NERARAN

Recent public discussions about
the situation of contemporary
aance in Germany have focused
on the disparities between tradi-
tional classical dance and con-
temporary dance. Ballet enjoys ge-
nerous funding but suffers from a
paucity of aesthetic verve; con-
temporary dance, on the other
hand, though it must try to cope
with severe financial handicaps,
nevertheless displays a dispropor-
tionately high level of innovation
and creativity. On the one side,
there are the classical ballet cho-
reographers and the crisis of mea-
ning in that genre as it is currently
practiced in exorbitantly expen-
sive state and civic theaters; on the
other side, are the professional
contemporary  choreographers
who, despite a fervently revolutio-
nary climate and the development
of new and creative models of
production, are handicapped by
severely limited funding. This po-
larity will no doubt engender pro-
found changes in the structures of
dance in Germany.

THE CRISIS OF MEANING IN
BALLETT

is obviously a consequence of the crisis of relevan-
ce in the state-owned public theaters. Today this
theatrical activities still take place in architectural
spaces that were erected under vastly different so-
cial, political and cultural paradigms than nowa-
aays. The nobility of the feudal era and the bourge-
oisie of the ,Grinderzeit” (1871-73) had complete-
ly different needs for self-presentation in the socio-
political arena. Feudalism’s centralized perspective
with its focus on an absolute monarch led to the
creation of the proscenium stage. Performers were
displayed (and confined) within the illuminated
precincts of the proscenium while their noble audi-

ences sat safely opposite them in orchestra-level
seats, box seats, and balconies. The architecture of
the audiience space in today's theaters still expres-
ses this strictly hierarchical social structure. Classical
tallet’s techniques - its en face and en dehors, its
styles of interpretation, symbolic vocabulary, efc. -
all derive from this hierarchical attitude. Dance re-
flected an idealized world. Dancers were never
treated as emancipated individuals, and the sources
of ballet’s current conformist attitude still lie in this
feudal and anachronistic approach.

Urs Dietrich, Bremer Tanztheater: Photo: Jérg Landsberg

LOSS OF SOCIETAL FUNCTIONS

Nowadays theater has lost many of its erstwhile so-
cietal functions to other fields. Self-presentation,
the all- important act of ,seeing and being seen,” is
now more likely to take place in VIP lounges at ten-
nis, soccer, boxing, or other sports events. Educa-
tion and intellectual enlightenment have been redu-
ced to the concept of information and are now
propagated via telecommunications and the new
media. The introduction of film and television have
made theater almost imelevant as an effective instru-
ment for socletal communication. Social consensus
defines itself today not through a shared theatrical
experienice, but through ,Nielsen ratings” and TV
viewing figures.

THE OUTLOOK FOR DANCE

Wherever it lacks an extraordinary artistic personali-
ty, wherever it fails to evolve a contemporary artistic
idiom, ballet inevitably loses its relevance, validity
and legitimacy. Although it continues to dominate
the stages of many large theaters, romantic ballet
has become little more than mere decoration. Mo-
tivated by financial andior political coportunism,
some theater directors and cultural politicians have
sought to commercialize (and thus spoil) the few
distinctive artistic personalities who continue to give
theater its meaning and raison d'ltre, but they are
committing a tremendous cultural, political and so-
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