
the artist-driven modern dance company or the jazz/pop groups whose rep-
ertoire is self-created. [...] The movement away from strict adherence to a
previously existing text or score and the return of improvisation are both a
result and a cause of the changing relationship between creator and performer.”
(Salzman/ Desi 2008: 70)

This specific relationship between creator and performer also results in
pieces whose nature is more closely bound to the live performance as an event
(Fischer-Lichte) than to the notated score as the manifestation of a fixed work.
It is worth noting that significant works of music theatre such as Schwarz auf
Weiss are scarcely performed by ensembles or performers other than by those
who premiered them, even though scores are available.” Since the pieces are so
closely developed in collaboration with the composer-director and the perform-
ers, their performance seems to be bound to the performers with whom they have
been developed.

3 Heiner Goebbels in a conversation with the author.

4 With this term, I describe composers who personally direct their own pieces, among them Heiner
Goebbels, Mauricio Kagel, Georges Aperghis and Paul Koek.

5  According to the author’s knowledge, the first new staging of Schwarz auf Weiss after the original
production with the Ensemble Modern in 1996 was done in 2009 by the Czech Berg Orchestra and the
director’s collective SKUTR (see also www.heinergoebbels.com), twelve years after its premiere and
worldwide recognition.
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The achievements of Instrumental Theatre, or the consequent musical struc-
turing of theatre works also found their way to more traditional text-based theatre
forms. Several directors use specifically musical structures and ways of working
to organise their performances, to rehearse, or to give the music more autono-
mous space in their works. In Ruedi Hdusermann’s Gewdhlites Profil: Lautlos the
“act of composing [...] becomes the music-theatrical act itself” according to David
Roesner (2008), when the musicians ‘test’ sounds on their instruments as a kind
of visible ‘act of composing’, or when the performers record sounds with small
tape-recorders, and hang the recorders on an object, playing back all the different
sounds and voices in a musical collage.

Can less be more? - The reductive approach to
musicians as theatrical performers

Various approaches discussed until now have one main feature in com-
mon: They extend the profession of the musician. In the first instance musicians
make music; they sing or play their instruments. In various, possible stages of
extension,® the musicians have to perform additional tasks, and the audience ex-
periences an extension of the musician’s profession; yet this profession is always
present. On the one hand, this introduces the fascination of watching highly
trained people doing what they are best at - making music. On the other hand,
new elements of performance are introduced, “settings and tasks in which per-
formers [musicians] struggle and have to invest a new, intensified effort in order
to achieve their performative assignments.” (Roesner 2008) These diverse tasks,
and the struggle and effort to perform them, result in the extension and transfor-
mation of the musician into a theatrical performer. In the course of the text I shall
subsume these strategies under the term expansive approach.

As an alternative strategy to the use of new elements, this article introduces
the idea of abstracting away specific qualities or abilities of the musician’s profes-
sion - subsumed by the term reductive approach. By not being able to use specific
elements of their profession, musicians encounter problems that are very differ-
ent from the ones in the expansive approach. The audience watches musicians
not doing certain things they are used to (both the musicians and the audience).
This may result in various possible receptions or interpretations, and I argue
that by this approach the musician is transformed into a theatrical performer (as
well). Both the expansive and the reductive approach are concepts of working

6 The most basic stage of extension is to get the musicians into costumes and place them in specific
positions on stage. From then on, the musicians may walk from one instrument to another across
the stage, which may already have significant theatrical effects (e.g. the three keyboard-musicians in
Merlin, RuhrTriennale 2007, direction Johan Simons). At this stage, the musicians do not yet do an-
ything ‘outside’ their profession, but their usual behaviour is structured, organised and staged. In
Schwarz auf Weiss the musicians have to do a lot of various performative assignments that no longer
belong to their profession and are perceived as serious extensions: throwing tennis balls, playing ping-
pong, writing, burning tea bags, and so on.

68



Hiibner F.: Entering the stage — Musicians as performers in contemporary music ... (63-74)

theatrically with musicians and are capable of transforming musicians into theat-
rical performers, though with completely different strategies, working processes
and artistic results.

Besides the possibility of literally taking away, there are other ways to ‘stage’
the playing musician so that he is hindered or even prevented from actually mak-
ing music. In her Emergency Solos (1973), Christina Kubisch reflects on her identity
as a performing musician (a flute player) and chooses a framework that thema-
tises the act of musical performance as such. She uses everyday objects (thimbles
on her fingertips, a gas mask through which she plays the instrument without a
mouthpiece, a condom stretched over the flute) to make the playing of the instru-
ment almost impossible. In doing this, she also makes an absurd comment on the
character of the virtuoso flute player. The objects lead to a self-reflective comment
on the nature of musical performance and to a “re-evaluation of the visual dimen-
sion, which is equal to the musical [dimension] in these performances.” (Sanio
2004: 9, my translation) As a result of this setting, the musician has had the pos-
sibility of a proper performance taken away, and it is this which transforms the
flute player in Emergency Solos into a theatrical performer. Kubisch’s approach in
this work still bears a direct relationship to the absurdism of Instrumental Theatre
or to the tradition of performance and concept art.

Possibilities of taking away
When something is supposed to be taken away, one has to know what is ac-
tually available. This leads to the question of which elements of a musical per-
formance are able to be removed, and in the end the question as to what a musician
actually is. What are the specific elements of the musical profession when com-
pared to other performing artists such as actors, dancers, or even technicians? As
this definition is not specifically the concern of this article this question will not
be discussed here in detail, but a few abilities of the musician are listed below
to get an idea of possible elements:
* playing an instrument or singing at a professional level
* breathing and finger technique belonging to that instrument or to the voice
* the ability to control and to decide what to play, and when, at macro and
micro level; the ability for rhythm and timing
* controlling sound and timbre
* avery high degree of control of specific parts of the body, depending on
the instrument (including singing and the voice)
* the ability to build larger structures in real time, to build a sounding
dramaturgy live on stage
* aesthetic interpretation
* highly developed listening capabilities, the ability for ‘active listening’
and aesthetic and musical judgement.
I propose to structure these elements into two main groups: the external
and the internal elements of musical performance. External elements are physi-
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cal objects not belonging to the musician’s body: the instrument and necessary
tools for playing the instrument, such as the bow, drum sticks, mallets, mutes for
brass instruments, and so on. The internal elements are, on the one hand, physi-
cal abilities like breathing and finger technique, on the other hand, emotional and
intellectual capabilities, like the control and interpretation of time, listening ca-
pabilities or even specifically trained aesthetic judgement. In the following para-
graphs, several examples of the different approaches will be discussed, although
it is not the objective of this article to give an exhaustive summary of all the pos-
sibilities. Most of the examples are recent artistic works by the author, as part of
ongoing research into the artistic potential of reductive approaches to musicians
in theatrical performance settings.

Taking away external elements

Taking the instrument away from a musician is perhaps the most obvious
and radical way of working with reductive approaches. In the author’s perform-
ance Thespian Play (2009), a saxophone player performs a musical choreography
without his instrument, quasi-miming what happens on the soundtrack.” He does
not make a single sound during the whole piece, and has no instrument. Control
of sound and timing is also taken away, as the performer has to follow the me-
chanical soundtrack and must adjust his movements exclusively to the external
sound source. Performing without an instrument has enormous consequences for
the musician in this case, as he has to learn the piece in a very different way, and
practicing requires a very high amount of concentration. In order to enable the
performer to play the piece, only musical material recorded by him and his in-
strument is used. This way he knows the acoustic surroundings intimately, and
also the physical origin of the sounds, enabling him to produce the movements
in his body to mime these sounds - although without his instrument. A strik-
ing effect is that, by taking away the instrument, one really gets to see the player
and every detail of the body while performing. By taking away the instrument,
the musician is transformed into a theatrical performer.

In the silent performance almost equal / meistens gleich (2010) for conductor
and trombone player, this concept is pushed even further. Not only are the in-
struments (and the orchestra or ensemble for the conductor) taken away, but also
the sound. There are no instruments on stage - the largest part of the perform-
ance happens in silence. The work focuses on an independent yet musical move-
ment language - the performative use of the musical movements as autonomous
movement material, taking shape in a music theatrical choreography for conduc-
tor and trombone player. Unlike nostalgie for solo conductor by Dieter Schnebel,
which “[brings] the music to an imaginary existence” (Cobussen 2002: no page
numbers), the two musicians in almost equal perform a choreography based on

7 Being a performance for saxophone player without saxophone, soundtrack and video, Thespian
Play was developed in close collaboration with the performer Heiner Gulich. A trailer of the perform-
ance can be seen on http:/ /www falk-huebner.de/ThespianPlay.html
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musical movements that are rooted in their professions - they do not perform
silent music as in nostalgie. With almost equal the author seeks to research the pos-
sibilities of developing musical movements towards choreographic material, and
to push the boundaries of musical performance towards choreography or dance.
While the bodily movements in Thespian Play are still tightly connected to the
sounds from the loudspeakers - and every movement is precisely that needed
to produce the actual sound if it had been played on a saxophone - these ‘origi-
nal” musical movements are merely the point of departure for the movement lan-
guage in almost equal / meistens gleich, where they form the basis of autonomous
choreographic material.

In general, when external elements such as the instrument are taken away,
what is left becomes crucial, and what a composer or director decides to stage is
‘left over’. As in the two examples mentioned above, removing the instrument
may introduce the idea of musical choreographies, using the musical gesture un-
locked from its usual effect - the sound - as autonomous choreographic material.
The bodily movements of the musicians remain, and are staged as the central ele-
ment of the performance. Besides the possibility of getting access to another the-
atricality of musicians, it is crucial not to forget that the resulting choreographic
movements can only be performed by musicians. Even without the instrument,
the saxophone player in Thespian Play is performing the piece on the basis of his
life-long training on the instrument, using the finger movements, his breathing
technique, the techniques of his lips, and so on, so that the resulting theatricality
- although for parts of the audience not recognisable as musical - is exclusively
bound to the performer as a musician.

Taking away internal elements

The internal elements of the musician are far more difficult to identify in
live performance. It is also more difficult to stage missing internal elements and
to communicate this loss to an audience because these internal elements cannot
be directly perceived. The ability for ‘active listening’ as “a state of heightened
perceptive or receptive aural awareness that will be invaluable in most musical
situations” (Hugill 2008: 16) is crucial to the profession of a musician, but can-
not directly be experienced on a theatre stage, and cannot feasibly be commu-
nicated as taken away. However, the ‘missing’ internal elements might have an
enormous impact on the performer. When the musician may not follow certain
habits (which may be seen as the internal elements) of his profession, this causes a
potentially enormous struggle. An example of a recent performance-in-progress
is the author’s still life 2.0 (2010). A viola player and a dancer perform short and
isolated movement and sound fragments, which are recorded by a microphone
and two cameras. A computer program processes the input of the two performers
as its only material into an audiovisual score on loudspeakers and video screen
over which the performers do not have any influence. As the performers provide
the basic material, the audiovisual electronics provide the overall structure of the
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performance. Control of the overall structure, the length of certain passages of
the performance and a great deal of the acoustic and visual identity of the work
are taken away from the performers. They are reduced to the functions of giving
impulses - triggering and starting computer processes - and giving input to the
computer. What the performers do is also staged exclusively according to the cri-
teria of how that serves as input to the computer. In a way, they do not “perform’
as an audience would traditionally understand it, but are completely restricted
to performing tasks in front of a microphone and cameras.

The identity of the viola player in still life 2.0 becomes somewhat absurd or
paradoxical both for herself and for the audience. At several moments of the work
she performs with her instrument; she has the viola in her hands in the correct
playing position, and plays according to the norms of viola playing. Still, the au-
dience does not have the sense of seeing a musician performing music.® Similarly,
the musician herself does not feel like she is playing music. She only performs
certain tasks, which among other things, also produce sound for several seconds.
In fact, it is not her task to perform music; her main task is to stand in front of
the camera or the microphone and to give input to the computer. The same goes
if only her playing movements are recorded by the camera, without recording
the sound. It is precisely the ability to “perform” as a concert musician - project-
ing and communicating music and emotion to an audience - that is taken away
from her, as a result of the performative assignment of focussing entirely on the
microphone and the cameras.

Perceptional effects

In general, there are two ways in which the perception and the focus of the
audience changes through the use of reductive concepts’: On one hand, the con-
cept of what a musician is changes and is challenged. The audience watches a
musician on stage, but she is not making music; she is nonetheless “performing’
in a way that communicates a musical code in some sense. The question as to
what a musician actually is arises once again. On the other hand, the question as
to what the profession of this person actually is also arises: is it a musician, an ac-
tor, a dancer, a mime? The perception oscillates between various poles: rationally
one knows that the performer is a musician, yet the kind of performance does not
necessarily suggest that this is the case. In Thespian Play for example, the specta-
tors - by reading the program notes - know that they are going to see a saxo-
phone player. Still, especially at the beginning of the piece, many people in vari-
ous audiences wonder if they are watching a mime or an actor. The perception
oscillates between knowledge and imagination. In Kubisch’s Emergency Solos, one
could also imagine that the work does not have to be performed by a flute player.

8  Pictures and a video trailer of the performance can be seen on www.falk-huebner.de/stilllife.htm]

9  Itisnotmy intention to claim or provide evidence for ‘objective” audience reactions of perceptions;
instead I refer to plausible implications of certain strategies, to my own intentions as a practitioner and
to conversations with people from the audience.
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Since all virtuosity is blocked in the performance, one may doubt that it is actu-
ally a musician performing. Only a musician, however, is able to experience the
tension that the blocking of her usual habits and abilities as a professional flute
player brings. For an actor this would be impossible, as she does not intimately
know either the nature of flute playing or the virtuosity being denied. In almost
equal / meistens gleich the identity of the performers is even more nebulous. They
neither produce sound nor perform exclusively musical movements that can im-
mediately be recognised as such. The origin of the movements may be musical,
but the result lies somewhere between dance and mime, performed by musicians.

Conclusion

The last fifty years of music theatre practice have brought a large variety of
performance modes for musicians to the theatrical stage. A broad range of experi-
mental forms has been developed, but more traditional forms of text-based thea-
tre have also been enriched by the various theatrical possibilities for musicians on
stage. As an alternative approach to the highly developed culture of expansive
approaches, reductive approaches open up new possibilities, and provide com-
posers and directors alike with tools to work with musicians as theatrical per-
formers, even if they do not make music or do not use their instruments. The
ideas discussed open up new possibilities for a music-driven theatre that does not
have to include music, but breathes a musical energy originating from the move-
ments and the profession of the musicians as performers. The approach gives ac-
cess to another kind of ‘musical theatricality’; however, because these concepts
build very strongly on the professional qualities of the musicians - the qualities
that are ‘“left’ - the specific theatricality is quite different from that which actors or
dancers may offer. The idea of musical choreographies shows that the ‘unlocked
musical movements’ of musicians may be used as material to create choreog-
raphies which are not possible to create with dancers. Reductive concepts also
open new paths for task-based performance, allowing the musician to become
theatrical without the necessity of becoming an actor.

As the possibilities for taking away external elements are easily accessi-
ble, and the artistic benefit is much clearer, it might be expected that upcoming
works focus on these ideas. The “internal group” needs more conceptualisation as
to what precisely the elements are, how they constitute the individuality of the
musician, and what the difference is to the internal elements of other performing
artists, such as actors or dancers, etc. What distinguishes musicians from them?
And, obviously: what is the benefit of taking away these elements from musical
practice? Finally, is it possible to stage the tension of the missing elements and
communicate this fruitfully to a (music) theatre audience?
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®Dank XnbHep

M3JTA3AK HA CLHEHY - MY3MYAPI KAO ITEPOOPMEPN Y
CABPEMEHOM MY3IMYKOM TEATPY

PE3VIME

V Hpuuu o Bojnuxy (1918) Virop CTpaBuHCKY TI0 IPBY YT M3BOAM My3Udape Ha CIIeHy Kao
Tleo crieHCKOT gorabarka, 3ajeffHO ca IITyMImMa m Ilecaunma. Kpajem 1950-mx rommma,
IIPUCYCTBO My3M4apa ¥ FBUXOBUX aKTMBHOCTY Ha CIieHM IocTaje pokyc Mrcmpymenmanrtoz
meampa KommosuTopa ToryT Maypucuja Karema w durepa IllmeGema. Vimeja
meampasusayuje Mysuke came VICTaKIa je (PVM3MUKM acleKT My3WuKor mssobersa. Toxom
HapeTHMX HEKOIVKO JIelleHuja KomrosuTopu momyT Xajuepa I'eGerca (Heiner Goeb-
bels) macTaswm cy ma ce 6aBe oBoM mzejoMm, arm pasBujajyhm Busyemse dpopme Omvoke
TeaTapcKMM ¥ TUIeCHMM Hero KoHrepTHUM. OBa fiera, mako cpofgHa VIHCTpyMeHTaTHOM
TeaTpy, HacCTajayla Cy ¥ IIOf, yTUIlajeM APYTMX YMeTHUUKMX opmm (IUIeca, BU3YeTHVIX
YMETHOCTV, MHCTasIanyje, AUTUTaTHVX Meyja).

Osakap pa3Boj 3HaTHO je yTMIla0 Ha mpodecujy Mysmdapa. TOKOM TIOCTIeTFbUX
HEeKOJIMKO JelleHNja, My3/udapy Kojii y4ecTByjy y IIpOjeKTMMa My3/UUKOI TeaTpa 3HaudajHO
Cy IPOIIVPVIIN OTICET cBoje mpodecuje. OcuM cBUparba MHCTPYMeHaTa, Of FbVIX Ce 3aXTeBa
penmToBar-e TeKCTa M IIeBarbe, KOpuihere HajpasIMIuTUjiIX 3BYYHMX U IeCTyaIHVIX
o0jexata, 11 pasBujeHa CBeCT O (PU3MHUKOM IIPOCTOPY ¥ BU3YeJIHMM CLIEHCKMM CTPYKTypaMa.
OBakBy pasHOIVKM 3amaly, npouiupere Ipodpecuje Mysudapa, pesyaTupaau Cy
TpaHchOpMaIjoM My3rdapa y TeaTapcKor iepdopmepa.

Opaj papm, Kao ajgTepHATMBHYM HauMH Kopuinherha CIIEHCKMX —ejleMeHara,
yBOmM Mmejy ancmpaxobarea crienmyubWUHMX KBaIWTeTa WWIM criocobHocTM Ipodecuje
My3udapa, oOyxsalieny TepmuHOM pedyxmubru npucmyn. HajounmienHuju 1 BepoBaTHO
HajpaayKaIHWji IpVIMep PeqyKTMBHOT IIPUCTYIIA jecTe Ody3/Marbe CaMyX MHCTpyMeHaTa
of My3udapa, ajii paji ca OBOM WMIejoM MOXKe YKIbYIWUTHU U OHy3VMarbe APYTX 0COOeHVIX
erleMeHaTa Tipodecmje, TorryT MoryhHocTn rpabersa IyXMX CTPYKTYpHUX IlefTMHA Yy
peasTHOM BpeMeHy.

KopnmhemeM peyKTHBHIX KOHIIeNaTa, epIieniiija 1 POoKyc IMyormKe Merbajy
ce Ha pa3/IMJuTe HaulHe: Mekba Ce VI JOBOM y IINTarbe IoVMarbe Tora INTa je My3udap, 1
Koja je 3aIrpaBo Ipodecuja TOT W3Bobava: fla 711 je y IIUTarky My3udap, IJTyMall, Iulecad,
manToMuMimgap? lleje m3HeceHe y oBOM pajly OTBapajy Hose MoryhHocTm 3a Teatap
BoDeH My3MKOM, KOji1, MaKo He MOpa Jla YKIbydyje MY3UKY caMy, I[PV FheHy eHeprujy, u3
TIOKpeTa M My3udapa U M3 FbIIXOBe OCHOBHe M3Bobauke mmpodecuije.

KrpytuHe peun: My3udKM TeaTap, My3udapy Kao IepdopmMepn, pemyKTUBHY IIPUCTYII, Te-
arpaymsanyja mysuke, Xajaep I'ebernic (Heiner Goebbels), Maypucno Kares, Vrop Crpa-
BUHCKIL.

74



