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PREFACE

My choice to focus on Vienna’s fringe performance scene was initially medivat
by my ongoing travels to EuropeThese experiences began in 1999 when | attended a
study abroad program in Salzburg, Austria. While in Salzburg, | began to study the
socio-political affects of European integration and became intrigued withfihence of
the European Union (EU) on the development of experimental performance. Other
experiences involved an independent study at Villanova University on national identity in
Austrian performance and extended doctoral research on EU-funded fringe peciarman
The latter began with a seminar paper exploring the 2006 European Dream Festival in
New York City, which was developed in fiscal partnership with New York City-based
European cultural centers, private foundations, and the EU. In 2008 | conducted a
preliminary dissertation research trip to Austria, where | met with akokthe subjects
considered in this document and began to perceive the profound impact that
Europeanization and globalization were having on the scene and its cultural(@gent
artists and administrators). From March through June of 2009 | conducted more
extensive dissertation research, which included interviews, participant dimema
Vienna’s important performance venues including the Burgtheater, Brut Wien,

Tanzquartier, and Brunnenpassage, and daily living within the city. Over the oburse

! Vienna may seem to be an unorthodox choice fom@iag the development of Europe’s new fringe
aesthetic. | became particularly aware of thislevattending the 2009 Informal European Theatre
Meetings (IETM) conference in Bratislava, Slovaki&hile at the conference | met many artists wh ha
either a negative or no opinion of Vienna's frirpgene. For example, a Belgian administrator tatdmat
when she thinks of Austria she envisions “whiteskest and “people in traditional costumes,” notiogtt
edge performance. By situating my study withinnfia, which | have found to possess an active if not
unproblematic, scene | hope to correct such commisnonceptions and to give English readers the
opportunity to explore some of Austria’s less waibwn, but still highly important cultural artifact



these research trips | found certain aspects of Vienna’'s performance caynio e
particularly compelling and worthy of further theoretical and pragneatisideration.
These include the wide cultural gap between the city’s established theratiess\and its
fringe performance venues. Particularly compelling aspects of Vienimajs fr
performance culture were the artists’ desire to create work thateratssnational
categorization and their need to participate in a transnational Europeaniat. nidese
aspects coexisted with their dependency on the local government for suppoity Equa
intriguing were the artists’ search for new forms of expression and tlusEspread, yet
not universal, belief that the fringe scene in Vienna suffers from a lack of ifmorovat
and/or creative vigor. Additional analysis of contemporary experimental parficamn
Europe made me aware that the realities of Vienna’s fringe scene arequa. uni
Consequently, | began to consider that Vienna might be a suitable place to unaertake
case study of contemporary experimental performance in Europe and thewelufult
transnational performing artists who are instrumental in its creation.

As a result of my academic apdrsonalexploration of Vienna’s fringe scene, my
dissertation tells a distinctluman storyf cultural agents who operate within
transnational social spaces (including Vienna’s major fringe performamces) and
who often suffer from a lack of artistic innovation and/or fulfillment. Implicitis t
story is the artists’ quest for new forms of expression and their faith thatntoney
achieve ideological and aesthetic breakthroughs. Based on my personahergerie
within the scene (and anticipated future collaborations with Vienna-based tramahat
artists), | count myself as a participant in the cultural agentgfthistruggles to achieve

their goals. As a result, any perceived criticism within my dissentati the artists and



their methods should be understood as having arisen from a genuine desire to identify
issues within the scene that may be limiting the artists’ creative @btent

Implicit in my study is my belief that the new style/genre that is develaping
Vienna, and the material factors that constitute the new style/genre, chadreed in
other regions throughout Europe. For this reason, my dissertation has far wider
implications to contemporary studies of fringe performance in Europe and thts effec
Europeanization and globalization on artists working in Europe’s widespreadsecial
influenced cultural fields. In each chapter, | situate the events in Vieinimgs scene
within larger trends throughout Europe by referring to case studies on trandreatisha

mobility, cultural funding, and identity construction.
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INTRODUCTION

It is a moment of pure, unadorned human connectivity. Two Frenchmen speaking
in the refined English of Europe’s cosmopolitan elite sit in the front seats oLi&iSuz
SUV discussing their tumultuous relationships with their disapproving parents.. Pause
The men leave the car to get some fresh air. The man formerly in thagersseat
turns to his friend and asks a question about the Suzuki, which the other answers. The
man formerly in the driver’'s seat commends the car for its side impadsibBS
brakes, 240 horse power engine, and, its most practical and surprising feature,-the built
DVD entertainment system. Black out. Lights up. The last segment of the previous
scene is replayed, but now the dialogue is re-contextualized. Instead of two friends
discussing the merits of one man’s car after an in-depth conversation aboonaélati
problems, the audience reads the action as two strangers, one a salesman and the other a
customer. The scene morphs into a full-blown commercial for the Suzuki SUV complete
with two females clad in bikinis who strike various sexual poses around the car to the
tune of Madonna’s “Nobody’s Perfect” as the salesman hands business cards teaudienc
members, asking them to “Please go and visit a Suzuki dealer near you.” Black out

The performance | have been describinBigs 1st Episodgethe initial installment
of theBig Episode Trilogyby the Vienna-based, city-funded, self-dubbed “international
performance collective” called Superamas.

In Big 2" Episodetwo members of Superamas stand at a bar. One portrays John
Rosse from the Rolls Royce Company, the other a caricaturized version off lwimsel

appears to be pitching his group Superamas to John in the hopes of getting corporate



sponsorship. He states, “together with my group Superamas we are looking for new
territories.” He continues, “The Superamas group is known for its extremelgitiack
activities, performances, installations, films, but I'm sure you've hefaitd o

Big 39 Episodeincludes a long film segment chronicling Superamas’ trip to New
York City to presenBig 3¢ Episodeat a prominent fringe venue, The Kitchen. The
audience sees the group snapping photographs of billboards in Times Square, holding
auditions in a NYC dance studio, bowing to the elated cheers of NYC audiences, and
celebrating their success at an afterpartyBigr3® Episodein a New York City bar. At
this point the action pauses, and a giant logo for the Austrian beer company Piismer
dominates the screen. The film ends having been recontextulized as an extended
commercial for two corporate brands, one of them Superamas itself.

These moments, prevalent through Superamas’ productions signify the
breakdown of the ontological difference between live and mediated performance and
between fringe culture and global mass culture, just as they seemingtyaiblihe
distinction between the transactions that occur off stage and on stagerasithers of
Superamas struggle for legitimacy within Europe’s fringe scene. a@éshe group
resorts to flagrant commercialization of their brand and onstage they construct
performances that critique their own processes.

In another performance, this one created by the Vienna-based, city funded, fringe
group Toxic Dreams, Israeli-born and New York-educated artistic dir&ctsi Wanunu
steps onto a stage resembling a film studio littered with mismatchedcakwatiries, crew

chairs, film camera tripods, and complete with a miniature model of the Entpiee S



Building and a conspicuous puppet made to resemble the disembodied hand of, none
other than, King Kong.

Wanunu describes his impetus for selecting the Hollywood icon as the subject for
his commentary on theatre and global mass culture stating that Kong is kgustBig
Mac...you put in the possibilities likdamlet KongKing Kong Leay Streetcar Named
Kong Waiting for Kong..and it's endless.” Various other players from Toxic Dreams’
core acting ensemble enter the stage and play a variety of roles. Té® Isappen in an
extremely illogical order, alternating from personal interviews wWighdast and snippets
of action that resemble behind the scenes, making-of footage found on DVD extras. A
fake documentary (i.e. a mockumentary) follows this live show, which further datees i
the power of Kong as a commodity. The critiques of prominent intellectudisadueed
within the mockumentary, which also includes interviews with actors, supposealy fr
the original Kong film and a myriad of make-believe spin-offs. The mockwamneist
framed with an overarching story line of a news crew on the hunt for a esahbfisive
predatory gorilla, who is wandering through the wooded surroundings of an unspecified
American town. The news telecast helps to maintain the focus on the searchdat the r
guality of Kong, a character who has been bastardized through several incarnations on
film, for example, the 1968 multi-cultural comeldgng and his Eight Brideshe 1977
country-boy-meets-big-city roman&eng in the City and even the 1989 porn filking
Kong Cometh Over the course of the documentary the real Kong appears and laments
the loneliness and isolation caused by his foray into global mass culture. Iferaadll
on film he catered to the expectations of his audiences only to become an object, a

fetishized and caricatured version of himself, and “a universally recogaizabl



commodity.” In the end the real Kong was banished from the screen, replaged by
human actor wearing a gorilla suit. His essence was robbed from him. Allrttzaneel

of the impulsive, primal being born in the midst of a carnivorous jungle with the powers
to wreck havoc on the very pillars of industrialized human civilization was thecs el

ape, who retained the hairy over-sized appearance, but none of the internal drive, the
yearning for the sublime, the impassioned sense of revolution and revolt. The image of
Kong at the end of this performance is at the heart of this dissertatiorysiarmdl

Vienna's transnational fringe scene.

The work of both Toxic Dreams and Superamas reveals a tragic irony derived
from the very conditions of a European fringe scene, which is dominated by the will of
local politicians who wage a battle for symbolic capital in an expanding agtating
European cultural field. In this struggle the artists themselves begtimg
participants, opportunistically seeking funding at the local and transnationial \etxde
developing signature brands that can be bought and sold within a European co-production
and festival circuit dominated by superficial connections and aesthegis tasycled
from the canonical avant-garde and global mass culture.

This dissertation is situated within Vienna, the capital of a once-grand,
supranational empire, which has suffered a series of identity crisislat#h@and
international levels. A notable episode in recent history was the rise ofHaiely’s
infamous, supposedly neo-Nd&ieiheitliche Partei Osterreich@reedom Party of
Austria, hereafter thEPOg. Although the=POes sentiments made headlines and sent
shock waves across a “united” Europe in 2000, they were actually the outaitzs g

vocalminority, and they were countered by more progressive, outward-looking trends



within Austria aimed at expanding the nation’s reach throughout the EU, which Austrian
citizens had voted overwhelmingly in favor of joining in 1995. Feeling that European
public opinion had historically been skewed by surface-level media treatafents

Austrian provincialism, the city of Vienna, the long-time generator gdti@rtnovements

in the nation, got to work on improving international public opinion regarding its culture.

In the field of fringe performance the changes began to be visible with the
development of Tanzquartier, a city-operated fringe venue with a budget of
approximately 3 million Euros, in 2001. Further alterations came with the inawgurati
of theWiener Theaterreforr{r heaterreformin 2003, and Brut Wien, another city-
operated fringe venue with a budget of approximately 1.5 million Euros, in 2007. All of
these were instituted by the city’s ruliBgzialdemokratische Partei Oesterrei¢B®cial
Democratic Party of Austria, hereafter tBBO@ using a top down approach that led to a
fringe scene where artists with cosmopolitan perspectives could thrive agdhthose
with local orientations were effectively de-legitimized.

This occurred when the artistic directors of Tanzquartier and Brut took over two
of the major “free spaces” where fringe performers once showed theirnvanielatively
un-juried system. These directors also popularized the idea that most |etsivend
dominated the scene before their tenure had been surviving on government handouts,
while failing to bring international attention to a scene dominated by backwards
aesthetics and, what Tanzquartier's artistic director referred emédisland mentality®
The artistic directors of Tanzquartier and Brut formed an informal pahniper$he

venues’ artists and audiences were composed largely of the same people, i.ethhose w

2 Sigrid Gareis, former artistic director of Tanztiex, interview by author, 15 April 2009,
Vienna, Austria, field notes.



sufficient cultural capital to be able to comprehend a brand of highly visual corceptua
performance, characterized by constant recycling/recoding of giudesd culture and the
canonical avant-garde, and often performed using a variety of European languages, mos
notably Englisi Furthermore, these venues became part of an elaborate system of co-

production venues and festivals throughout Europe where transnational artists abnverge

3 Throughout my dissertation | describe how Viesrfahge scene is characterized by a series of

dialectical struggles between local and non-locgdiilses among Vienna’s citizens, politicians, arigts.
These struggles are intensified by the processglbélization and Europeanization, which havettethe
self-conscious internationalism of Vienna’s frirgene. The central motif of struggle is an integra
component of Pierre Bourdieu’s theories on thalfadl cultural production; therefore, Bourdieu’s
theoretical insights inform my overall analysisviénna’s transnational fringe scene.

In The Field of Cultural ProductioRierre Bourdieu argues that “Literature, art dredrt
respective producers do not exist independentboaiplex institutional framework which authorizes,
enables, empowers and legitimizes them.” Forrgason, any analysis of an emergent ideology and
aesthetic must derive from a thorough examinatfoa @ultural field, in this case Vienna. Becauservia
is so enmeshed in transnational processes brouagby the rise of globalization, any analysis otgral
production within the city must also take into amebhow Vienna interacts with other, larger cultdiglds
such as Europe. Furthermore, the types of straggldegitimacy within Vienna’s scene often medérie
as bitter debates over what constitutes “qualityd grofessionalism.” These terms are not as @iaas
they are often believed to be. One of my taskbigdissertation is to determine how these coaldst
concepts are being debated and how these debatefenting the development of a subculture and the
overall production of fringe performance within Yiiea’s cultural field.

Central to Bourdieu’s theories of cultural fiell® the notions of economic, social, cultural, and
symbolic capital. Economic capital refers to comthaver economic resources. This is the mostdirec
and easily measured form of capital because itegk®d the amount of accumulated items that have a
tangible, equitable value attached to them. Im¥&s cultural field the established Burgtheatengiia’s
National Theatre) has the greatest economic capézduse it has the largest operational budgét tifea
city’s theatrical venues, demands some of the Isigtees for ticket sales, and has the potentipltop a
great amount of money back into the local econdmyugh generating tourism revenues. In contrast,
Vienna's fringe venues do not have high amountcohomic capital because they sell far fewer tEket
and generate little revenue for the city.

Social capital is linked to relationships and thieiiconnectedness of people, groups, and
institutions. Vienna-based fringe artists who thrévzing within the context of Europe’s network foihge
venues and festivals have high degrees of sogutiatdecause their networks are extensive and
productive. Fringe artists who are more confirethe local context have lesser amounts of soaiaital
because their networks are not as expansive.

Cultural capital refers to forms of knowledge, lkibnd abilities that are often derived from
specific types of education and upbringing. Thiaaept relates to a person’s status in society.
Historically, even though a fringe performing artiees not earn a high amount of economic capital,
he/she is likely to possess a high level of cultcapital due to the intellectual prestige asseciatith
being a cultural agent with the capacity to criédgbe prevailing ideologies and aesthetics thatidata
his/her surroundings. There are three primarydyfecultural capital: embodied, objectified, and
institutionalized. In the case of Vienna's fringgene, the demand for artists to demonstrate their
institutionalized cultural capital, i.e. their I&giizing credentials such as artistic degrees ar#lipus
performance engagments, is a dominant precurdongpterm success. In addition, the artists’ enibdd
cultural capital, i.e. how the individuals are sdizied into certain ways of consuming and producing
cultural products, determines whether or not thalyhe able to participate in the fringe scene, athis
dominated by a specific neo-avant-garde culturgitlthat is not easily comprehended by the majanity

6



Brut and Tanzquatrtier, the city’s transnational social spaces for fritigis,anad
even greater power to constitute and perpetuate dominate, decisively cosamopolit
ideologies due to their integral connections with members of the city’s sgéjenors
and curators, established by fheeaterrefornto create a fringe scene defined by greater
“quality.” These government-appointed officials’ decisions to fund certasisaover
others were often, self-admittedly, defined by their perception of how teesavtuld
fair in the transnational fringe spaces with which Tanzquartier and Brut hiaeénsaips.
This was because the niche market within Vienna'’s limited number of fringe venues
could only supplement, not replace public funding, which itself was dwindling as neo-

liberal economic policies arose in Europe as a result of glavalizand Europeanization.

cultural consumers. Related to the concept of elilolocultural capital is the issue of languager Fo
example, artists who do not have a high commarighgfish do not have the proper embodied cultural
capital needed to achieve long term success ingéisdransnatioanl fringe scene because the clltura
agents in this scene typically use English as #tmwinmon trade language. Usually when | am refetong
fringe artists as individuals, my use of the teutiural capital denotes an amalgamation of the eligab
and institutionalized types. Objectified cultucapital refers to material items that may transiate
economic profit or that may merely symbolize ormiftural capital. Objectified cultural capital is,
therefore, an important concept when dealing wiénva’s primary fringe venues and how the artistic
directors of these venues use artists to incrdmsedonomic and symbolic capital of their instdns. For
example, in Vienna'’s struggle to enhance its caltprestige within Europe’s expansive culturaldiel
certain artists may be endowed with a level of ciifjed cultural capital and given opportuntiesthg
local government and the fringe venues to be misible abroad. In this context the artists thewss|
become objects of trade. Symbolic capital is sohawf an aggregate sum of social and culturattabpi
It refers to the resources available to a persmyp or brand based on honor or prestige withectie
fields. The ability to have one’s voice be heaithim a public forum is a sign of one’s high symibol
capital. This ability may be limited by acts ohdyolic violence, described below.

The various forms of capital are intertwined. AsuBdieu states ifihe Logic of Practicein
economic terms “symbolic capital is credit,” meanthat it often breeds economic gain. For exaniple,
pumping money into projects that showcase culirarsity and transnational co-operation, and nmgkin
this funding visible throughout Europe, Vienna gases its symbolic capital, develops internatitnoastk,
and stands to get more economic capital from coatjpe with its European neighbors in areas witnid
outside of the cultural field. The worth attached given product or artist, i.e. its objectifiedltural
capital, may be used to increase Vienna's symlaslat economic capital; however, at various time
throughout history and within the context of di#fat subcultures, having a high level of economiite&
has been understood as antithetical to havingfalbigel of cultural capital. Bourdieu argues tinatst
European avant-garde movements charted their stibesgd on “loser wins logic.” This logic is
dominated by the principal that avant-garde artisige a high level of artistic quality, i.e. culilcapital,
and a low level of commercial value, i.e. econoagipital. To a large extent, this “winner losesdbg
persists within Vienna’'s subculture of transnatldriage performing artists, despite evidence thajgests
the artists are, indeed, heavily influenced by reagressures and cater to market demands.



Increasingly, the artists who emerged as the victors of the strugdlesfringe scene
found themselves collaborating, not only with an integral community of professional
friendships at the local level, but also with the demands of the transnationakfremge
throughout Europe.

These recent historical movements are creating a certain ctilsis ®urope’s
fringe scene, where artists link their desired mode of operation to limjreatiéym
borrowed from anthropologist Victor Turner to describe a process where oldmoles a
guestioned, transformation is imminent, and there is a striving after new fodms a
structure$. Believing their works to be liminal, these artists tend to align with what
sociologist Pierre Bourdieu refers to as the avant-garde “winner loses logvhich
temporary economic failure is seen as a sign of election, or as proof ttat estigeric,
non-commercial products are breaking ideological and aesthetic groundnggitat
anesthetized public, who consume dominate modes of culture while being tied to
regressive conservativism. The belief that these artists are ogeaatiording to the
liminal paradigm is somewhat abetted by the factor thatahegeemingly charting new
territory by frequently engaging in collaborations with people outsidenhéons of
origin; however, other circumstances related to cultural production suggest seat the
artists are better understood according to the logic afah@valesquea term | borrow

liberally from Mikhail Bakhtin, to describe how European fringe artists operate i

* Victor Turner,From Ritual to Theatre: The Human Seriousness af RPAJPublications: New
York, 1982).



guasi-inverted, outwardly pluralistic niche environment sanctioned by a mditéetral,
monolithic government and populous.

My findings suggest that some artists, those from Toxic Dreams and Sageram
in particular, are fully aware of their powerlessness to enact actualdongstructural
change related to the problems wrought by Europeanization and globalizatitn. Suc
issues associated with these processes include reactionary nationalisrenbubes so
they include the pervasiveness of global mass culture and the fetishizatien of
European fringe artist, a cultural agent who has a superficial appeafdnogy in
diversity,” to quote from the EU’s motto for culture. The performers’ dissoand
creations suggest unmitigated entropy, which the artists do not know how to counter from
within their present circumstances. This is mostly found in their selfergfal
commentary on the international fringe market, their flagrant commieatiah, their
homogenized aesthetics, their glaring superficiality, and their tepdernieat their own
ideas with an extremely irreverent irony that goes beyond the social @osrsess-
inducing outcomes of the Brechtian alienation effect and into the realm of the absurd.
The prevailing trends of a European fringe scene amount to the artists’ atsditcbo,

and an analysis of their products is not possible without an understanding of such

® Informing this dissertation is my belief that ti@vernment sponsorship of fringe performance agptear
be antithetical to the avant-garde impulse andVWetina’s fringe scene may be understood as an geam
of Mikhail Bakhtin’scarnivalesquea form of open rebellion against the status dpad is sanctioned by
society. This notion refers to a state where spdsetemporarily inverted, yet at the end of acified time,
society reverts to its old ways. Essentially,llowing the fringe theatre scene to be a placeisifavery,
where artists believe that the cultural hegemonhefation state does not fully apply, Vienna's
government is allowing for the appearance of caltapenness that, perhaps, does not exist outside t
insular fringe scene. The prevailingrnivalesquejualities in Vienna’s system of arts funding da¢ futly
preclude the idea that the fringe scene and itsir@llagents are experiencing real transitionschvhi
constitute a niche or subculture of newly legitietzrtists.



material realities. This dissertation’s investigation of suclugistances begins with an
historical assessment of internationalism within the conteMiefna-based performance.

Vienna’s Performance Scene in Historical Perspective: Intemtionalism as a
Prerequisite to Innovation

A prevailing catch phrase used by Austrians to describe their nation is “small
country, many borders.” The historian Friedrich Heer once remarked that no nation has
been so affected by outside forces as AutiTais observation stems from the long and
complicated history of the many lands that are now know as Austria, which until 1918
had been under monarchical rule for hundreds of years. Until its dissolution following
World War |, the Hapsburg Empire with its seat of power in Vienna, brought an
unprecedented amount of flow of cultural products from areas to the South, North, East,
and West. These international influences shaped the course of Viennese ctdare, of
with remarkable results.

During the last days of the eighteenth cetury Vienna was often considered to be
“the center of Enlightened hopes in all of Germany and Central Eurofiéis
reputation was largely inspired by the policies of Emperor Joseph Il (1741-1790) of the
house of Hapsburg-Lorraine (from 1780) who instituted a golden age of European
Enlightenment culture during the final days of the Holy Roman Empireo{des$in
1804). During his life span Vienna was reimagined as a center of recreationlaure,
all provided by generous monarchical support. At this time, two public parks the
Augarden and Prater, which to this day remain vital aspects of the capitals publi

landscape, opened in the city and a variety of reforms designed to increase trsalunive

® Guenter Bischoff, Anton Pelinka, and Michael Gehaistrian Foreign Policy in Historical
Context(New Brunswick: Transaction Publishers, 2005), 1-2
’ Steven BellerA Concise History of Austri@gCambridge: Cambridge University Press, 2006),
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rights of the public were institutédThe Burghtheater remains one of the most priminent
cultural institutions to come from this era.

Given the Burgtheater’s foundations, stemming from an odd amalgamation of
Enlightenment thought and German cultural nationalism, it is ironic thatgheution
transformed into a bastion of Austrian national pride and insular provincialism in the
immediate decades following its re-consecration in 1955. To a large deggee, th
important cultural institution, which contributed to the development of Vienna’s counter-
cultural fringe scene, has a complex history as a European venue. In the tradite®n of
Hamburg National Theater (1767-1769), the venue was originally intended to be a
cultural institution dedicated to uniting people from the German cultural nation, which
included citizens of Austria and people from the neighboring lands of Prusisienugh
this institution, placed under court administration in 1776 during the reign of Emperor
Josef Il, boasted an ensemble of German speaking actors and omitted Frgnagdan
drama and Italian opera, the operating structure was rooted in a model abtduighed
by the decisively foreig€omedie FrancaiseEven when all French language dramas

were removed from the Burgtheater’s repertoire, the French ssimebideal persisted.

& Most notable of these were the Toleration Edi€ts781, which expanded freedoms for Protestants and
Jews within the predominantly Catholic empire.
° From the outset, the national character of Austiitational Theatre, was in dispute. Although Hiigim
August Ottokar Reichard (1751-1828), publishethef annualheaterkalendarpraised the founding
stating, “What a ravishing, splendid thought foyame capable of feeling that he is a German!,” Geet
urged people not to “bestow the title of a naticm@hpany on the Viennese company of actors urrtihéu
notice but rather to wait until we are a natiortjliwienna has become its representative, and threil
company there has taken on the character of the.5anappears that the division of the Germariwsal
nation into linguistic dialects and isolated ge@pniaal regions, coupled with the inability to fiadd
maintain innovative forms native to German landsated much confusion as to what could constitute a
truly German National Theatre.

Michael J. SosulskiTheatre and Nation in Eighteenth-Century Germd®urrey:
Ashgate, 2007), 21.
2 Sonnenfels was particularly responsible for the;ause many of his speeches argued that the
Burgtheater’s repertoire should conform to “theesubf a purified theatre” and that tragedy shondduide
highborn characters and comedy should include |aeesses.
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Furthermore, during the theatre’s nascent stages, the Burgtheatenardanguage
dramas failed to attract audiences and Italian operas and ballets weoslueed. In the
conflict-ridden century that followed, the Burgtheater continued to swing Ipalctoeth,
along with shifts at the governmental level, between extreme German lcultura
nationalism and European cosmopolitanism. These forces stemmed from Vienna’'s
position as the capital of a waxing and waning supranational eMpire.

Vienna'’s transformation away from the epicenter of Enlightenment hopes
coincided with a dialectical struggle in European culture and a series)ficeological
and actual, with Austria’s neighboring post-revolutionary France. This natiohemppa
Austria’s ruling class with the execution of its monarch in 1793. In 1799 Napleon
Bonaparte (1769-1821) seized power in France and in 1804 he declared himself emperor
leading to Emperor Franz II's reactionary declaration of the Austrignrer(iL804-
1867). Napoleon’s military campaign against Austria, which included thetFrenc
occupation of Vienna, essentially crippled the empire’s economic and culturat.pbw
1815 at the near end of the Napoleonic Wars (1799-1815) the Congress of Vienna
divided Europe along new lines, leading to the establishment of the German
Confederaion of thirty-eight states controlled by Austria and Prussia. Evermthoug

temporary stability followed in the wake of the newly divided political litles

Raymond Ericksorchubert’'s ViennéNew Haven: Yale University Press, 1997), 228.
n 1808, Napoleon’s victories over Austria pladédnna under French occupation and German
dramatists disappeared from their stage, replagdetdnch playwrights. But in 1810 a surge of radio
pride and waning French influence caused more Geptays to be performed. Later Burgtheater
directors developed eclectic approaches to dramepiertoires in order to cater to expanding audienc
pallets. When Heinrich Laube took over directqoatii the Burgtheater in 1849 and held it until 186&
strove for a more comprehensive repertoire thauded the works of Lessing, other German dramatists
Shakespeare, and French neoclassicists who dicbniiadict German “customs.” Laube also includes t
popular French plays of Scribe and Dumas Fils. s€Hater developments, which led to a more eclectic
Burgtheater repertoire, are more representativefarching historical factors in Europe than they the
exclusive result of initiatives by important Ausimi German theorists and practitioners.
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Congress of Vienna did not signal a return to the former glory of the empiteadnsost
1815 the center of cultural life within the German speaking world transferredlio. Ber
This was partially the result of the rise of nationalist sentiments amoeghtmeally and
culturally diverse regions of Austria’s expansive empire and subsequeni@iieta
Austria’s political structure, most notably tAesgleich(compromise) of 1867. This
compromise established the multi-national Austro-Hungarian Empire (1867-184&) af
total defeat of Austria during the Austro-Prussian War (1866). It @esshed at the
beckoning of Emperor Franz Josef (1830-1916) of Austria who believed that a dual
monarchy with Austria and its neighboring Hungary was a better option than the
complete seperation of the two. A variety of multi-cultural projects exs@lom the
dual monarchy’s continued efforts to keep extreme nationalism within theesatinay
by infusing the capital city’s cultural life with a visible form of European
cosmopolitanism. This appearance of cultural openness led to what has been deemed the
most notable flourishing of a modernist European culture in Viéhna.

Specific rationale provided for the booming of culturénrde siecléVienna is
varied, but it is nearly always attributed to the patronage of cosmopolitanehandss
from various parts of the empire and Europe. Historian Steven Beller claims tha

“national ambition in such cities as Prague, Budapest and Cracow does muchito expla

121n A History of German Theattdaik Hamburger and Simon Williams argue that imiaggly after the
Congress of Vienna the city had “the most divehsatre culture” in Europe. However, by 1817 tharkn
of openness and prestige had transferred tottier major German language city, Berlin.
13 Steven Beller argues thi de sieclevienna was not really seen “at the cutting edgmoflernity” in
the same way that Paris, Germany or America wertethiat it is only in hind sight that we envisidnri
this way. Similarly, in his influential study oatk-nineteenth-century Viennese culture entifliadde-
Siecle Vienna: Politics and Cultur€arl E. Schorske claims that during this era thewas later to
develop the so-called post Nietzschean culturahdewce, i.e. fragmented forms and “infinite innavat
than its sister cities of Berlin, London, and Paris

Beller, 170-171.

Carl E. Schorskerin-de-Siecle Vienna: Politics and Cultufieondon: Vintage, 1980), Xix.
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the cultural flourishing in those cities, but in Vienna, as the capital of a supoaalati
empire, did not share in this, and the attempt at an ‘Austrian’ culture neved cauoh
conviction.™ This lack of “conviction” resulted from the division between Vienna’s
culturally German majority and the German people from the areas aid®tothe north.

It further materialized out of the diversity within the borders of Europe’s suppaah

empire and the influx of people from the empire’s diverse lands into the capital city
Scholars also cite the migration of German-speaking Jewish bourgetisike city as
rationale for its cultural golden ag@.Historian Carl E. Schorske cites the government-
funded Vienna Secession movement as an important step in the city’s overatbeffort
“break the manacles of tradition and open Austria to European innovations in the plastic
arts.”™ The Secession did this by opening up its galleries to artists outside of thedcity a
introducing the Viennese public to a variety of European art schools and movements
including the highly influential French ImpressionisiSn de siecléVienna presented

the thriving of a seemingly open cosmopolitan European modernist culture supported by
the monarchy for the purpose of increasing stability within the region and wanfdlin
dangerous nationalist sentiments that would threaten to divide the émpittaough it

is problematic to perceieve an exact one-to-one ratio between the eviemdeodiecle
Vienna and now, it is important to understand that contemporary movements within
Vienna’'s present fringe scene are at least partially motivated loytyteehistorical

precedents.

' Beller, 170.
15 At this time German was the primary langauge sheopolitan Europeans.

16 Schorske, 84.
7 At present readers should be aware that the cootéin de siecleVienna birthed numerous cultural
visionaries including Sigmund Freud, Ludwig Witgtais, Arnold Schoenberg, Adolf Loos, and Gustav
Klimt, to name only a few.
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During the years immediately following the First World War, the fadw
ethnicities and cultural perspectives within Austria’s capital wasiadtahen the
empire was dismantled and the First Austrian Republic (1919-1938) was cfeated.
Historian Michael Wimmer describes this as a time when Austria leeaassmall country
“against one’s will” and a state “that nobody want&t This half-hearted Wilsonian-era
attempt at national self-creation ultimately failed with Hideahnexation of Austria in
1938 and, in the aftermath of World War Il, a new Austrian Republic (1955-present) was
established. According to Rolf Steininger, Guenter Bischof, and MichaetGéid
cultural isolation that resulted from this period stemmed from this secondbitenéta
newly-founded nation’s “overriding strategic aim, which was almost univesatepted
in Austria, of negotiating the withdraw of allied occupation troops and regaining national
sovereignty.®® Significantly, most English-language studies of Austrian theatvecleet
the outbreak of World War I in 1914 up until the present make little mention of
experimental performances done in Austria’s capital city. This may bellyadue to
the nation’s relative cultural isolation during this period in comparison to thealult
openness when Vienna was the capital of one of Europe’s grandest empires. Hystorica
a great deal of experimental performance in Europe had been constructestbwaa
thrived within transnational networks and who held cosmopolitan ideologies. This was

certainly true of the modernist avant-garde artists who thrived in Vienmggdbe last

18 Following the collapse of the multi-national engpiAustrians dedicated themselves to the collective
project of nation-building, which involved craftirgnew national identity and an imagined community
from people who resided in the delineated Germaguage regions, now dubbed the First Austrian
Republic. This era brought Hugo von Hofmannstimal ilax Reinhardt's experiments in the construction
of a German Austrian identity and performance tiadj best exemplified in the creation of the Satzp
Festival (1919-present).

¥ Michael Wimmer, “Reflections on a Special Case:@Wiakes Cultural Policy Truly
Austrian?,”Journal of Arts, Management, Law and SogGié06): 4.

D Rolf Steininger, GulInter Bischof, and Michael Gehler, ed&ustria in the Twentieth Century
(New Brunswick: Transaction Publishers, 2002), 296.
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decades of the Austro-Hungarian Empire. Many scholars of experirpenfiaimance
would not tend to associate it with artists who have a local orientation and who are drive
by pressure to advance a monolithic and traditional perception of a national ctilere.
goal of nation building was at the forefront of Austria’s efforts in the dectallowing
1955. Perhaps Patrick Werkner, writing in 1986, described the insular status of Austrian
culture during these early decades of the second Austrian Republic best wregade st
that contemporary scholars’ fascination with the bygone cosmopolitan famadefsiecle
Vienna represents:
a hankering after a federal, multiracial state, such as was mapped out...for the
fissiparous Danubian empire; or a transfiguring longing for the idyll ofgibed
old days;’ or a nostalgia for a now scarcely conceivable diversity of outlook—
ethnic, political, cultural, individual-in contrast to the creeping advance of
uniformity in the preserft:
A little over a decade after Werkner’s words, these qualities would resurfadeghly
self-conscious, nostalgia-ridden, and top-down manner. The reanimation and reemphasis
of a cosmopolitan culture in certain cultural niches throughout Vienna would be spawned
by the operations of government officials operating out of a need to reestalisia’a
legitimacy after the Second Republic’'s xenophobic nationalism reachedkafrpaint.
In cultural terms, the Second Austrian Republic was constituted according to

several foundational myths, which are noted in the majority of studies on Austrian

culture?? These include the myth of permanent neutréfithe myth of Austria as the

2L patrick WerknerAustrian Expressionism: the Formative Yearans. Nicholas T. Parsons (Palo
Alto, CA: Society for the Promotion of Science écholarship, 1993), 1.
% TheKulturnationideology has mutated and been used for variousogespsince the collapse of Austria-
Hungary dethroned Austria’s culture industry framposition of European prominence. After the demi
of the empire, a different form of ti@ulturnationideology guided Hugo von Hofmannsthal and others to
create the now-world-famous Salzburg Festival, mert above, within the context of the First Aestri
Republic (1919-1938). Following the carnage of WaWar Il and the defeat of National Socialist
Germany, th&ulturnationideology was used by the founders of the Secorstriam Republic (1955-
present) as a primary tool to distance Austria ftbenpost-Nazi nation to the north. Consequeittly,
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first victim of the Third Reicli? and, most significantly for my study, the myth of Austria
asKulturnation (cultural nationf> During the early years of the Second Austrian
Republic the nation’s myriad cultural influences still existed; howeventath was

drawn towards what would further unite this “island of the blessed,” which was
threatened by communist propaganda to its east, American mass culturatrenee
west, and the resurgence of National Socialism from withiAustria’s character as a
European melting pot, anélangeas the Viennese call it, persisted in a dormant form,
waiting to be capitalized upon as the nation emerged from the twentiethycevithrits

bent towards extreme nationalism, and into the multi-cultural twenty-&rgticy?’

tended to refer to talented German-speaking indal&l (such as Mozart, Wittgenstein, and Freudyedt
former Austro-Hungarian lands. In the ensuing yehe ternKulturnationappeared in various publicity
materials designed to expand Austria’s tourism étigu However, despite successful uses of the term
tourist campaigns, many studies published duriegl®B80s and 1990s decried Vienna's waning image as
European cultural metropolis.
% Here | refer mainly to the notion that Austria étioned as the neutral moderator between the East a
West. Austria’s neutral status was a prerequisitevithdraw of Soviet troops from the nation pdgbtrid
War Il. The myth of Austria’s permanent neutratiyme to extreme prominence during Bruno Kreisky's
reign as Austrian Chancellor (1970-1983), whendtaaly did manage to expand the nation’s political
role, in regards to East-West relations, out opprtion to the nation’s actual size and economic
infrastructure.
% In theMoscow Declaratiorof 1943 the Allied Forces singled out Austria as finst victim of Nazi
oppression. This was a problematic belief that wiakely accepted by Austrians and appropriated tinéo
development of the nation’s fresh cultural policies
% Uwe Mattheiss, who co-authored téener Theaterreformwhich | discuss in chapters one and two,
argues that “we are no longer important as a E@opewer, but we are important as a center for’arts
He argues that this central national myth credtedelief that “everything related to culture i©dd

Uwe Mattheiss (co-author of tiener Theaterreforininterview by author, 29 April, 2009,
Vienna, field notes.
% The “island of the blessed” is a term trumpetedPbpe Paul VI. This phrase, which was and is aptly
criticized by a number of Austrian scholars, toakdhduring the 1970s and 1980s. Although this term
often meant that the nation was home to citizenl aidegree of privilege in contrast to their Easte
neighbors, the images of isolation that the namekias should not be ignored. Although Austrian
politicians participated in foreign relations with Eastern neighbors, its general citizenry was
characterized by a degree of cultural isolation.

Bischoff, Pelinka, and Geller, 6.
" |n the present era visible remnants of the ethnit cultural heterogeneity that once defined Vienna
during the height of the supra-national empirelar@ercut by statistical data. According to the @iévld
fact book, as of 2009 there were 1.693 million peopsiding in Vienna, 91.1% were Austrians, 4% eam
from the former Yugoslavia, 1.6% were Turks, 0.9%evGerman, and 2.4% were other or unspecified.
The difficulty with accepting this data at facewalstems from the reality that many of those wieo ar
classified as native Austrian have last namesatetiungarian, Slovakian, or other in origin, siginig
the ethnic mixing that largely occurred in the dtying the height of its imperial power. Nevetéss, the
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During this period few attempts were made to restore the once lively, Hrhong),
avant-garde scene that had been intentionally disrupted when a vast arraysof artis
(Jewish and other) were expelled from the city during the brief, but depesiil of
Nazi reign. The lack of a thriving avant-garde persisted into the nigdetd 980s, which
were characterized by a degree of isolation, mostly brought on by thierlef Kurt
Waldheim to the Austrian presidency. Waldheim, was the first of many Ausatidinst
time who were appointed to office despite their service iMteermacht® The 1980s
and 1990s also gave rise to #eOe mentioned abov€. Despite these movements,
certain cultural niches persisted within the nation, which offered ongatrgsen of
local trends.

Scholarship on Austrian theatre and performance during the latter half of the
twentieth century tends to focus on exceptions to the insular nationalist mesthkti
birthed more and more traditional art in Vienna during the early decades abAust
Second Republic. These exceptions are typified in the plays of Thomas Bernhard (1931
1989), Peter Handke (1942-present), and Elfriede Jelinek (1946-present), all of whom
were generally more accepted in Germany than in their native country and vého we

decisively playwrights in the more traditional theatrical fashion, despitepitaetice of

statistical data does appear to confirm the ndtiahthere is a disproportionate amount of foreigne
visible within Vienna's fringe scene, as opposeddoiety at large.

CIA world fact book https://www.cia.gov/library/publications/the-worfdetbook/geos/au.html
% See the American plagld Wicked Song&l996) by Jon Marans for a poetic treatment of é1a from an
American playwright.
29 As many scholars attest, EU integration has prdeeén the hope of providing a check to the rise of
neo-fascist governments, and extreme nationahstitegs in the wake of World War Il. Therefore,
Austria’s own isolationist tendencies probably spadhe need for integration.

Richard K. Herrmann, Thomas Risse, and MarilynB&wer, eds.Transnational Identities:
Becoming European in the Elanham, MD: Rowman and Littlefield, 2004), vii.
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constructing narratives that diverted from Aristotelian structunrdowever, Thomas
Bernhard’s plays, which presented a critical interpretation of Anstuéiure, were made
more visible in the nation’s capital city when Claus Peymann (1937-present) wa
appointed by the government as the artistic director of the Burgtheateordig to
Austrian theatre scholar W.E. Yates, Peymann saw that his personal misston was
reform the Burgtheater, transforming it into a powerhouse of European theatrica
expression in the German language rather than the bastion of nationaligirtedidim,

which many feared it had become in the years since its reopening ifi*1885wveen

1986 and 1994 Peymann brought his more cosmopolitan German perspective to the
capital and instituted @arnivalesqueera at the Austrian national theatre, which gave rise
to various protests from the conservative and, arguably provincial, Austrjarityn¥
Another exception to the prevailing nationalistic and conservative trends in \igetiea
Viennese Actionists who, during the late 1960s and early 1970s, began staging protests
against the majority using, among other materials, animal guts and hurabmégter.
Although these artists incurred fines and imprisonment on account of theirs@ork,

after the Viennese Actionists’ performances gained internatichalaly attention, the
once-renegade artists were co-opted into the mainstream of Viennese culties®e. The

Austrian artists/groups managed to forge a legitimate space withiortifeeadium of

%0 For the purpose of this dissertation Aristoteliamatic structure refers to forms of text-basedtre,
derived from the traditions of canonical Westeraygl This type of theatrical model typically inves
attention to sharply delineated characters thatatpeccording to a dynamic plot structure invajvin
introduction, climax, and resolution, constructathwhe intent of bringing a catharsis of purgatain
audience emotions.

* vates, 238.
32 peymann’s appointment to the Burgtheater is ampi@of how Vienna has historically demonstrated a
tendency to support works that somehow critiquegilieg ideological trends within the nation. Tim®st
controversial of Peymann’s productiokeldenplatZ1988) by Thomas Bernhard, was shown during a
celebration marking the centenary of the Burgthdatdding on theRingstrasse This play represented
Austrians as as willing participants in tAhaschlussather than as victims of the affair. It stimuthte
series of riots in the city.
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English-language scholarship on European experimental performance traditions. Thi
fact demonstrated to Austrian politicians that the most significantsartisérms of
bringing international attention tmntemporaryAustrian culture were those who broke
the conservative mold and leaned towards a broader, international perspective.

The various missteps on the way to harmonious foreign relations and recognition
of the mixed nature of Austria’s cultural heritage were countered duringith£390s
by the majority vote for Austrians to enter into the BUn the late 1990s this decision
was followed by strong efforts on the part of 8f20&* towards expanding Austria’s
reach in the European field of cultural productiorccording to European cultural
policy researcher Sarah Gardner, when governments decide to fund projects with a
explicit international appearance and approach, they are often seekiffgltorfe of
four policy objectives. These include “arts development (cultural policy), cultural
diplomacy (international relations/foreign policy), export developmentr(iational
trade), culture and development (international #idJhe creation of transnational
networks of fringe artists within Vienna during the late 1990s and the eark/ofethe

twenty-first century resulted from a pendulum swing at the governmesitfiemn the

% In the EU referendum of 1994 two-thirds of Austrisoters ratified Austria’s EU membership.

Bischoff, Pelinka, and Geller, 11.
3 Incidentally theSPOehas long been a proponent of EU integration aadigvelopment of a more
cosmopolitan worldview in Austria. As early as Af989 the party voted 54 to 4 in favor of Austria
joining the European Community (EC).
% According to Geller and Bischoff, “Austria’s pathwards Brussels was designed to lead the country o
of its increasingly marginalized position as a lestiWaldheim’s election.” Similarly, | argue tha
Austria’s work on the cultural front in the late93% and early 2000s was a small-scale attempétbtlee
country toward a more positive international repata

Bischoff, Pelinka, and Geller, 10.

% Quoted in Judith Staines, “Artists’ Internationbbility Programs,”D’Art Topics in Arts
Policy, no.17, International Federation of Arts Counaitel Culture Agencies, (2004),
http://www.ifacca.org/media/files/artistsmobilityrert.pdf (accessed March 13, 2011).
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extreme right to the left, at least in terms of national cuftréhe subsequent
movements within the city’s cultural field were stimulated by seveadivating factors
related to overall national and regional interests, which stemmed from the siation’
entrance into the EU.

Despite Austria’s more insular cultural leanings during the twentietluigenhe
patronage offered to artists from myriad transnational movements in thenexmqmt@l arts
remains a testament to Vienna’s historical outward-looking cultural focus and
cosmopolitan leanings. In recent years older, more open trends have resultdgefrom
city’s need to exert its legitimacy within the expansive political, ecarycend cultural
fields of a new supranational entity, i.e. the EU. Vienna’'s long-standingibadtor
tradition of looking outside and within its borders to heterogeneous sources of cultural
inspiration was poised to increase and/or to become a more self-consciousimgotivat
factor as the nation’s competition for ideological and cultural prominenceer@ansive
European cultural field began to rise.

Recent studies have revealed the ways that contemporary Austrian cultigsal pol
is an extension of historical precedents. For example, a 2008 study on the trarisnationa
mobility of European artists conducted by the ERICarts Institute (er&RICarts) on
behalf of the European Commission states that, “National policies and prattices
cultural diplomacy are often shapedhogtorical links for example, many activities of

the agencKulturKontaktin Austria involve countries of Central and South-Eastern

37 Some scholars, such as Philip G. CernRéthinking World Politics: A Theory of Transnatibna
Neopluralism point to growing transnational linkagesamong interest and value groups and how these
are not replacing the nation-state but “crystailiginto transnationalebs of powérthat nation-states are
intrisincly trapped within.

Philip G. CernyRethinking World Politics: A Theory of Transnatibheopluralism,(New York:
Oxford University Press, 2010), 42.
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Europe, which used to be part of the former Habsburg Empirélthough it is difficult
to verify empirically whether the greater motivating factor for Aa& self-conscious
internationalization is economics or a desire to reclaim something fromtasyttisat
has since been lost, both are exerting an influence on the city as it pedaies aimed
at reviving an historical international quality in its cultural field.

Explanation of Key Terms Related to Globalization and Europeanization in
Austrian Culture Today

To this date no other dissertation-length study in English has been conducted on
the movement towards increasing internationalism in Vienna’s fringe penfgarts
scene. Many of those | interviewed during the course of my residencyrina/imted
that the fringe scene’s recent self-conscious internationalism would b&igning and
relevant topic of scholarly inquiry, although they had yet to see such a studyakedert
by someone outside of the scene. | do not believe that this alone is evidence for the
legitimacy of my study, but rather | argue that my study is importarth&msights it
provides on the effects of globalization and Europeanization on fringe performance
within a given geographically-bounded space.

Although this dissertation has heretofore merely mentioned the term
cosmopolitan in conjunction with Vienna’s historical and contemporary trends within its
cultural field, before thickly describing the artists who are now thrivingiwihe
cultural niche of Vienna’s fringe scene a more in-depth treatment of thissereeded.

The Stanford Encyclopedia of Philosoptigfines cosmopolitanism as the idea that:

3 Directorate-General for Education and Culture dpean Institute for Comparative Cultural
ResearchMobility Matters: Programmes and Schemes to SuppertMobility of Artists and Cultural
Professionals Final RepgrAn ERICarts Institute Study for the European Corsimis(DG Educationa dn
Culture), (2008),http://ec.europa.eu/culture/key-documents/doc/esffaal_report_ERICarts.pdf
(accessed March 13, 2011).
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all human beings, regardless of their political affiliation, do (or at leagt ca
belong to a single community, and that this community should be cultivated.
Different versions of cosmopolitanism envision this community in different ways
some focusing on political institutions, others on moral norms or relationships,
and still others focusing on shared markets or forms of cultural expré3sion.
Kimberly Hutching describes three interlinked aspects of early cosrtarpsin, which
shape contemporary trends. Most of these derive from the Enlightenment-eiestbeor
Immanuel Kant and they include the following three aspects: one, “derivingtieom t
natural law tradition,” which “makes the claim that humans share a common moral
identity and are subject to a common moral law;” two, an aspect that “builds on the
presumption of human moral commonality to argue for trans-state, internatiotathar g
economic and political institutions and government, thus replicating the Lockm®an m
from natural to political right at a global level;” and three, an aspectdrats on the
presumption of human moral commonality and the rational accessibility of the eweral |
to argue for a common universal or cosmopolitan standard of judgment by which to
assess actual political arrangemefitsih Rethinking Europe: Social Theory and the
Implications of Europeanizatio@erard Delanty and Chris Rumford also link the idea of
cosmopolitanism with a European Enlightenment sensibility. They state that
“Rousseau...saw the coming of an age when ‘there are no more Fearaign, Spanish,
even Englishmen...only Europeans. They all have the same tastes, the same, passions

and the same way of lifé. According to Delanty and Rumford, the European spirit,

intensified due to the EU is, “expressed more in an orientation to the world which might

¥stanford Encyclopediachttp:/plato.stanford.edu/entries/cosmopolitanisiiMovember 17,

2006).

“0Hutchings and Dannreuther, 11-12.

“1 Gerard Delanty and Chris RumfoiRethinking Europe: Social Theory and the Implicasiof
Europeanization(New York: Routledge, 2005), 75.
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be identified with the cosmopolitan spirfé”EU literature does not reference the term
cosmopolitan, i.e. the notion that people are citizens of the world with similar
perspectives and tastes, opting instead to emphasize the mantra of “unigrsitydi
established by the Treaty of Maastricht (1992), the document grantingtihe ct EU

citizen to all nationals residing in the unibhThe notion was that EU citizenship was
meant to supplement, not replace, national citizerféhpespite the EU’s rhetoric, the

term cosmopolitan is useful in order to form an understanding of how cultural agents who
operate in Europe’s transnational fringe scene function. This community istehniaed

by certain values, arguably the ideas that certain fringe anistst®ow exist on a plane

that is divorced from the limitations of nationalistic discourse and thatiteegecisively

citizens of the world®

“2 Delanty, 75.
3 The Treaty of Maastricht strengthened the Eurofigamomic Community and gave it broader
responsibility. The EU’s makeup may be perpleximgnany readers of this dissertation; thereforajef
descriptor of some of its main components is needekis time. The European Commission is the EU’s
executive body. Along with the European Parliangrt the Council of the EU, it is one of the thnesin
bodies that govern the union. The European Paglidiis a body directly elected by the Europeazeits
once every five years. The Parliament supervigesyeaction of the European Commission. It als® ha
the right to control the EU budget. The Councithed EU is a governing body that forms the legigtat
arm of the EU along with the European Parliamdrite Council of the EU is sometimes referred tchas t
Council of Ministers. The President of the Couiieithe Minister of the state that currently hatlls
Presidency of the Council of the EU.
4 According to Boxhoorn, this phrasing was a reviessalder policies including a departure from
Delore’s wishes for cultural amalgamation.
Boxhoorn, 142.
The idea of a common European culture, like tiiat politically integrated Europe, also has a
long history. During the years of the establishtredrihe European Economic Community, the notios wa
made more visible and became widely debated. if$tetime the concept of European identity was put
forth in an official governmental setting was i th960s when President Kennedy recognized that the
initial conflicts of the Atlantic Alliance stemmdtbm the differing interests of people of the Uditgtates
and “people of Europe.” It was in 1973 that thep@uhagen Declaration on European Identity spedifica
referenced the term. In 1983, the Solemn Dectamain the European Union was the first official
document from the emerging EU that recognized tbeatary union’s potential cultural dimension. In
1985, when Jacques Delores, European Commissiaideng, first proposed his radical plan to unite th
twelve EMS members in a single market, he arguatidhitural amalgamation was the only solution to
Europe’s ideologically fragmented past. Essentidle proposed that monetary unification must ddimc
with cultural unification.

The notion of EU citizenship is crucial to creaticohesion in the EU. One of the EU’s
publications on its cultural initiatives statestti&) citizenship:

454545
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The term cosmopolitan as used in the context of contemporary Vienna is largely
divorced from a certain negative historical connotation within the regios.néti
intended to evoke the adjective employed in anti-Semitic discourse, such as what was
waged against Hugo von Hofmannsthal (1874-1929) and Max Reinhardt (1873-1943),
during the years of the First Austrian Republic. In historical context theadeterm for
cosmopolitan, i.ekosmopolitischwas used by Austrian conservatives as a declamation
of resistance to a rootless, nation-less class of which European Jewhougist tto
belong. The usage of the term evoked the decisively anti-modern, anti-multigletsurr
within Austrian and German nationalism. In the contemporary context the term
cosmopolitan is linked to the notion of cultural openness, particularly regarding kcultura
trends in Western Europe, and some derived from European confrontations with
American mass culture. The term cosmopolitan is not often used as a selieidenti

many of Vienna’s cultural agents, however, it does evoke the prevailing ideological

reflects the fundamental values that people througEurope share...Its strength lies in Europe’s

immense cultural heritage. Transcending all manhgeographical, religious and political

divides, artistic...currents have influenced and dmitone another over the centuries, laying

down a common heritage for the many cultures ohytslEuropean Union.
These statements acknowledge diversity and comitiesaamong EU citizens. Recently, a European
Union-wide study was conducted resulting in a abiten of essays entitledlaking European CitizensIn
the introduction,the editors stress that the EU is an evolving niit is not yet completed and,
consequently, it is only possible to comment ondbeelopmentf EU citizenship. The concern of the
study was citizens’ self-creation accomplished ulgfoorganizing themselves both “socially and pcaity
to promote certain ideals and interests.” Citibgmss, therefore, both the result of an officiavgrnment
status and the result of a process undertakendsetivho are granted the status. The authors cfttiaky
conclude that the concept of citizenship createsstitial cohesion necessary to implement econonuc a
civic regulations. Similarly, in Boxhoorn’s stuayn the history of European integration he argues th
“culture and politics can seldom be separated” #mat “notions of unification and diversity are
contradictory and will be difficult to reconcile.Such findings echo Jacques Delores’ initial opirtioat a
lasting monetary union requires ideological comntitiea among those within the EU.

Boxhoorn, 137.

European Commissiod Community of Cultures: The European Union andAhs (Brussels:
European Communities, 2002).

Richard Bellamy, Dario Castiglione, and Jo Shavs,. ddaking European Citizens(New York:
Palgrave MacMillan, 2006). vii.

Bellamy, 6.

Boxhoorn, 142.
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trends rooted in international openness, found within Vienna’s contemporary field of
fringe production.
In this introduction | often mention the term transnational to describe what is
happening among artists in Vienna’s fringe scene. This notion is fundaiyesittied
to the concept of globalization, which refers to the ways that states amsingig
enmeshed in overlapping power relations with transnational structures, such as
corporations that cut across national boundaries, and processes. According to Richael
Smith, author offransnational Urbanism
Globalization discourses...often explicitly assume the growing insignifie of
national borders, boundaries, and identities. In contrast, the transnationalist
discourse insists on the continuing significance of borders, state policies, and
national identities even as these are often transgressed by transnational
communication circuits and social practié@s.
Here Smith references the one extreme in globalization discourse, wiithatangside
of more nuanced approaches to the phenomenon, where the significance of national
identities, boundaries, and identities are recognized as persistent #sgetetike on new
significance when local populations interact with non-local ones. In myri@isss, |
am interested in developing a discourse that considers both the homogenizing factors of
globalization and the factors of division and cultural heterogeneity thastiersi
European nations and regions. It is legitimate to recognize both trends and how they
overlap and influence the creation of European fringe performance in the @&y the

twenty-first century. A concrete example of a phenomenon that is asdoweitite

globalization processes is the common European trend of removing travetioestiic

6 Michael P. SmithTransnational Urbanism: Locating GlobalizatigMalden, Mass: Blackwell,
2001), 3.
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order to bolster tourism across bord&rslime-space compression and/or annhilation are
important, if subjective, elements that factor into the lives of artists whauitbal
globalization on a daily basis. What often results from these factors isdlu# ris
geographical and ideological promoscuity among cultural agents andribaicts?®

Yet my dissertation fits within the category of transnational discourseibeta

emphasize the constitutive role of the local Viennese system of cultnchh§ alongside

of globalization processes, which intensify Vienna’s control of the internhaoingts

within their cultural field. As a city Vienna has much agency in Europgiarekng

cultural field, even if the artists themselves have little.

Related to globalization is the concept of Europeanization. In the past several
decades, this term has been employed in a number of ways, but it mainly refers to how
the EU’s transnational economic, political, and cultural processes effegechaithe
local level*® These factors amount to glocalization, defined as the ways that global
processes alter regional products and/or services according to locgladsté confined
to the European continerft. Any study on the performance scene within a given city,
such as Vienna, must take into account the EU’s direct and indirect influence orathe loc

cultural field. This influence is highly pronounced in Vienna’'s domestic fringe scene

which is characterized by non-text-based performance and/or multi-langreatyestions

" See the studies of Andrew Hurrel, 2007, and PBlifCerny, 2010, for more in-depth information on
globalization.

*8 Smith, 3.

9 Maarten Vink, “What is Europeanization and Otheie§tions on a New Research Agenda,”
Paper for the Second YEN Research Meeting on Earopation, University of Bocconi, Milan, (22-23
November 2002),
https://www.essex.ac.uk/ecpr/standinggroups/yempapgchive/2nd_yen_rm_papers/vink2002.pdf
(accessed December 13, 2010).
*Y Some scholars define Europeanization as “the esnesgand development at the European level of
distinct structures of governance.”

Thomas Risse et al, ed$ransforming Europe: Europeanization and Domestia@ye(lthaca:
Cornell University Press, 2001), 1.
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and which involves artists from various European nations who cooperate within Europe’s
elaborate network of co-production venues and festivals. | refer to theselkeslc
agents as transnational and to their venues as transnational social spaces.

The impetus for my dissertation’s titienna’s Transnational Fringeeomes
from a relatively obscure document entitMdnifest: an die Europaeische Kommission
und deren Kulturpolitische Vertreter/innémanslated asanifesto: to the European
Commission and its Cultural RepresentatjyésThis article was published ®IFT-
zeitschrift fur freies theatdhereafteiGIFT) in 200232 This date is significant because it
was approximately one year after the establishment of the citstsélf-consciously
international venue, called Tanzquartier. It was also one year afterafuBtternational
Cultural Policy concept went into effett.Because the artists who drafted the manifesto
so clearly define themselves as transnational, | have adopted the term tordefene f
artists who tend to traverse national borders (working and living in diverss1sadtes),
seek funding from the various locations where they temporarily reside, amd for
connections with other transnational artists, especially throughout Europe. Althoiug
all the artists who | interviewed for this dissertation readily categdhemselves as
transnational, many tend to exhibit similar ideological and aestheticaireerd to those
found in the manifesto. These include a belief that artists operate in a gpiméiteence
that transcends the nation-state, an understanding that their work could noitbegist w

the support of local and transnational funding institutions, an affinity with the ahiate

*1 Jerome Bel, et al “Manifest: an die Europaeischenkission und deren Kulturpolitische
Vertreter/innen,'GIFT (July, 2002),
http://www.freietheater.at/?page=kulturpolitik&diét®1 304&jahr=2002accessed December 13, 2010).
*2GIFT s Vienna’s journal for fringe performance. Ineidally, the direct English translation®fFT is
poison, which gives credence to this dissertatianggiment that the fringe scene in Vienna self4ifies
with the “avant-garde impulse,” defined below.

%3 http://www.bmeia.gv.at/en/foreign-ministry/foreigmlicy/international-cultural-policy.html
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avant-garde as opposed to the text-based established femirea desire to locate new
forms of expression that cohere to their ideological orientatfoms the following
chapters | will describe each of these tendencies in detail. At presgmotaithat the
bulk of literature being generated on this group of transnational fringts axismes from
the artists and administrators themselves. Along with my interviews aswhjpér
experiences as a participant-observer in Vienna’s fringe scene,ahasure constitutes
the bulk of my primary sources. The ways that the authors of these texts, sucbres the
mentioned above, describe their own community provides me with material thatyts read
made for analytical treatment. Furthermore, these documents are beiad byaft
cultural agents who are part of an elaborate network of production venues, vehath ar
once geographically bounded and de-localized.

The artists whom | examine for my dissertation may be understood in two
seemingly disparate ways. From one perspective, the artists areiagaugsia’s
struggle to proclaim its legitimacy in the European cultural field ofredtese, or fringe
performance. From another vantage point, the artists are active partiaipants i
elaborate system of production venues, which may be understood as transnatiahal soci
spaces. Transnational social spaces are defined as “configurationsiopsautices,

artifacts and symbolic systems that span different geographical spatésast avo

** According to Phillipe Riera, co-founder of Supeganand co-author dflanifest: an die Europaeische
Kommission und deren Kulturpolitische VertreterBnnestablished “theatre is very corrupt” and “very
conservative.”

Phillipe Riera, co-founder of Superamas, intervignauthor, 21 May 2008, Vienna, Austria, field
notes.
* The term established theatre is used to referaie mmaditional theatre houses, which (in the Aastr
context) receive a greater amount of funding frbmdity, state, or federal government. These hotesel
to feature performances in the German languagénawel a rigid structure of playwrights, directors,
designers, actors, and other technicians who gtdyhspecialized in their crafts and who are indoeted
into the system through formalized educationaitimsbns and/or internship/apprentice systems. As
Austria’s national theatre, the Burgtheater is¢pg#gome of the established tradition (with an ahnua
operating budget of over 65 million Euros). Othstablished theatres in Vienna include Theateein d
Josefstadt and the Volkstheater.
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nation-states without constituting a new ‘deterritorialized’ natioresiabeing the
prolongation of one of these nation-stat&s th other words, transnational social spaces
are “webs of contacts across nation-states that somehow exist above and beyond th
social contexts of national societi€d.”According to various scholars, these webs of
contacts have the effect of weakening the nation-state from above or fomrbel

Many artists who live and work within Vienna'’s fringe venues do not believe that they
contribute to the weakening of the nation-state or any form of national culhstead,
these cosmopolitan social actors believe that they occupy spacesnberichthe nation
state. | argue that this claim of national transcendence is highly praioléonawo

primary reasons. One, Vienna’s fringe venues were created by the locadrgene

Two, it is not possible for any artist, no matter how nationally transient, to catyplet
transcend his/her culture of origin. Despite these complications, | do bibla\aartists
who are involved in Vienna’s fringe venues are part of a unique community of nationally
fluid, mobile individuals who proclaim fewer affinities with citizens loéit origin nation
than with the nationally diverse artists with whom they associate on adaik?® For

this reason, | refer to Vienna’s fringe venues as transnational soaakspaen though |
am aware that the venues do not neatly fit within the model. Ultimately, | drgue

within the confines of Vienna’s transnational fringe venues artists areipating in the

% Ludger PriesNew Transnational Social Spaces: International Migpn and Transnational

Compang;as in the Early Twenty-First Centykypndon: Routledge, 2001), 18.
Ibid, 23.

%8 As it moves towards Europeanizing citizens andesys, the EU is an obvious example of the from-
above approach.

Ibid, 4.
% According toTransnational Identitiesboth the nation, i.e. Austria, and Europe as alevare imagined
communities. It appears that the webs of transnatirelations that are being developed as a regult
globalization and Europeanization are quickly legdio the creation of many smaller imagined
communities, based more upon vocational interestdess upon lingusitic connections and nationalist
myths. Europe’s fringe community is a primary ekaarof this new breed of imagined community.

Richard K. Herrmann, Thomas Risse, and MarilynB&wer , eds.Transnational Identities:
Becoming European in the HUanham, MD: Rowman and Littlefield, 2004), 248.
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reconstitution of theatrical performance in accord with the effects of Eanggation and
globalization.

In the past decade the effects of globalization on theatre and performaace ha
come to the forefront of scholarly attention and have been aptly highlighted in stydies b
Dan Rebellato (England), Rustom Bharucha (India}l Patrick Lonergan (Ireland). A
common point of intersection between these divergent studies is the idea thetatheatr
forms of performance are increasingly marked by greater emphasisiaharision-
linguistic forms of communication, which allow artists to be successfullyleobi
Although this is a commonality shared by many scholars of theatre/perfornmahce a
globalization, all of the scholars mentioned above use different tactics to eth@ate-
localized nature of theatre/performance in the twentieth and twenty-fimsirigs. For
this reason, a more in-depth treatment of each study is apprdpriate.

Patrick Lonergan provides many important insights into the ways that atateri
factors related to globalization effect theatre/performance. Thistiallyadue to the

pronounced tendency of recent scholarship to focus on how the economic circumstances

% Here | define globalization as the increasingrtuanectedness of people, companies, and processes,
a result of various factors such as increased ftoxde, the swift and wide spread dissemination of
information, the increase of transnational sogialces, and the transient nature of business men and
women.
81 Another important study that relates directly emtglobalization has affected experimental perfarosa
in Europe is a collection of essays edited by Hdghding and John Rouse entitliddt the Other Avant-
Garde: the Transnational Foundations of Avant-GaR#aformance In their text Harding, Rouse, and
their contributors mainly refer to the ways thathe&wentieth-century avant-garde artists borrovireain
the Eastermise en scenas a way of innovating their practices. The majgnificance of Harding and
Rouse’s study to my own is how performance at thegms of Europe’s performance culture has, atleas
for the past century, borrowed extensively fronsalé traditions. Harding and Rouse’s text illunésa
how, even before globalization discourses in tradél theatre were in vogue, this phenomenon was
affecting the development of European performamaetige. Experimental artists’ practice of cultura
borrowing has created the need for these artisterisistently obscure text-based theatre in fa¥ant-
textual performance. In his introduction to thettélarding mentions a textual bias as one of the
deficiencies of many scholarly treatments of theofgean avant-garde. By focusing mainly onrtiise en
sceneand material factors surrounding the creationietes, | hope to avoid these deficiencies.

Hugo Harding and John Rouse, etilf the Other Avant-Garde: the Transnational Fouinutes
of Avant-Garde Performand@nn Arbor: University of Michigan Press, 2006).
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of globalization effect cultural production. For example, Lonergan discussasahat
identity using economic terms, i.e. name branding. He argues that “to ssetlagplis
branded as ‘Irish’ does not mean that we encounter a work that literallyadeidiin
Ireland itself. It means that we consume a work that accords with our pneicetbr
notions of Irishness®® This very real phenomenon is a prominent example of
glocalization, which is described above. My focus on the issue of branding a
performance according to a national or regional identity differs fromrigané because
| highlight the way that national and regional brand names are used by pditician
international competition for symbolic capital, described in detail below.

Progressive, globally-minded Austrians have consistently needed toestieay
international reputation as a result of conservative-led friction from withithe case of
Vienna, it appears that politicians attach the Vienna band name to performasaesebe
they wish to alter outside perceptions of Viennese culture. By funding workakhesl
with the existing horizon of audience expectations, politicians and culture naakers
hoping to combat negative stereotypes, for example, that Vienna’s culture is tagtiqua
and not consistent with the new sensibilities of a globally-aware, activistipance
culture. | argue that within Vienna’s fringe scene, politicians arengetiiat audiences
will consume pieces not in accord to their preconditioned notions of Austrianness but in
opposition to their preconceived notions.

In order to further describe the phenomenon of glocalization in performance,

Lonergan utilizes the term reflexivity, which he defines as the “altdigllow audiences

%2 patrick LonergarTheatre and Globalization : Irish Drama in the GelTiger Era (New York:
Palgrave Macmillan, 2009), 217.
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to relate the play’s meaning to personal and/or local cont&tsohergan argues that
the most successful, and mobile plays on the global market are those that hanaditthe g
of reflexivity, but | contend that Lonergan’s notion of “reflexivity” appears todoted

in the assumption that theatre is produced in social spaces where performers and
audiences overwhelmingly identify with traditional concepts such as natioregiod.r
While this may be true in the context of traditional text-driven theatre, wheys aie
translated into the language of a new locale and produced for a mono-linguisticcaydi
this does not seem to be the case in the context of the fringe scene’s transsatiahal
spaces. This dissertation poses the following question related to Lonergaoisofiot
reflexivity. How can performances be adapted to a specific local contertthdneare
developed and presented within the culturally nebulous transnational social@paces
Europe’s fringe scene?

Within Vienna’s fringe scene, a group of performers and audiences have crafted
their own identity, which, despite their dependency on the local context, is defined by
national transience and local detachment. The conditions of this new identity appear to
add a unique nuance to Lonergan’s notion of “reflectivity.” Furthermore, this new
identity appears to create conditions where a kind of “McTheatre” or “McDonalds
Performance” may thrive.

The concept of “McTheatre,” described below, is highlighted by Dan Rebellato in
his study on globalization’s impact in theatre; however, rather thanymanmetnting
how the concerns of the global market and the widespread commercializatiom cult
is negatively impacting certain strands of theatre, Rebellato pays tteeam to the

ways that theatre in the global era is an important site of resistance &htimahizing

% Lonergan, 216.
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effects of globalization. The same is true of Rustom Bharucha’s study, waichnes
theatre in India as a site of resistance to the hegemonic ghaiokét and culture industry.
My study differs from Bharucha’s and Rebellato’s in two major ways. Onesdtides
how, despite artists’ efforts to resist the dehumanizing effects of glabah, they are
intuitively feeling and perpetuating them. Two, my study focuses more on the ant
textual fringe scene in Europe than the studies of Rebellato, Bharucha, andabonerg
This scene, which is nationally transient by its very nature, is probably itegdeenger

of becoming “McDonaldized” than more locally-bounded text-base theatre.

It is likely that aesthetic similarities in the fringe work that is produced i
Europe’s transnational social spaces (i.e. co-production venues and featiedhe
indirect result of the modernist EU project. Although the EU’s cultural aratu@ing
the Culture 2007 program) appears to have little direct impact on artists’ work, the
transnational networks that develop as a result of the EU increase theisgos$itocal
cultural agents to their region’s presence and impact in Europe’s cultutddl fihese
agents must struggle to compete in an increasingly transnational art martaer to
raise the perceived quality of the local brand nametlieecity of Viennaorthe Federal
Republic of Austrip Yet attracting non-local talent to the local scene in an effort to
boost its European presence often results in products that lack cultural sgeciiines
lack of specificity (or generic nature) appears to be the result of ciytdnadrse artists
shifting their focus to the visuatise en scen¢hus losing the concreteness of culturally-
bounded language. This shift is related to the local cultural agents’ dest@sapete in

an increasingly transnational field of cultural production. This competition céults

% In the first section of chapter one | explain vihg EU’s cultural programs appear to have a limited
impact on Europe’s fringe scene.
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in streamlining the artistic process, producing a greater quantity of werkcpng
products’ reception, and controlling the image of the local brand name responsthke for
work’s funding. These four aspects (efficiency, calculability, standatrdiz, and control)
are related to concept of McDonaldization, which represents the culmination of
modernisnt’ In Vienna, pieces that are constructed in this fashion are sometimes
labeled the “McDonalds Avant-Garde.” | do not view the “McDonalds Avant-Gasle”
something that came after moderrfityinstead, | understand it as something that
materialized in modernity’s adulthood, which is this present era.

In the chapters that follow | describe how artists are dealing withh#ilow
nature of the generic performance culture, which appears to be thriving within the
transnational social spaces of Europe’s fringe scene, including those fouiethinaV/
Furthermore, | argue that the productions of the fringe scene’s “McDonalds-Avant
Garde” represent a bastardization of the historical avant-garde upon which much
contemporary European fringe performance is theoretically built.

The Avant-Garde in Historical and Contemporary Context

Although other terms such as avant-garde, off, and independent theatre are often

more readily used by Vienna-based performing artists to describe tir&irwase the

term fringe performanc¥. The word fringe is often associated with work that is

% Georg RitzerThe McDonaldization of Socieffhousand Oaks: Sage Publications, 2004).
% | have found that postmodernism is often usedchplsrs as a way of describing an extreme form of
modernism and that the term postmodern has lithieible descriptive possibilities. To this endlign
myself with scholars who view postmodern perforngaas an outgrowth, or extension of, modernism.
87 refrain from using the terms off theatre andeipendent theatre for the following reasons. Thma tff
theatre is often used within the context of Gerseaking nation-states to denote work that is st a
from the more established and traditional theatreues, which have larger amounts of government
subsidies than their off theatre counterparts. t€ha off theatre is too culturally bounded and may
confuse certain readers. The term independentréhisaa complete misnomer because it implies that
performances in the scene are developed in a g@ssnanner without much government support, which
they are not.
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performed at the margins of society. It may be contrasted with estaktirsadre, which
is more geared towards popular audiences. In many contexts, such as in cities of the
United States, fringe performance is associated with low-budget perforsrdome by
young, inexperienced, or amateur performers; however, this ithese within Europe.
| consider Tanzquartier and Brut to be Vienna’s major fringe venues. These have
relatively large operational budgets compared to experimental venihneslimited States.
In addition, many who work in Vienna'’s fringe scene are young, but some are oyer fort
years old and express no real desire to work in the city’s established venbess ue
Burgtheater. The vast majority of performances in the fringe sceneaw®ped
through improvisation and do not tend to emphasize the separation between playwright,
director, and actors, which is common in the more traditional established theate $c
do not use the term avant-garde to describe the performance in Vienna because, although
the works are derived from historical anti-textual avant-garde sthil®gappear to lack
certain fundamental characteristics of the avant-garde.

Most scholars of Europe’s avant-garde and its contemporary
manifestations have come to accept Renato Poggioli’s claim that this movement
stems from “activism” and or “antagonistf."These qualities, which |
understand to be the defining features of the “avant-garde impulse,” help describe
the artists’ tendencies to push against the prevailing morals and tastes of the
general public. Poggioli argues that “often a movement takes shape and agitate

for no other end than its own self, out of the sheer joy of dynamism, a taste for

% Renato PoggioliThe Theory of the Avant-Gardeans. Gerald Fitzgerald (Cambridge, Mass:
Belknap Press of Harvard University Press, 19682 @.
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action, a sportive enthusiasm, and the emotional fascination of advetiture.”
argue that these qualities, linked to the “avant-garde impulse,” are lackimg w
Vienna’'s scene, where artists collaborate with the prevailing ideslagi@
aesthetic leanings of a wide-spread, yet integral, community of traorsalati
fringe artists. This observation means that | align myself with most ssivalfer
have long since announced the death of the avant-garde.

Death theories of the avant-garde have been circulating for the past three
decades. These ideas began shortly after scholars canonized these gtgles
form of avant-garde play anthologies and textbooks, thus bringing products that
were once at the margins of culture into the center of public life. In Richard
Schechner’s 1982 essay entitldte End of Humanisnme argues that the avant-
garde in the United States has died out due to “the end of an activist culture, a
drying up of economic support for experimental work, a creeping formalism, and
the aesthetic, organizational, and pedagogical shortsightedness of its piaatice
critics.””® Schechner, along with David Savran and other scholars of fringe
performance, the successor to the historical avant-garde, claim thgpthdf t
performance suffers from the tendency of its adherents to rehash the prafktice
their avant-garde forbearers, which leads to a loss of shock value and artistic
innovation’! This loss is a critical indictor that fringe performance has somehow
been divested of the historical avant-garde’s ability to showcase, often luri

surprise, effectively agitating prevailing ideological and aesthretinds.

69 H
Ibid, 25.
% Richard SchechneFhe End of HumanisifiNew York: PAJ Publications, 1982).
"I David Savran, “The Death of the Avant-GardBtie Drama Review9, no. 3 (Fall 2005).
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Schechner and Savran’s studies can be understood as investigations into a
contemporary fringe scene that is lacking the caustic qualities obgemitor;
therefore, their remarks are situated within discourse related to a pressnof
aesthetics, ideologies, and identities. It appears that the so@adisdn the
fringe scene of Vienna, and analogous European capitals, results from different
factors than those to which Schechner and Savran refer. For example, in Vienna
this crisis prevailslespitestrong government support for fringe performance
(relative to the United States). The scene also sud=giterecent political
movements aimed at attracting transnational artists to the city. Thegegolic
were implemented with the forward-looking goal of creating a strangeural
future for Vienna and greater prestige for the city’s artists whacthee in
Europe’s developing cultural field. However, similar to what Schechner and
Savran observe in the United States, Vienna's fringe scene appears téfreuoifer
a “creeping formalism,” the absence of an “activist culture,” and a tepdénc
artists to rely on aesthetics derived from, not only past avant-garde movements
but also, and more readily accessible, global mainstream mass culture.

Understanding the ways that Europe’s current fringe scene diverts from the
historical avant-garde is paramount to developing a nuanced perspective on the
contemporary culture of fringe artists. The term avant-garde is properlycusedkie a
specific modernist movement, which has passed into history. It is not an adjective
appropriately applied as a descriptor for artists in the present era whdalaossess
progressive and revolutionary qualities. However, the artists’ discouasesregmnants

of the language employed by their avant-garde forbearers in now-canonized
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representative manifestos and other theoretical tracts. For this reaguoosgilde to
speak of a remaining “avant-garde impulse,” linked to the notion of liminalitizirwthe
artists’ language. The following chapters of this dissertation wittrdeshow the
“avant-garde impulse” exists largely in theory alone, and how this factis tedeelings
of unease within the fringe scene.
The Cultural Field in Austria: Past and Present

Fringe artists residing in Vienna must wrestle with the realitieseo€ity’s
socialist-influenced policies towards arts funding. In his 1984 sudistory of
European Socialismlbert S. Lindemann traces the entomology of the word socialism to
the 1830s where it was first used in direct opposition to the word individualism, which
appeared to be the logical outcome of the nascent capitalist system with thenicamic
disregard for those unable to be economically competitive. The term was used to
describe the value of the collective will and the responsibility of the strondenare
economically fortunate to help the weaker and less affluent. Lindemann drgues t
socialism’s following came from the “lower orders” who banded together in order to
institute programs to protect workers from economic exploitation. It alseederiom
the social need to stop those unable to work from falling prey to the unforgiving
economic system. However, Lindemann also recognizes that most socialrsingents
developed in areas where “individualism was not a virtue” such as the dissolving
monarchical and pre-industrial areas of Eurpéustria may be counted among these
lands as may many other areas that are now part of the EU.

It is not accidental that Austrians moved from a monarchy to a socialist-

influenced state. This socialist influence is a primary component of ither&dap of

2 Lindemann, xv.
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Austria’s capital city, Vienn&> Among the founders of the Austrian Republic were the
children and grandchildren of subjects from the Austrian Empire. Having lived for
hundreds of years under a monarchical regime, the citizens of the nascent ea¢ion w
bred on a collectivist value system that rejected radical individualism and ergghas
centralized economic control. Austrian socialism developed among a peoplendéd te
to “link freedom with economic security” and who emphasized “the value of equatity”
equal opportunity over “freedom in the abstrdét.”

The idea of the government sponsoring art in a top-down manner is highly
familiar to the Austrian people who had long been the recipients of the socialhpsogra
instituted by the ruling Hapsburg monarchy. The most noteworthy of these genture
began on 23 March 1776 when Josef Il and Maria Theresa established the “Inmgkrial a
National Theater” (later dubbed the Burgtheater, which is described above) on the
grounds that it would be a theatre by the aristocracy and for the pecfte
Burgtheater’s resident ensemble was officially in service of the,ashith paid their
wages and assured that they maintained a level of respectability amngegfest his
highly influential textFin-de-Siecle Vienna: Politics and Cultui@arl Emil Schorske
argues that the Hapsburg’s generous arts funding programs stemmed from the
monarchy’s increasing inability to galvanize the people towards civimachs he

claims, “as civic action proved increasingly futile, art became almesiggon, the

3 The official beginning of Austrian socialism igef marked as January 1, 1889, which marks theafate
the unification of the Austrian Labor Movement.

Kurt L. Shell, The Transformation of Austrian Socialis(New York: New York State University,
1962), 9.

" Shell, 256.
5 The title of National Theater was originally besénl upon the venture because the alternative titte,
Deutschestheater, was already associated with akenherortheater.
6 Although, in the Enlightenment tradition, Josefiéiclared all his subjects “citizens” and attemited
project an image that he was one of the peoplgrbigct of a National Theatre was still very mactop-
down initiative.
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source of meaning and the food for the sdllThis tendency to fill the artists’ coffers in
a top-down manner as a way of legitimizing rule and diverting attention aomay f
national problems mirrors the claims made by many contemporary Austréns th
although the nation is “no longer important as a European power,” it is “important as a
center for arts.” This tendency, which has an historical precedent in Absisigiven
fuel to the central national myth that “everything related to culture is’goatishould be
funded’®

Myriad studies on the Austrian cultural field and its citizenry substantigtown
findings that most contemporary Viennese and artists based in Vienna bigdieve t
funding for the arts is the government’s responsibility. For example, ivaysur
conducted in December of 1988 and January of 1989, 500 Austrians were asked about the
functions of theatre and whether or not it should be funded by the government. The
survey showed that 79% of all theatergoers believed it should be funded by public
support. 62% of non-theatre goers argued the $arBased on my own ethnographic
data, | concur that artists in contemporary Vienna overwhelmingly favedebaethat arts
funding is the government’s responsibility. For example, Christine Standfgéstn@an
native and member of the Vienna-based fringe group Theatercombinant, cldistetha
frequently hears artists state “the government should fund my art” and thdeaaftsi
Vienna she has never encountered this statement with such fre§liexeyny findings

suggest, heavily socialist-influenced mentalities towards arts funtlingase a strong

" Schorske, 15.

8 Uwe Mattheiss, co-author of tAéeaterreforminterview by author, 29 April 2009, Vienna,
Austria, field notes.

" Ernst BruckmuellerThe Austrian Nation: Cultural Consciousness andiGewlitical
Processes(Riverside, Ariadne Press, 2003), 121.

8 Christine Staendfest, co-founder of Theatercomtiiriaterview by author, 2009, Vienna,
Austria, field notes.
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hold on Vienna-based artists, particularly artists within the more mamgdadireas of
the city’s arts community, such as fringe performance.

As globalization takes hold throughout Europe, cultural administrators within
Austria are adapting their policies in order to cater to the demands of tmatiteal art
market. (I will describe how this occurs in chapters one and two.) However, to a large
degree, Austrian socialism has always been tempered by market congezos|lgsn
regards to the economic relationships between Austria and its many neighbors.

Many scholars note the mix of socialism and capitalism that dominatesatsistri
political system and they tend to be in agreement that, despite the overarchiafofontr
Vienna by theSPOepolitical party, the city still does give funding to citizens in
proportion to what they are perceived to contribute in terms of symbolic and economic
capital® Following these claims it seems logical that artists who are fundee mjty,
even in the more marginalized fringe scene, have the potential to offer somettiag
city. However, in Vienna'’s fringe scene economics do not appear to be a primary
motivating factor when the government determines the distribution of funds. This is the
case because few to no fringe performances stand to give the city an eqetiaiol on
its investments. If the projected contribution of artists in the scene is noteckpette
in terms of economic capital, then it should at least materialize in the faymdibolic
capital, i.e. recognition and cultural prestige in the cultural field that raaglate to
economic capital in other fields. However, symbolic capital is a very diffrotion to
gauge. This makes it nearly impossible to accept or deny the legitimaaygef drtists
and their products according to the parameters described in many contemjaliasy st

on Austria’s socialist-influenced cultural economy. Consequently, this is not another

81 Shell, 260.
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dissertation from the perspective of a more market-influenced Ameribatasevho
wishes to debunk the utopian myths that many American artists have built around
Europe’s socialist-influenced system of arts funding.

Rather than trying to assess all the failures and successes of Aussicialsst-
influenced cultural field, | will mention this system in order to highlight two@pal
factors. One, that Vienna’'s contemporary fringe scene has been formeddigliats
influenced system dominated by tBEOepolitical party, with the aim to increase the
symbolic capital of the Viennese name brand within the transnational quaiaissof
Europe’s larger fringe performance commufiftyTwo, that this socialist-influenced
system generates a great deal of internal competition, which adayol¢he artists’ self-
censorship and, ultimate, lack of fulfilment. This competition is intensifiethéy t
gradual erosion of the centralized socialist system of arts funding, whiarsas a
result of globalization and Europeanization.

To a large extent these factors generate a mentality among Vierathfbage
artists that is antithetical to the production of alternative, or fringe hithvaccording to
the studies of Poggioli and others is characterized by grassroots attesinpysan
aggressive, and often, individualistic impulse. Gone are the days when aleeanasts

such as the Vienna Actionists used blood and guts to wage their aesthetic wartlagains

8 The development of Vienna’s transnational fringere during the late 1990s and the early parteof th
twenty-first century can be understood as Viena#tsmpt to reclaim its status as the capital of a
Kulturnation. In terms of contributions to European cultural,l¥éenna was once at the center of the old
empire (Austria-Hungary), while it is currentlythe margins of the new empire (the EU). Recertucail
movements in Austria result from Vienna'’s presesgifion of cultural impotence and the tension betwe
this contemporary reality and Austria’s former piosi of cultural power. In contrast to larger cuél
metropolises such as London, Paris, or Berlin, wlitds largely taken for granted that local astigstoduce
quality work, Vienna-based artists’ need to fighast European conceptions that the city is aipois
capital devoid of cutting-edge performance.
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Austrian systeni® Gone, too, are the days when the conservative forces were able to
fully keep these artists at bay, bringing them to court in campaigns atghissand
trash.®* Nowadays such projects happen, but in wide open spaces with the explicit
sanctioning of committees appointed by the rusiDepolitical party. In Vienna, the
carnivalesques the dominating principal and this threatens to render all attempts at
agitation void.

Theoretical Framework

This dissertation’s analysis of Vienna'’s transnational fringe scevetsd in a
diverse methodological framework, stemming from an understanding that thasahst
way to thickly describe any aspect, or sub-field, of the contemporary igieth&lra in the
industrialized West is characterized by the interplay of idepbtitics, policies of the
state, and economic rhetoric.

Benedict Anderson’s study on nation building is now decades old; therefore, he
could not have foreseen many constitutive aspects of the imagined community, nor did he
fully consider all those that existed during his era. In dealing with Autbiis
dissertation borrows from Anderson’s notion of the development of identity through
linguistic forms of communication, including print media. Although it frequently

references a supposed battle between more locally oriented fringge amtithose with

8 Of Actionism Susan Broadhurst states, “Their desieetype of protest, which led to orgies of hatred
mutilation and even suicide, seems to have restrited the specific Austrian situation, where beeaok
the restrictions placed on society by a slow, atdiand cumbersome government, effective protedtico
find its place only through the deeds of creatndividuals.” To a large degree | concurr with
Broadhurst's assessment of the Actionist movemEelawever, | argue that Actionism cannot have
occurred within the context of early twenty-firgntury Vienna, where creative individuals collaltera
with the institutionalization of the fringe sceméjich stems more from the international art mageet the
pressures on Vienna by the European cultural fledd by any “cumbersome” and regressive government.

Susan Broadhurdtjminal Acts: A Critical Overview of Contemporargfformance and Theory
(London: Cassell, 1999), 100.

8Michael Wimmer, “Reflections on a Special Case: YWWakes Cultural Policy Truly
Austrian?,”Journal of Arts, Management, Law and Sogié2006): 8.
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cosmopolitan perspectives the use of the verbal dualisms such as AustriangtoarA
and local/non-local does not stem from any falsely-held notion of ethnicor eve
historically-bounded cultural homogeneity. The family names of the Viennese bear
testimony to the strong mixture of ethnicities (i.e. Hungarian, Slovakian, and more)
forged over the course of centuries, millennia even, of migration throughout the lands of
Austria. In the context of this dissertation the function of art is tied to thefrole
Anderson’s print media. It serves to unite people from disparate walks of life beder t
common flag of a motherland. Despite having no immediate connection to all who
compose the nation of Austria, those who consume a given work of art, in this instance a
performance, can perceive it as being imbued with the notion of a common national
identity. Incidentally the local artists to whom this dissertation relfertswho are not

this dissertation’s primary subject, often deal with material deriveed focations outside
of present day Austria as well as artifacts that are more readibgiated with the
geographical epicenter of Vienna. As Susanne Tabaka-Pillhofer of the \liased-
fringe group Theater Tanto informed me after her production of an adaptation of
Forschungen eines Hundéstext also know asufthunde or Air Dogs), Prague-born
Franz Kafka is a German speaking artist from the former Austro-Hundamigire and,
therefore, part of her native Austrian heritage, just as the Viennese WAaltz is
Incidentally the performances that | label as non-local, or transnatiomésarlikely to
be articulated as cultural products used in the construction or affirmationiofabmed
community of Austria. Instead they are more likely to have their epicent&leotshe

geographical locales and cultural traditions often associated with morg aatelpted

8 Susanne Tabaka-Pillhofer and Jan Tabaka, artistictors of Theater Tanto, interview by
author, 20 May 2008, Vienna, Austria, field notes.
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forms of Austrian national identity. Many of these non-local materialdemeed from a
more expansive context, i.e. global mass culture, which is now transmitted through
various media, principally the internet. It is possible that the deluge aflispravided
within the context of such media problematize the possibility of more monolithic notions
of national identity as they make it possible for conglomerate identitids asu€uropean
identity, to develop at a swifter rate.

The cognitive processes of cultural agents, i.e. those who often assist in
constituting imagined communities through their cultural products, are shapeytibg
economic realities tied to the process of globalization. In such a prooessexonomic
and philosophical tradition called neo-liberalism is on the rise. Neo-liberalisften
linked to the notion of the Americanization of global communities and it describes how
policies of local states and regions are increasingly being influerydie lvalues of the
market. In this context cultural agents and their products are conceived as cbesmodi
that have economic values attached to them. The agents themselves, in turn, craft
performances that can be economically sustainable in a variety of nabotaits
throughout Europe, thus deterritorializing them in terms of a specific cultanaétvork.
The reality that the majority of the spaces where these groups perfolocatesl within
the confines of the EU gives rise to the possibility for a new brand of Europeatyident
to be constructed in line with more superficial, market-induced tastes.

Conclusion and Chapter Summaries

| am concerned primarily with identifying the emergent aesthetic antbigieal

qualities within work being produced in a subculture of Vienna-based transnétiogel

artists. | am also concerned with identifying the realities thatstibculture faces.
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When data on Vienna’'s government policies is provided within this dissertation, itlis use
to describe such factors and how they contribute to artists’ creative geecekhe data is
also used to better contextualize how the artists themselves perceivarttoeingings,
especially the political stronghold, Vienna. Anyone wishing to know more factual
information about Vienna'’s arts funding policies may consult a number of egbsit
dedicated to explicating the complicated governmental proc&sses.

According to the 2008 EICCR report on artists’ mobility, it is difficult or
impossible to obtain information on all the programs at the European, national, regional
and city levels that are dedicated to increasing the internationalism &ithope’s
artistic community?’ Consistent with the report’s findings, throughout my research |
encountered a number of obstacles regarding obtaining actual statistics aio thie ra
local to international artists within Vienna and the concrete frequency otridn|
across geographical borders. However, through various research methoa@dblentas
conclude that the artists who are currently the most visible and economiedlky
within the scene are those that appear to have the most international orientetiam® a
work with like-minded artists. Although a detailed list of projects that are fungdéteb
city of Vienna is available on the city’s government websites, this disieerdoes not
present a comprehensive list of all the works that are being given mones &yt

Instead it provides an overview of the disparities between the locally-miniktd who

% The following websites are particularly helpfuledio the depth and breadth of their coverage atotir
cultural policies within the city.

http://www.wien.gv.at/kultur/abteilung/

http://www.kuratoren-theatertanz.at/

87 Directorate-General for Education and Culture dpean Institute for Comparative Cultural
ResearchMobility Matters: Programmes and Schemes to SuppertMobility of Artists and Cultural
Professionals Final RepgrAn ERICarts Institute Study for the European Corsimis(DG Educationa dn
Culture), (2008),http://ec.europa.eu/culture/key-documents/doc/esffaal_report_ERICarts.pdf
(accessed March 13, 2011).
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are “losing” and the internationally-minded artists who are “winning”ienva’s
contemporary fringe scene.

The current transnational orientation of the artists and administrators in \dienna
scene can be understood as an outgrowth of historical precedents to infuse Viennese
culture with innovation through cultural importation. Despite the policies of
administrators and the practices of transnational artists who desire torioravgtion to
the scene through this method, many Vienna-based fringe artists point to an overall
mediocre quality in the work. Andre Turnheim, former curator of the city of Vienna
argues that the Burgtheater often produces more innovative work than the fringie scen
which is actually designed to act as a support and tributary for the major esthblishe
venue<® Maria Haender-Kulterer, publicist for various fringe groups, argues there‘t
is a crisis in the scene” because “we can't find revolutionary productidna/arren
Rosenzweig, artistic director of the Jewish Theatre of Austria arguegidmaia “is a
city with a great cultural and artistic history, yet...much radical exyntation is not
possible.?® Furthermore, Yosi Wanunu of the Viennese-based fringe group Toxic
Dreams argues that the scene suffers from an overall generic qusdity thie
performances are nearly indistinguishable from products developed in other European
capital cities’> Wanunu’s comment relates directly to the critique of the cultural industry
posed by Max Horkheimer and Theodor W. Adorn®ialectic of Enlightenmenwvhen

they argue that, “It is as if some omnipresent agency had reviewed theahzater

8 Andre Turnheim, former curator for the city of Wiiea, interview by author, 8 May 2009,
Vienna, field notes.

8 Maria Haneder-Kulterer, publicist for Theater Tarinterview by author, 21 May 2008,
Vienna, Austria, field notes.

% Warren Rosenzwejglirector of the Jewish Theater of Austria, intewiey author, 22 May
2009, Vienna, Austria, field notes.

1 Yosi Wanunu, director of Toxic Dreams, interviewduthor, 15 June, 2009, Vienna, Austria,
field notes.
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issued an authoritative catalog tersely listing the products available. Hhéoihes are
inscribed in the cultural heavens where they are already numbered by’Platwe”
discourse generated by cultural agents in the fringe scene demorssirates
acknowledgement that their own processes and products are somehow linked to the
culture industry, highlighted by Horkheimer and Adorno’s modernist critique. At the
same time these fringe artists, either through their explicit languamdtoral products,
seem to acknowledge the inescapable realities of their circumstances.

To a large extent, | sympathize with the cultural agents who lamentehe’'sc
waning creative vigor. | do not believe that the fringe scene’s creatiapgigrunique
to Vienna, but that it can also be observed in many cities throughout Europe, especially
among the most nationally transient artists and groups. However, in order to ltenapre
the root-cause of the crisis, if one does exist, | must place my study in ag@aoghy-
bounded area. | understand that the fringe scenes in many European citi@sgare be
faced with a dearth of innovation and that by focusing on Vienna | may be able to
uncover the reasons for this.

In this dissertation | highlight a few possible aspects responsible fairige f
scene’s dearth of innovation. These include the combined influence of local, socialis
oriented funding structures and market pressures in Europe’s cultural field. Othe
potential causes are the artists themselves who collaborate with thdimpyedeinands of
the local and transnational art market while manufacturing extretreakdistance from

their products and developing their own integral community, which is ideologically

2 Theodor Adorno and Max Horkheim@ialectic of Enlightenment: Cultural Memory in the
Present translated by Edmund Jephcott, edited by Gun&dimmid Noerr, (Stanford: Stanford University
Press, 2002), 107.
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detached from local audiences. Although | wish to avoid a simplistic conclusion that
globalization and Europeanization are wholly destructive forces to aesthetictionata
the margins of performance culture, | must recognize how these procesbgedhae
phenomena listed above.

In my dissertation, | take a multi-directional approach to a thick analysis of
Vienna's transnational fringe scene and to the processes of globalization and
Europeanization that affect it. This method consists of examining how the nliffere
segments of Vienna’s fringe scene are impacted by a series atidallstruggles for
legitimacy in the local and international cultural fields of Europe.

Chapter one includes a detailed analysis of Vienna'’s policiesrtisvarts funding.
Beginning with the rise of Tanzquartier in 2001 andWhener Theaterreforr{iVienna
Theater Reform) in 2003, | argue that the project towards increased imteatiatm in
the scene stems from a self-conscious movement on the part of Vienna'’s rulatigtsoc
party, theSPOeg to increase the symbolic capital of the Vienna brand name within the
European cultural field at large. By highlighting various aspects of Visrsogialist-
influenced model of cultural funding, | also argue that external factors, such ase of
neo-liberalism throughout the EU, are increasing the artists’ conopefiotr limited
funding and creating conditions where artists need to pander to the demands of the local
government to an even greater extent than in past decades.

Chapter two includes an in-depth analysis of Vienna’s primary fringe
performance venues, Brut and Tanzquartier. In this chapter | argue thanmational
orientations of the government-created Brut and Tanzquartier led the veouas int

informal partnership. This partnership created even more of an integral comofunity
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fringe culture makers who tended to create for other producers within the citgrofaVi
and the various transnational social spaces of Europe’s co-production venueieald fest
circuits. Many local artists were shut out of this community, which became more
transnational in character. This led to bitter resentment. Furthermore, altheugh t
artistic directors of both venues argue that their practices led to the ptyssfbihore
experimentation, their partnership may have actually hindered the developmemnnaif |
possibilities within Vienna'’s fringe scene. This resulted from a hieialstructure of
selection and competition that was imposed on venues, which were formerlgdrae-a
juried spaces for the creation of fringe performance. This also resultechizaredires
and demands of the artistic directors of Brut and Tanzquartier to developahehad
the potential to be economically successful in the transnational social sp&tespe’s
co-production houses and festivals.

In chapter three | examine the struggle for legitimacy between Veefritaye
performance venues and the hegemonic Burgtheater, which also has two exjérime
venues, i.e. the Kasino and Vestibuel. In this chapter | conduct a comparison between the
mentalities of artists in the established theatre, i.e. the Burgthealeheafringe
performance scenes. | do this by including the artists’ words themselvhs\artdey
view key aspects that affect the development of their work. In this chapterel that
the artists in the established and fringe scenes constitute two distinct caiesaufinese
are separated by key issues, the greatest of which is the establishedstpeadttice of
relying on language-based theatre as opposed to the fringe venuesegrattelying
more on the visuahise en sceneHowever, in ideological terms, artists from the two

scenes are united based on their orientation towards the EU, mass culture, and the eve
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present demand for innovation. This unification causes fear among artistsringbe f
scene, which is manifest in the community’s constant attempt to prove itsbgyti
The most recent outcome of this struggle for fringe artists to proclaimeiéinmacy is
the tendency to emphasize that their work falls under the catch-all gleragsndssische
Performancehereatfter “contemporary performance”). | place the label of
“contemporary performance” in quotation marks because it differs from the un-quoted
term contemporary performance, which merely means performance happeninatatia
carries a more specific meaning and other cultural implications.| ¢avitlude this
chapter by highlighting how Vienna-based artists are describing and thgdhis new
style. | will also offer a more descriptive term for work being producetidynore
international and most successful groups within Vienna'’s transnatiorge goene.
Chapters four and five include a detailed examination of two specific fringe
groups, Toxic Dreams and Superamas. | have opted to conduct an in-depth analysis of
these groups because they are both highly international and because the artisgs in thes
groups display an extremely self-critical posture related to theicipation in mass
culture and globalization processes. Additional rationale for concentratihgss t
groups includes their common European fringe practices of relying orsEtgiguage,
developing pieces in an improvisational manner, focusing on a highly nissglen
sceneand dismantling the ontological differences between live and mediated @dture
they lament their own lack of presence and agency within the global culture yndustr
Despite the many similarities of these groups, Toxic Dreams and Sugeatsngresent
contrasting ways of dealing with the de-localization of fringe performandehe

construction of the “McDonalds Avant-Garde.” For example, Toxic Dreamsstaim
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combat the de-localization of the scene by nurturing a specific audienceabfigbes

and international transplants who have made Vienna their home, while Superamas
distances themselves from Vienna by viewing the city as more of a cerfanding

entity and base for their fruitful endeavors in Europe’s co-productionegand festivals.
| have divided these two chapters in the following manner. Chapter four focuses on how
the artists create unique brand names in order to compete for legitimaoyWénna'’s
transnational social spaces. Chapter five focuses on the artists’ products ahd how
artists manufacture extreme distance from the processes of glabalizaile still
participating in them. In this chapter | provide a counter argument to David Sadran a
other scholars who claim that artists may maintain their avant-garde ergndsnternal
sense of dignity while participating in dominant modes of representation by adapting
form of the Brechtian alienation effect. This chapter represents thenediom of my
dissertation because it describes how the interplay between Vienna’'sss@aaling
structure and the forces of globalization have led the artists into an extisatiel
conscious and self-critical discourse, which may alienate them fronwtbidrand result

in a lack of artistic fulfillment.
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CHAPTER 1
VIENNA'S FRINGE SCENE AS A LOCAL AND INTERNATIONAL SITE OF
STRUGGLES FOR LEGITIMACY

Within the context of Vienna, a highly socialist-influenced economy, policies tend
to stem from regional motivations. If a fringe group thrives within Viering,often the
direct result of the city’s support. Consequently, if Vienna's fringe scewaesembles
(however superficially) those of other European cultural metropolises, the rababja
explanation for this is that the Viennese government wills it. The will toeceeat
transnational fringe scene in Vienna is one result of an ongoing battle foravie
reclaim a cultural status that it held during the height of its empire anthéheity still
holds within a national mythology. In this chapter I highlight some words of Aaistria
officials and cultural workers that suggest a self-conscious internatiatiaih of
Vienna's fringe scene. This movement stems from an effort to increase theisymbol
capital of the city’s brand name in Europe’s cultural field. In doing so, rerede some
major outcomes of the/iener Theaterreforrthereafteheaterreforny, which began in
2003 and represented one of the most concrete methods of achieving the fringe scene’s
internationalization. The immediate outcome of the reform was increasedtitmmpe
for limited funds, which were placed into the hands of a few. This led artists irdotea m
open dialogue, not only about the level of internationalism in their work, but also in
regard to their marketability in Europe’s network of co-production venues and festiva
Questions that guide this chapter are related to how Vienna'’s battigrfbokc capital
at the international or European level plays out at the local level. These inw@ude t

following. Who are the “winners” and the “losers” of the self-conscious
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internationalization of Vienna's fringe scene? What relegated thests éotsuch
positions? In other words, how does the integral, politicized community in control of
funding determine artistic “quality?” Is the community’s notion of quality esoomv
related to external market concerns that develop as a result of Europeafizat
guiding factor of my dissertation is my understanding that, despite the vezitiorted
efforts of Vienna’s integral community of culture makers to innovate the loeaksa
level of artistic dissatisfaction is still present after the rafor
Impetus for Transnational Art at the European and Local Levels

In recent years, the impetus to forge transnational ties among arésisopean
fringe scenes has become widespread. For example in Austria’s neighbxetig C
Republic, cultural agents are actively engaged in promoting a “new edutatiocess
towards an open minded, creative, cosmopolitan thinking in the arts” in the wake of its
2004 entry into the E®® In addition, Czech law mandates that any legal resident (i.e.
any citizen of the EU including those who are not Czech nationals) may legltimat
operate a theatre company and apply for local funtfin@ther areas of EU lands, which
were part of Austria’s once-expansive empire, are involved in similar pexe3hese
stem from the need for these marginalized Central and Eastern Europeas ttat
proclaim their cultural, if not their political and economic, importance and opeimness
the developing EU. To many of these nations’ governments, fringe perforrdance,

and music are logical sub-fields to establish their presence becauseeim®y thought

9 Bohumil Nekolny and Ondrej Cerny, “The Theaterwak, its Function, System of Financing
and Support, Theatre Institute, Pragu@pril 2000),
http://www.freietheater.at/?page=europeanoffnet®stbpage=country reportHéccessed December 20,
2010).

* Ibid.
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to be nationally bounded. Cross-cultural collaborations can be actively pursued in these
sub-fields because the artists who are involved naturally possess a more caamopoli
outlook and are often able to speak and perform in English, a common international trade
languag€” Austria has a history of being perceived as a lesser power among the EU
fifteen®® Rationale for this includes the nation’s relatively small size and history of
xenophobic tendencies, which seem to arise at inopportune moments. Consequently,
despite its post-World War 1l Western orientation, Austria may be coamtedg the
culturally marginalized nations mentioned above.

The self-conscious internationalization of Vienna’s fringe scene is at dope a
down and bottom-up initiative, which should be understood according to the nation’s
complicated history. It is top-down because the infusion of this ideology into theisce
catalyzed by the local Viennese government and imposed upon the artists who live and
produce under its auspices. In this process, particular attention should be placed on
Vienna rather than on Austria due to the nation’s federal model of cultural suppo#, wher
less than 40% of funding comes from the Federal Republic and more than 60% is offered
by regions such as Vienfia.The capital city’s self-conscious internationalization is
bottom-up because policies are constructed within Vienna as a result df/theeed to

be perceived as culturally important and ideologically open at the EU leltabugh the

% Artists can succeed internationally as long ag treve a basic command of English, the trade laggua
of the cosmopolitan artistic community. Converséhe sub-fields where cultural blending is ofte n
pursued include establish theatre, which despit@tty residual avant-garde styles, maintains its
dependency on language and a degree of nationséoa@tivism. This may account for the thrivingtssa
of national theatres over the past decades. Treofecultural erosion brought on by the EU sometm
increases the power of such national institutions.
% The EU 15 is a network of nations, often thoughbé the core nations of the EU, which were pathef
union before an additional 10 nations were addeHeaoster in May 2004.

" Quoted in Arjo Klamer, Anna Mignosa, Lyudmilla Rata, The Relationship Between Public
and Private Financing of Culture in the Ebktp://www.klamer.nl/docs/kmp.pdAccessed March 11,
2011).
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EU has a specific cultural arm designed to increase feelings of Europs@ameng its
citizens, top-down (i.e. EU-instituted) approaches are not the ones thatsiraatively
shaping the subculture of transnational fringe artists who are dispersaghthub the
union® It appears that cultural agents working at the regional level arg fisimore to
develop feelings of Europeanness among transnational fringe artists than tbiapslit

in Brussels ever could. To the artists who function at both the regional and European
levels, both structures are beyond their immediate control. Consequently, toégare
left with little recourse but to either opportunistically take advantage atthetures or
find themselves outside of them and unable to produce théfr art.

Among the options available to artists include cultural funding programs
developed and administered by the EU. In 1995, soon after Austria’s entrance into the
EU, a Cultural Contact Point for such programs was instituted in Vienna. Thi®positi
was designed to make local artists aware of the EU’s cultural prograrttse words of
EU scholar Michael Bruter, such programs were instituted in order to folfittibus
social objectives,” which are “to propose a new ‘Social Contract’ to Europizamei,
and to develop a new mass European identity rather than let citizens be mere ‘c®nsume
of the economic benefits associated with Eurdfe.The EU has produced powerful
rhetoric aimed at transnational performing artists and their contribution podjeet of

unification. For example, in 1991 a document expressed the EU’s “determination” to

% In this instance | define a supranational entityaollective wherein separate nation states watehon
issues that transcend their national borders.uc¢h sn entity, control is shared by politicians velne
elected by the individual governments, but whorarenecessarily influenced exclusively by national
interests. The EU is a prominent example of aangtional entity. Another example is the Worlddea
Organization (WTO).
% | will explore these ideas in later chapters, dtuthis point | will note how structures and idegies at
the European level influence policies at the regidevel and have a bearing on Vienna’s culture of
transnational fringe performing artists.

19 Michael Bruter Citizens of Europe?: the Emergence of a Mass Ewaopeentity (London:
Palgrave Macmillan, 2005).
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encourage theatre in Europe and to enhance its European dimension by promoting the
mobility of artists. In the past decades the EU has become more actieecintural

field, developing a variety of programs such as Culture 2000 and Culture 2007 and
providing support to artists from a variety of nations who gathervelole performances.
However, the EU’s marginal support for culture, in comparison to its total annual revenue
and the bureaucratic nature of its cultural policies limit its direct ilgpa&urope’s
transnational fringe scert&: For example, in an effort to increase the “European
dimension” of performances, the EU provides matching grants of anywhere hetwee
50,000 and 200,000 Euros for projects that involve at least three member H4tidhis
means that artists who have banded together to create a multi-national pec®must

find at least 50,000 Euros in suppbetforethey can receive the EU’s economic benefits.
The process of securing this funding involves applying at the local or nationdbleve
money, often with the assistance of their resident EU Cultural Contact Raint, a
simultaneously working with artists from two or more nations who also shliais from
their local contexts. The implications of this process are that artistsamhmacticipate
already have the necessary social capital outside of their locaktoatel that they also
have already managed to secure the startup funds prior to applying forftildremng.

This means that the EU’s cultural programs are merely a support to tranahattists

and not the progenitor of their networks.

191 The EU’s total revenue for 2010 was approximalélg.9 billion Euros. Only 400 million Euros are
dedicated to the EU’s Culture 2007-2013 Progranwinich co-finances around 300 different cultural
actions per year. These figures come from thevotig EU sites:
http://ec.europa.eu/budget/budget glance/where_feanhtm(accessed December 20, 2010).
http://eacea.ec.europa.eu/culture/programme/aboitire_en.php(accessed December 20,

2010).

192 These figures are based on data collected at tingewith the Cultural Contact Point for Austria in

May 2008. These numbers may have altered slightly the past two years, however, not significantly
Elisabeth Pacher, Cultural Contact Point for Aiasinterview by author, 23 May 2008, Vienna,

Austria, field notes.
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Many Vienna-based fringe artists cite the EU’s extremelypdimated funding
structure as rationale for their lack of participation. For example, tileriStandfest of
the Vienna-based fringe group theatercombinant argues that artists needdiesnor
apparatuses to apply for EU funding,” which most people in the local fringe scene do not
have'®® These apparatuses are not only required to secure the necessary social
connections and startup funds but also to develop an understanding of what funding
options are available to them and to meet the EU’s strict structural, chraa)@gid
budgetary mandates. Artists believe that the EU is not flexible if a given fpdoes not
adhere to the original project proposal. Furthermore, they claim that the Edaloes
allow for long developmental processes, which most fringe products require becguse the
often evolve in a collaborative, improvisational manner and develop as a result of a
period of extensive scholarly and experiential research, which the dtistson-
productive periods.” For example, the Vienna-based groups Superamas and Toxic
Dreams have non-productive periods lasting several months each year. Yosilwéa
Toxic Dreams complains that “the EU does not understand our process...there is no
project that doesn’t require pre-work* Similarly, Standfest argues that artists “need to
be much more precise with budget proposals and concepts” at the EU level than they do
at the local level. This makes it difficult for EU-funded pieces to develop in aniorga
manner>> The EU’s so-called “lack of understanding” prompted a number of Vienna-

based artists to draft th@anifesto for an European Performance Pol{byghlighted in

103 Christine Standfest, member of theatercombinateniiew by author, April 2009, Vienna,
Austria, field notes.

194 yosi Wanunu, artistic director of Toxic Dreamsgirview by author, 20 May 2008, Vienna,
Austria, field notes.

195 Christine Standfest, member of theatercombinateriiew by author, April 2009, Vienna,
Austria, field notes.
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this dissertation’s introduction) in which the artists requested that the EU taéilkeds
more easily accessible and give money to artists for long-term prejgiogment,
including research and experimentatt8h.Thus far, the EU has not fully complied with
the artists’ requests, nor are they likely to do so.

Another reason for artists’ lack of participation in EU funded projects stemms fr
their belief that projects funded at the EU level stem from a social agendathatne
from an artist’s internal artistic drive. The artists believe thatdseases the project’s
legitimacy, or objectified cultural capital. For example, Yosi Wanunu ofcTOrxeéams
argues that “art must come from a drive first,” meaning a creative aeeédhat most
attempts to develop projects with the required “European dimension” stem fram mer
economic motivations. Similarly, Standfest argues that the EU expeds atis
receive funding to fulfill their “social obligation,” which is to help nationsgnéte under
the EU umbrella. She contends that the focus of these artists is removed frotaghe ac
art and placed on the project’s social outcdfieSuch critiques are fairly common
throughout Europe’s transnational fringe network. For example, in 2007 Guy Cools,
former curator of the Belgian fringe venue Vooruit Arts Center authoradlg i
conjunction with the International Network for Contemporary Performingdrts
European co-productions. In his text Cools states that if artists try gndbeir “artistic
project in such a way that it matches the criteria of the international funaihcpa

production schemes, (he/she) might be reversing the priorities and as sucliyserious

16 yerome Bel, et al “Manifest: an die Europaeiscbeniission und deren Kulturpolitische
Vertreter/innen,'GIFT (July, 2002),
http://www.freietheater.at/?page=kulturpolitik&diét®1 304&jahr=2002accessed December 13, 2010).
197 Christine Standfest, member of theatercombinateniiew by author, April 2009, Vienna,
Austria, field notes.
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compromise it.*®® Cools argues that such artistic compromise is the result of crafting a
performance from financial rather than artistic motivation. Thigiih is evidence for

the feeling among many fringe artists that forging social connectr@hsraating
international co-productions for the sake of financial gain is undesirable. ing s
denotes a form of economic opportunism, especially among those who participate in EU
funded projects, which is outwardly shunned.

Fringe artists’ widely-held antagonism towards regarding this isdughgy
idiosyncratic. For example, those artists who are currently favored by&/gefunding
structure, i.e. the “winners” of theheaterreform(described below), appear to have little
or no problem taking money from the local Viennese government, which also funds
culture based on a social agenda. Despite fringe artists’ supposedly highdstaimda
relation to the economic capital endowed upon their colleagues by the EU, thdir overa
outlook may be far more opportunistic than they appear to admit. However, perhaps this
opportunism is nullified or assuaged by the artists’ comparative reasoningxé&rople,
it is possible that when artists place the city of Vienna'’s funding poliaegside those
of the EU, they are able to perceive the city, with all of its bureaucracyoatrdlc as
something smaller, more local, more personal, and more fringe-like tharattte gr
supranational entity based in Brussels. To understand this requires an analysis of the
ways that the local government struggles to proclaim its cultural legiyiwithin the
EU. Vienna'sTheaterrefornmust be understood in relation to this struggle.

Vienna’s Transnational Fringe Scene and the Struggle for Symbolic Capit

1% Guy Cools, “International Co-Production and Togririnternational Network for
Contemporary Performing Artéttp://on-the-move.org/library/article/13862/co-guation-and-touring/
(accessed March 13, 2011)
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2003 is believed to mark a new infusion of “self-conscious internationalism” or
Europeanism into Vienna’s fringe sceffe.This year marked the birth of the
Theaterreformwhich began in the midst of a social and cultural crisis within the fringe
scene. For example, in a 2002 article publishedliT the authors complained that on
the European level contemporary Austrian cultural policies and products areneithe
fully understood or negative perceived. Partial rationale for the perception was the rise
of various conservative forces within the nation. The most notable and visibleef thes
was the right wing-POeparty as led by Joerg Haider, which according to scholar
Michael Wimmer, sparked “the superficial impression of the ongoing Nazisth” a
produced “a severe deterioration of (Austria’s) image in the wotdBut the Haider
incident was merely the culmination of several conservative and natianapsisings
that caused concern among Austria’s more liberal and European-minded cultural
agents:*? For example, during the 1995 Viennese elections, incidentally the same year
that the nation entered into the EU with an Austrian majority votdsBli@eissued a
campaign of defiance against Austrian-based artists who they belienedgeenst the
cultural mainstream and threatened their traditional feelings of homeland
(HeimatgefueBl™** Many in Vienna’s fringe scene believed that such incidents needed
to be countered by tangible shifts in local cultural policy. For example, iniele art
published inGIFT the same year that the impendifigeaterreformwas announced,

artists and administrators decried the state of Austria’s coalition gogatnwhich

199 This was preceded by another effort on the pafasizquartier, which is discussed in chapter two.
10 Gerhard Ruiss and others, “Kulturpolitische Haitiikanz der neuen dsterreichischen
Bundesregierung,GIFT (Vienna: IG Freie Theaterarbeit, 4 February 2002).
1 Michael Wimmer, “Reflections on a Special Case:atWiakes Cultural Policy Truly
Austrian?,”Journal of Arts, Management, Law and Socié2006): 11.
2 Eor more information on thigtttp://www.culturalpolicies.net/web/countries.phpi2z1040
3 These artists included Claus Peymann and Elfréatiak, which | mentioned in the introduction.

62



consisted of two widely divergent parties, one elected because it had the lardest num
of votes (theDesterreichische Volkspartear the Austrian People’s Party, hereafter
referred to as th@®eVP and the other elected in order to “appease” the large right-wing
minority (FPO&."* This same article stressed how EO€s role in Austria’s
coalition government had weakened Austria’s respect among other EU menntnes nat
and compromised their once-pivotal say in EU expansisuch observations were
combined with many government-instituted surveys of the fringe scerfewbah
revealed a dearth of international perspective in comparison to more cosmopoétan citi
like Berlin.**®

Incidentally, theTheaterreformwas the local, effectual manifestation of nation-
wide attempts, since Austria’s entrance into the EU, to create stiuetamangements in
the local cultural field. For example in 1998 the Austrian Chancellor andt&sooé
State for arts affairs commissioned a nation-wide study on the statkuréan
Austria™’ This study, published in a document calledWissbuct{or the White
Book), included a variety of suggestions for an overhaul of Austrian cultural policies that
were never fully implemented. A more tangible move towards structunageba
occurred in 2001, with an explicit nation-wide policy measure aimed at improving the
international visibility of Austrian culture for the purpose of supporting foreglations.

Thelnternational Cultural Policy Concepés it came to be called, declared the nation’s

14 ncidentally, theSPOeandOeVPshared leadership of Vienna until tBROetook over sole control of
the city in 2001 and held it until 2010.

15 Gerhard Ruiss, et al., “Kulturpolitische Halbzéihz der neuen 6sterreichischen
Bundesregierung,” GIFT (4 February 2002),
www.freietheater.at/index.php?page=kulturpolitik&ai=61259&jahr=2002 (Accessed March 10, 2011).

116 Kornelia Kilga and Yosi Wanunu, producer and diveof Toxic Dreams, interview by author,
20 May 2008, Vienna, Austria, field notes.

7 The following website includes a brief descriptinrEnglish of contemporary trends in
Austrian cultural policy.

http://www.culturalpolicies.net/web/countries.php®iF1040(accessed March 13, 2011).
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intent to use culture “as an instrument to communicate Austria’s position in Europe.”
Simultaneously it represented an attempt to showcase the nation’s “divbysity”
“preventing an excessive focus on policies promoting national identity” and developing
“an open-minded approach to cultural work.” As Ambassador Emil Brix, who served as
the Head of the Cultural Policy Section at the time, stated, this policy wistetsto

“make concrete efforts to foster the dialogue between cultures andatioitiz, not least
because (Austria’s) own history is tainted with conflicts of langaageculture and the
presence of totalitarian ideologies® Thelnternational Cultural Policy Concep$
consistent with a national agenda that is at once apologetic, progressive, and-outwar
looking, with a focus on Europe.

The language of the nationiisternational Cultural Policy Concepoheres to the
findings of a case study on the mobility of artists in Austria conducted in 2008. This
study states that the nation, especially under the auspices of local orgasizath as
the Vienna-based, city-rfultur KontactAustria, began to foster “cross-border dialogue
and cooperation with its neighbors” in part because they considered “the coumtry as a
‘intercultural stage for Central and Eastern Europ€."The report also states that “the
Austrian Government aims to promote a central role for the country in the regiam and t
establish itself as a cultural mediator for artists from old and new Ehberestates.”

The study’s findings suggest that in Austria, artistic policies, edyeailaen they relate

to internationalism, appear to follow broader socio-political policies. Regattieng

18 Austrian Foreign Ministry Worldwidehttp://www.bmeia.gv.at/en/foreign-ministry/foreign-
policy/international-cultural-policy/austrian-inteational-cultural-policy.htm{accessed March 13, 2011).

19 birectorate-General for Education and Culture dpean Institute for Comparative Cultural
ResearchMobility Matters: Programmes and Schemes to SuppertMobility of Artists and Cultural
Professionals Final RepgrAn ERICarts Institute Study for the European Corsimis(DG Educationa dn
Culture), (2008),http://ec.europa.eu/culture/key-documents/doc/esffaal_report_ERICarts.pdf
(accessed March 13, 2011).
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specific case of th&€heaterreforminstituting an overhaul of cultural policies in favor of
increasing the internationalism of Austria’s artists would allow th@nat “promote the
image of (the) nation abroad®® This was particularly important due to statements like
the one made by Austrian Minister of Foreign Affairs Michael Spindelegger tha
“Culture defines Austria’s image in the worlt#®

These other movements in Austrian cultural policy are evidence that tree entir
nation sought to internationalize around the time thal Heaterreforntook effect;
therefore, this reform is one outcome of a general overhaul designed to bring Austri
further in line with the cultural output of its neighboring Western European nafidmes.
Theaterreformwas instituted by the government of the city of Vienna and spearheaded
by a group of cultural critics/administrators including Anna Thier, Uwe i\é&s, and
Guenter Lackenbuchéf? In a foundational document of thi@eaterrefornthese three
articulated the following. One, although Vienna is historically chaiaetéby its
diversity, such variety does not now readily appear on stage. Two, although the city is
noted for its rich cultural past, its current prominence as a European culttr@bofhis is
guestionable because Vienna's fringe performance scene is chaeachgriartists with
varying degrees of professional prowess. Three, the aesthetics of ¢leeviimues and
established theatres within the capital are becoming more unified. Theactairs that

differentiate these venues are money and quality, and the fringe venuesssaxfebiath.

120 Mobility Matters: Programmes and Schemes to SugtherMobility of Artists and Cultural
Professionals, Case study # 5: Austria)

121 Manfred Keller Interview with Austrian Minister of Foreign Affaiichael Spindelegger,
http://www.acfny.org/about/the-austrian-foreign-mtry/michael-spindelegger-on-the-acfrigtcessed
March 13, 2011).

122 Anna Thier, Uwe MattheiR, and Giinter Lackenbuctigeies Theater in Wien,GIFT
(Vienna: IG Freie Theaterarbeit, 2002).
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Contributing to the lack of quality is the fringe artists’ shortage of time aodness.
The reformers argued that without a strong fringe tradition the establishiaatioss
could not be inspired to innovate, because many innovations begin in the fringe scene
before trickling into the established scene. As this final point made evident, klof lac
innovation in the fringe scene compromised Vienna'’s position in Europe’s cultural field
and risked de-legitimizing the central national myth that Austriislarnation'?®

The main proposals of thieheaterreformwere as follows. In order to combat the
lack of diversity in Vienna’s fringe scene, the city should open its doors to more
international collaborative networks among fringe performing artibkee city should
also determine new ways to develop audiences, especially young audfénicssould
specifically target communities in the modern city that have heretofore been
underrepresented in the performing arts. In order to improve the cultural standing of
Vienna's performing arts scene, the city should be more selective in suppongsy fr
artists and groups. It should do this by establishing a more rigid funding process,
spearheaded by a group of administrators in charge of recommending artists to t
Kulturstadrat(the city’s cultural minister) for funding. Theoretically, this motion would
allow the city of Vienna to focus more on developing challenging, high quahtyefri
performance, letting the groups that exhibited less quality fall out of &me sad into

oblivion. The reformers argued that these improved conditions would set the stage for a

123 For a more detailed description of the concepiwdtrian asKulturnationrefer to the studies of Linda
DeMeritt and Margarete Lamb-Faffelberger (2002) &itth Hoennegger (2002).

1241t is pertinent to note that Europe’s youth, catéed as those between 13 and 30, is the most
internationally diverse demographic in each mensitegte. Due to an increasingly low birthrate amBhy
citizens, a large percentage of this demographitaide of immigrants. Also, this demographic tetods
take the most advantage of the Schengen Agreembitt) allows them to travel, study, and work
(relatively) freely across national borders witttie EU.
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more dynamic, higher quality cultural field, which would effectively tramsithe city

into a greater position of cultural prominence in relation to other European céj@tal ¢
Many cultural agents in Vienna's fringe scene followed the nascent statipes of

reform and felt led to provide their opinions on subsequent development. For example,

IG Freie TheaterarbeiflG is short forinteressen-Gemeinschaftganing a community

of interest, and the remainder of the title is translated as “free theate) a group

dedicated to lobbying for better working conditions in the fringe scene, would late

become critical of the displacement of native Austrian talent by the infliocefin

artists that resulted from tfigheaterreformt® However, initially,IG Theatercalled for a

group of judges with a broad knowledge of European art and a history of participating in

publications, public rehearsals, symposia, showings, open labs, and performances across

the continent?® TheTheaterreformappeared to lead to a self-conscious discourse about

the state of Vienna'’s fringe scene and its position within Europe’s interdedrmdtural

field. Many of Vienna’s culture makers followed suit, pushing for a more intenaét

125 Incidentally it is possible that within the Austni context the nan& Theaterconjures images of the
German chemical plahG Farben(taken frominteressen-Gemeinschaft Farbenindustrie, A@nslated as
Community of Interest of the Dye Industrwhich held the patent for the pesticide used inodalist gas
chambers during World War Il. The fact th@t Theatemproduces a fringe journal call&lFT (translated
as poison) is evidence for this link and for thalitg that the organization views itself as an ags&pable
of disrupting dominant cultural trends.
126 The exact German wording of tBaFT article is as follows:
Kompetenzkriterien fuer die Konservatoren: Die Higresollten eine theoretische Intelligenz
besitzen, sowie Interesse in der zeitgenoessid¢hestentwicklung in den letzten Jahren weltweit
verfolgt haben. Auch muessen sie aktuelle Berigbiber die folgenden Aktivitaeten in ganz
Europa nachweisen, (durch Besuche von oeffentlicinergeschlossenen Proben,
Fachkonferenzen, Vorstellungen, open labs, Vorfugden, Inszenierungen, Ausstellungen,
Installationen etc.)
| translate this as follows:
the experts should have a theoretical intelligearainterest, as well as the world's contemporary
art development in recent years and have activeigyed across Europe (through the visit of
publications, public rehearsals, symposia, showiagen labs, performances, performances,
exhibitions, installations, etc.).
Daniel Aschwanden et al., “Re-form: Aussendung woTanz- und Performance-Bereich
Tatigen,”GIFT, (2003),http://www.freietheater.at/?page=kulturpolitik&diét61333&jahr=2003

(accessed December 21, 2010).

67



scene, one that could produce artists with the ability to compete in Europe’sticaradna
social spaces, which already featured a thriving community of highly enBbilopean
artists with cosmopolitan ideologies.

A 2004 report by the International Federation of Arts Councils and Culture
Agencies (hereaftdFACCA) on European artists’ mobility claims that a general push on
the regional and national levels towards increasing the mobility of artsts ha
characterized the past ten years. As the report states:

Programs have been launched, refined and revised as national and regional

borders have changed and new global concerns have emerged. Debate on artists’

mobility has intensified...as demonstrated by the number of meetings and reports
dedicated to the subjet¥.
The self-conscious internationalization of Vienna'’s fringe scene can be wuodkastan
extension of the larger European trend, which is rising so rapidly as to make it imgossibl
to “cite all the interesting and pertinent events” that aim at promotingsartiebility
throughout the EU?®

With theTheaterreformVienna was poised to make a more fully articulated
commitment to those who composed the expanding niche culture of transnational fringe
performing artists. When the tenets of Theaterreformwere finally established and
instituted, the money funneled into Vienna’s fringe scene became more regylated b
integral community of cultural agents. A system composddimirs (hereafter jurors)
and theKuratorium (hereafter curators) was established. In control of long-term artist

and company grants were the five jurors. Of these five, one to two weregddigdhe

Kulturstadtrat(city cultural minister), an office held since 2001 by Andreas Mailath-

127 Judith Staines, “Artists' International Mobilitydgrams,”D’Art Topics in Arts Policyno.17,
Sydney: International Federation of Arts Councilgl €ulture Agencies, (December 2004),
http://www.ifacca.org/ifacca2/en/organisation/pa@eBrowseDart.aspt (accessed March 20, 2011).

128 i

Ibid, 4.
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Pokorny,with the assistance of his own cultural adviser calledRésferant?® However,
theKulturstadtratalso had veto power on the other jurors after they had been séf8cted.
As of June 2009 the jurors were in control of recommending artists for a total of 14.5
million Euros of annual city support: As of June 2009 the curators (appointed for two-
year terms) were in control of recommending artists for an annual total of|Rds mi
Euros'*? Support for individual artists and/or companies, caletkin were in the form

of production grants (for individual production concepts up to two years) and concept
grants (for up to 14 fringe groups for four years tatal)Also, an additional 7 million
Euros were dedicated to be used atthkurstadtrats discretion. Uwe Mattheiss, one

of the original authors of thEheaterreformargues that this was instituted in order “to
keep the groups (who did not get funding from the jury and curators) dtfieAfiother
important outcome of th€heaterreformwas the development of Brut, a second co-
production house to compliment Tanzquartier, which had existed since 2001. The leaders

of both venues were appointed by Kudturstadtrat a sign that the spaces would be

129 Throughout this article when | refer to tKalturstadtrat | am primarily referencing the works of the
current reigningulturstadtratAndreas Mailath-Pokorny who was appointed to lbistjin 2001 and
initiated/oversaw th&Viener Theaterreform
130n an interview with the current curators of tliy of Vienna, they argued that the large four ygamts
do enable fringe artists to subsist on public futds these are administrated by the jury system.
essence, the jurors have greater power withindeeesthan the curators.

Andrea Amort, Angela Heide, and Juergen Weishaeuphtors of the city of Vienna, interview
by author, 19 August 2010, Vienna, Austria, fietides.

13ywe Mattheiss, co-author of tiéeaterreforminterview by author, 29 April 2009, Vienna,
field notes.
132 An additional segmenting of funding (approximatélgillion Euros) includeStandort Forderung
According to Bettina Jelik df1A-7 this includes projects that “fall through all tegwots.” In other words
these are funded “because Kdturstadtratsays we should” fund them.

133 Barbara Stuewe-Essl, “Austria: Professional Indejeat Performing Arts - Financially Still on
the Fringe,"GIFT, (2006),
http://www.freietheater.at/?page=europeanoffnet®sdbpage=country_report#Zaccessed December
21, 2010).

139Uwe Mattheiss, co-author of tiéeaterreforminterview by author, 29 April 2009, Vienna,
field notes.
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operated according to the blessing of the prevafiR@eled government®® In addition,
the system assured that there would be close communication between the jurans, curat
and artistic directors of the major fringe venues. These diverse braridfiesna’s new
funding system were held together by a system of close personal and profei&sdifal
When | asked the current curators if Brut funds projects that have not been furtbed by
jurors and curators, they stated that this happens, but only in rare instances. adteir ex
answer was that this happened, “in two or three occasions” during the last yeariswhi
evidence for the closeness and similar aesthetic tastes of the jurois,s;uaad artistic
directors of the two major fringe venues. These similar tastes dictaseene’s
overarching aesthetic orientatio.

It was thought that creating this integral system of administrators who were
collectively charged with the task of selecting artists and projectsftombded would
raise the quality of the scene and make the Viennese (and by extension theéAustria
brand name more legitimate within the elaborate system of transnatiorsdlspaces
that composed Europe’s cultural field of fringe performance. However, by 2008 when |
began my fieldwork in Vienna, discourse within the fringe scene suggested thatlthis ha
not fully occurred.

IG Theatered the charge with accusations againsfTiheaterreformand its
failure to innovate. In 2006 one of its publications reported that “disillusionment,

resignation, and paralysis instead of awakening and joy charactergenm@l local

135 Thomas Frank, co-artistic director of Brut Wiemgerview by author, 17 May 2008, Vienna,
Austria, field notes.

138 Ipid.

137 Andrea Amort, Angela Heide, and Juergen Weishaeupétors of the city of Vienna,
interview by author, 19 August 2010, Vienna, Austfield notes.
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climate.™® Furthermore, after a February 2006 survey of theatre and dance
professionals in the fringe scem®, Theatemreported that the vast majority were in favor
of altering the funding system instituted by the initial reform. 67% of thosedpattre

in favor of increasing the democratic nature of the funding system by craatioge
mixed panel of jurors, increasing the number on the panel to seven, replacing one
member each year, and holding the jury meetings in a more public fétufhis survey

is evidence for the divisive effect that thieeaterreformhad on the fringe scene’s
cultural agents.

The root of the divisiveness within Vienna'’s fringe scene was related to the
displacement of the more localized artists by the more transnationed trdiswere
grafted into the scene as a result of the self-conscious internatiapalinstituted by
theTheaterreform This division caused rifts betwela Theaterand the international
artists who had already been active in the scene befofddaterrefornbegan. For
example, Russian artist Oleg Soulimenko and French artist Phillipe Reezaowce more

engaged withG Theater In 2003, these artists and the peopléatheaterpresented a

138 The exact German phrasing i§rhiichterung, Resignation und Lahmung statt Aufbrured Freude
kennzeichnen das allgemeine Klithatranslate this as, “Disenchantment, resigmatand paralysis
instead of newness and pleasure characterizetdlectionate.”

“Wiener Theaterreform 2006: Entschiedene Ablehnwesgkdiratorenmodells,”

GIFT, (May 12, 2006),http://www.freietheater.at/?page=kulturpolitik&dét853028&jahr=2006

(accessed December 21, 2010).

139 The exact German phrasings is as follows,
67% sprachen sich fir ein gemischtes Gremium naa@rschaffenden sowie Expertinnen
anderer Bereiche aus; gefordert wurden: die Sitamgffentlich abzuhalten, eine
Auseinandersetzung Uber asthetische und inhaltlGeklsetzungen in Form von 6ffentlichen
Hearings und die Einfihrung eines Rotationssystghslich wird mindestens eine Person durch
eine neue ersetzt).

| translate this as,
67% speak for a mixed committee with theatre makernaell as experts in other areas who will
support: holding open meetings, a discussion abeiting aesthetic and content goals in the form
of open hearings, and the inauguration of a ratagisstem (annually at least one new person
should be established).
Ibid.
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united front regarding their desires for theeaterreforrs outcomes and published these
in GIFT. However, in recent years, there have been no additgiRdl publications
authored by Soulimenko and Riera, two of the scene’s most prominent transnational
fringe artists. Although it is likely that thosel& Theatemwould deny the rift between
them and these early pioneers of Vienna’s transnational fringe scene, itildepimss
perceive their lack of collaboration as having stemmed from the division cautiesl by
city’s push towards funding artists with more international backgrounds and
cosmopolitan outlooks over artists who retained more local mentalities.

During the late 1990s and early part of the past decade internationalgnaigis/
like Oleg Soulimenko (Russia), Yosi Wanunu (Israel and New York), and Superamas
(five Frenchmen and one Austrian woman) represented a new wave of transnational
fringe artists to Vienna. Around the time of fhieeaterrefornthey were followed by
others. These included Cezary Tomaszewski (Poland), Robert Steijn (Aledsir
Alexander Gottfarbe (Sweden), Kroot Jurek (Estonia), all of whom have madécsighif
contributions to the scene through independent projects and collaborations with other
artists. Linked with these artists were native Austrians with cosmopoliteoksitvho
traveled the transnational festival circuit and who did not necessarily Vizvala
orientation as an intrinsic aspect of their work. These include Milli Bjtiedntbmas
Kasebacher, Doris Uhlich, and Cie. Willi Dorner. Such artists would eventaatig to
displace many locally-oriented artists who had lived and functioned within the scene
during Austria’s period of greater national isolation. Such artists included Susanne
Tabaka-Pillhofer (Theater Tanto), Sebastian Protl (Tanz Atelier), asabEth Orlowsky

(Compagnie Smafu), to name a few. Within the cultural agents’ discoursdinggar
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Vienna's fringe scene, it has become very common for those who associa with
Theater and who lament the results of fhieeaterreformto be labeled the “losers” and
for artists like Soulimenko and Riera to be dubbed the “winréfsli the “winners™
discourse the “losers” are associated with illegitimate complaints alsystean operated
by a small group of well-intentioned bureaucrats who truly attempt to makeioosdi
better for artists and for the sustained symbolic capital of Vienna’s fsceyee as a
whole.

In sum, theTheaterreforncreated a self-conscious discourse on internationalism
and Vienna'’s position in Europe’s interconnected cultural field. Simultaneously, the
reform led to increased exclusion and greater government dependency. The
Theaterreforndid this by granting a small group of people, who were appointed by the
city of Vienna, more control over the means of production. Although Vienna’s socialist-
inspired model of arts funding had already established its influence oves lanig
before theTheaterreformbegan, in one of the many ironies associated with
Europeanization, it appears that this phenomenon may have actually increased the
authority that once existed.

Socialism and Neo-Liberalism in Vienna’s Transnational Fringe Scene

A plethora of scholars theorize Europeanization and globalization as
complimentary processes, and argue that one of the primary factors imteestated
processes is the liberalization of social and economic ptficyhis often manifests as

moves towards mixed models of cultural funding, which feature governmentsraivest

140 Haiko Pfost, co-artistic director of Brut Wienteénview by author, 12 May 2009, Vienna,
Austria, field notes.
141 5ee chapter four for a more in-depth discussichese terms and how they influence the culture of
transnational fringe performing artists.
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themselves of economic responsibilities while allowing private corpostimn-
governmental organizations, foundations, and other systems of philanthropy to increase
their cultural support. It could be argued that the increase in neo-libesgisned on by
Europeanization threatens to erode socialist-inspired systems of culhdald, like

what has existed in Vienna for quite some time. Such erosion would force artisekt
support from private corporations, rather than public funds. People who hold this
position would claim that Vienna’s control over its culture is being weakened from the
outside and that artists will soon enjoy greater independence, or freedom from
government control. Although this may be a future outcome of the structural changes
the current circumstances are bleaker.

When dealing with small niche markets such as Europe’s fringe scene, mixed
models of cultural funding are problematic at best. As an ERICarts Ins&pdg on the
economic status of artists in Europe states, many non-governmental agartie
foundations “are often more money-seekers than money providers” and, therefibre, “sti
operate on a weak economic fundaméft. Furthermore, although there is evidence that
European governments are offering more incentives for private corporatioage¢o m
donations in the cultural arena, these reforms are difficult and slow to insttutea
recentNew York Timearticle Michael Kimmelmand points to the time needed for certain
European nations to make an effective transition from socialist to neo-libared bf

arts funding. He also addresses the hurt that European culture makecsnuél @s they

142 panielle Cliche and Andreas Wiesardts and Artists in Europe: New Challeng&RICarts
Institute, (2007)http://www.ifacca.org/media/files/Arts%20and%20Att%20in%20Europe.pdf
(accessed March 13, 2011).

3 This is especially the case when private corponatio not stand to increase their visibility, axgand
their profit margin, when dealing with small nichrarkets like Vienna’s year-round fringe scene.
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await adjustments within the systéffi. Kimmelmand highlights several factors that have
been argued in this chapter. For example, he states that European nations hawge “nex
no tradition of private giving” and that “there are few, if any, tax incentvestice
private donations in many countrie$™ He points to Britain as a model for the
transformation happening throughout Europe, describing how the shadow culture
secretary for Britain’s Conservative Party, Jeremy Hunt, promisedrtalute a more
philanthropic method of arts funding modeled after the United States. ImBtitis
promise met with a large amount of skepticism. Although Hunt maintained thalt he sti
believed in state subsidies, but merely wished for a more “mixed-economic funding
model for the arts,” some feared that a system of philanthropy would not develop quickly
enough to replace the cuts in state funding that would inevitably happen as the state
moved towards a more “mixed” model. Ultimately, Kimmelmand argues thatidw
take at least a generation for the philanthropic system to develop in many European
nations™*® The necessity of this generation-long development period plays a large factor
in the fierce competition derived from ViennTkeaterreform*’

In Europe, the rise of neo-liberal policies, which partially resalnfthe
expansion of the EU, are causing artists to confront a difficult proceskaptation. In
her article entitled “The Globalization of the Economy and the Effects of &idyPthe

Case of Austria,Elisabeth Lichtenberger argues that in Austria’s new system

144 Although this journalism is directed towards otBeropean nations | include it in this chapter on
Vienna's funding structure because it providesrdasler with important insights into the economisisr
being faced by artists within Europe’s culturaldiat large.

145 Michael Kimmelman, “In Europe the Arts Ask for Affi New York Timeslanuary 10, 2010,
Art and Design Section, online editidmtfp://www.nytimes.com/2010/01/21/arts/design/2 balohtm!|
(accessed, December, 2010).

4 bid.

147 Elisabeth Lichtenberger, The Globalization of Emmy and the Effects of EU-Policy: the Case
of Austria,” Enyedi-Regions and Cities in the Global Wo(2000): 115-125.
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“Entrepreneurial thinking and risk taking are needed” but that “decades of social
distribution strategies have all but eradicated” these attititi€khis statement is
consistent with studies conducted in other socialist-influenced economies throughout
Western and Eastern Europe. For example Sophie Meunier of the Woodrow Wilson
School of Public and International Affairs at Princeton University claintghieaise of
neo-liberal policies as a result of globalization is “particularly clifti for a society that

is used to looking to the state to provide jobs, redistribute incomes, protect against
unwanted imports, and promote prestigious industrial sectors and perceived national
interests.**® Meunier cites the 1999 case where France’s former Prime MinisteelLi
Jospin declared that the state could do nothing to assuage the pain of his Frenchmen
when the tire-maker Michelin announced massive layoffs because “it was notlomger
state’s duty to administer the economy.” When confronted with such new government
attitudes towards the French economy, the people were without a reference point and
found coping extremely difficult. This is happening throughout Europe, and patiicular
in Vienna.

In Europe, as elsewhere, the market for fringe performance isrgetdaough to
allow artists to sustain themselves on ticket sales alone. Furtherngaeizations apart
from the government are not doing enough to keep the niche alive. The confluence of
events means that more fringe artists will pine for diminished govermesmirces
while they lament the dearth of government support. This is occurring withnma/end

creating a visible struggle among cultural agents.

48 Ipid.

149 Sophie Meunier, “Globalization and EuropeanizatidrChallenge to French Politics2rench
Politics 2 (2004): 125-150, 2,
https://www.princeton.edu/~smeunier/Meunier%20Gldation%20Europeanization%20French%20Politi
cs.pdf(accessed March 11, 2011).
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In Vienna'’s scene the “winners” of tideaterreforntend to argue that the local
artists they displaced were ousted from the scene, or pushed to a marginalizea, posit
due to their cultural insignificance. The “winners,” who now often enjoy a level of
economic success abroad as well as domestically, argue that the’ ‘thagklsng been
the recipients of Vienna'’s socialist “handouts” and did not deserve such support. This
claim is consistent with current journalistic and scholarly discourse, whsrargued
that individuals and groups who do not quickly adapt and flourish within the new mixed
system of cultural funding are merely victims of their own irrelevance.examnple,

Alan Riding ofThe New York Timesrgues that French artists “often seem out of touch
with society” and he blames this on their tendency to view government subsidies a
“birth right,” despite the artists’ lack of contemporary resonance. Furthmermiding
argues that the government has tended to cater to the demands of this vocal group of
artists who demand their subsidies, rather than allowing the new model taact as
filtration systen>° According to this logic, government funding has unnecessarily
safeguarded artists who fail to connect with mainstream audiences. Tieissaragited

in the reality that in a more mixed economic system, mainstream succesdsbedat
more important because private corporations tend only to fund projects that inbesase
visibility among target demographics. The problem with this angle is that most
“winning” fringe artists in Vienna are also irrelevant according to tpasameters. Even
when they perform outside of Vienna, these artists tend to showcase their wankawithi
small niche community composed of an integral audience of other transnatiogel frin

producers. This community is barely self-sustaining and does not have the réach tha

130 Alan Riding, “No Stumping for Culture in the FrénBresidential Election,;The New York
Times Culture section. Online addition, March 14, 2007,
http://www.nytimes.com/2007/03/14/arts/14cult.htpd@ewanted=prinfaccessed December 21, 2010).
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most private corporations demand. In Vienna, as elsewhere, the fringessnene i
commercial by its very nature.

In Vienna’s fringe scene, which includes cultural agents who are accustome
working according to the belief that alternative and antagonistic cudttine i
government’s responsibility to the people, fringe artists will continue to seekngoset
support for their work. Concurrently fringe artists will continue to be faced with
difficulty obtaining support from other local sources because most corporatoht® tee
driven by a desire to accrue more economic capital. To these corporations, artg fundin
is often understood as a marketing ploy. In Vienna, the few cultural projectbdhat
receive private sponsorship over the past years were usually more intetatrisible
than the pieces that are often displayed in Brut and Tanzquartier throughoegrthe y
The Wiener Festwochen is one example of an international festival thaeteainge
performance from around Europe and that receives sponsorship from corporations as
diverse as Casino Wien, Ottakringer (an Austrian beer company), and Sieéhmens.
Funding larger events like these affords the corporations more opportunitiesheirget t
corporate logo seen by potential costumers, thus creating greater periiigdot
Although the productions currently dominating the stages of Brut and Tanzquartier
sometimes enjoy longer runs throughout Europe’s transnational fringesstieece
audiences for these are limited and, therefore, the exact profit poteritiatiofg these
works is difficult for corporations to gauge. Evidence for the lack of catp@upport
for Vienna-based fringe artists is found on the company websites, which rrdatedhto

include the logos of their sponsorship. Most of these sites include the signatuceé label

1 The prominence of such sponsors’ logos is evidarthe Wiener Festwochen’s website and all
accompanying publicity materials for the event.
http://www.festwochen.ataccessed December 21, 2010).
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the city of Vienna and/or the Federal Republic of Austria. Conspicuously abs¢héa
corporate logos that readily appear on the brochures for the Weiner Festédchen.
Further evidence for the dearth of support for the fringe scene offered by tiomnmia
found in the quantitative data from the 2006 Klamer et al. study on financing the arts and
culture in Europe, which shows that artists in Austria (as well as in France, the
Netherlands, and Spain) receive less than 3% of private support for culture in relation t
public funding®>® Despite these factors, Vienna’s budgets for cultural funding are
stagnating; and many fear that the city will gradually decrease sdppoultural
projects in the coming yeats: This is happening alongside of the city’s growing
prominence as a European destination and the gentrification of sections of the city
formerly home to people from lower income brackets, including most frinigésart

In Vienna, the city’s diminished support for fringe performance is beirtgywah
continue to be, divided among artists who are creating works that fit into a certain
aesthetic mold, which can translate across national borders and thrive withie a nic
market that is dominated by cultural agents with similar tastes. A geteqi of these
successful government-funded transnational fringe artists wikeptéiseir work at larger,
more visible festivals like the Wiener Festwochen, which corporations aldaadéund.

Both the government and the corporations may neglect fringe artists wakbesn@ting

152 The websites below are provided as a samplingefypes of funding that Vienna’s transnationaidg
artists receive.
http://www.notfoundyettheatre.corfdccessed March 14, 2011).

http://www.unitedsorry.comfaccessed March 14, 2011).

153Quoted in Arjo Klamer, Anna Mignosa, Lyudmilla Rata, The Relationship Between Public

and Private Financing of Culture in the Eittp://www.klamer.nl/docs/kmp.pdccessed March 11,

2011).

134 1n aCountry Reporissued byG Theaterin 2006 the authors lament the “stagnation” indmid for the

performing arts, which have not been adjusted émregal inflation and the rising costs of living\ienna.
155 sabine Kock, business director f& Theater interview by author, 16 May 2008, Vienna,

Austria, field notes.
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to create innovative projects according to an internal creative drivevdinias as a
counter to the prevailing, and increasingly uniform, tastes of Europe’s transhationa
fringe scene. This is likely because these artists, who may also be theosaephio
intentionally antagonize against local traditions, have far less potentiat¢éasecthe
symbolic and economic capital of the local government and corporations. Despite the
lack of support available to fringe artists who do not fit within the current aiestimek
ideological leanings of Europe’s transnational fringe scene, they widlgase trying to
secure funding from the very sources that have no vested interested in funding them.
This is a bleak situation, of which fringe artists are well aware. Consequbethare
making greater artistic compromises. Principal among these compsomdtudes the
tendency to reverse the classic avant-garde “winner loses logic,” ivwclong played
an important role in the development of European fringe performance.

The current system in Europe’s fringe scene is somewhat antithetical to the
“avant-garde impulse,” which many of the city’s fringe artists claim tGqss
European fringe artists are not likely to eschew government funding nor pi&kéheto
generate products until they have first secured external financial stfip@ttey have
become so naturalized into socialist-inspired models of arts funding and into the
progressively economic demands of a niche transnational cultural market that thei

dependency on these has become a dominant part of their performance culture.

1% |n an interview with New York’s alternative culeupublicatiorBomb Pavel Liska of the Nature

Theater of Oklahoma, a prominent New-York-basawjiigroup that has enjoyed a great deal of suatess

Vienna's cultural field (see chapter three), claims
artists in Europe sometimes say ‘I didn’t receiwe subsidies so I'm not going to produce any
work.” | don’t understand that. | would still trigut in Europe there is no infrastructure for that.
would feel very lonely to be the only one reheagsmmmy own apartment where most of our
shows are creatéd®

Pavel's statement is evidence for the dependen@xtarnal sources of funding that most Europeamyé&i

artists have.
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According to the classic avant-garde “winner loses logic” dependency odeouts
economic support threatens to disinherit fringe artists of their selftidation as
outsiders and limit their creative freedom. Within the fringe scene themmElex
interplay between the artists’ dependency on external support and their teradealcly t
onto the last vestiges of their “avant-garde impulse,” which is rooted ined theit
artists are autonomous agents able to free themselves from the manacles of the
corruptions of established society. This interplay amounts to an identity winsch the
artists often knowingly confront in their discourse and products.

There are some artists who exist in a more autonomous field than those | have
been describing. These cultural agents are not as subject to financialetepeon the
transnational fringe scene or the local government; instead, they intdgtlmeme
non-participants in the processes that tend to create the identity crisismadrabove.
The scant presence of such relatively autonomous agents within Vienna’s fringessce
evidence for the majority’s extreme lack of independence.

Warren Rosenzweig of the Jewish Theater of Austria, who is himself a
transnational fringe artist, is perhaps the most vocal non-participant in Ydenna
institutionalized fringe scene. Although his theatre has existed since 1999, teéghea
website proudly proclaims that it is “an international stage for an interdultura
Diaspora..not sponsored by the city of Vienfd’ The theatre’s disassociation with the
city of Vienna'’s institutional system of cultural support is a way for thotieeadheatre to
articulate their independence and “loser wins” mentality. Rosenzwesglokeshis

position as “marginalized,” “non-mainstream,” and “non-normative,” as opposedrtp m

15" The Jewish Theatre of Austriaitp://www.jta.at/(accessed December 21, 2010)
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other European fringe artists who, he claims, demonstrate opposite etistiast>®
Rosenzweig understands that his duty is to force the local population into confronting
their Nazi past, which he argues is still underrepresented in the cultuvénatea

Believing that xenophobia is still a prominent issue within Austrian societarneot
anticipate ever receiving funding from the city of Vienna for his JewishréheBtven if
funding were an option, he would fear the underhanded, and subtle censorship, or even
self-censorship, which might restitf. Rosenzweig fully demonstrates his own “avant-
garde impulse” when he states, | believe “that the (funding) system shatoichbe

down.”®°

This theatre’s renegade posture functions as a sharp contrast to the mewofaliti
the vast majority of established and fringe artists in Vienna who find thezssala
seemingly inescapable position of collaborating with the demands of anti@adithe
unified European fringe culture industry and to the socio-economic interesisnoiege
cultural policy. It appears that there are, indeed, artists within Vienna WHuarsttion
according to the “avant-garde impulse,” however, these artists are |fmattdhe
margins of culture and have no place within the city’s consecrated friage,sghich is
the subject of this dissertation’s analysis. These artists are alsdferandicategory
than the so-called “losers” of tideaterrefornbecause they manage to sustain
themselves by occupying specific niche markets within the city that hdeddido with
state policies, and more to do with audience desires, albeit the desires of atediel

refers to two principles of hierarchicalization, the heternomous, “favorath®se who

138 \Warren Rosenzwejglirector of Austria’s Jewish Theater, interviewdaythor, 22 May, 2009,
Vienna, field notes.

159 bid.

189 |bid.
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dominate the field economically and politically” and the autonomous, those who “tend to
identify with a degree of independence from the economy, seeing tempora éailar

sign of election and success as a sign of comprorfisai’hen placed alongside the

more autonomous Jewish Theatre of Austria, it appears that those in Vienna’s
institutionalized transnational fringe scene (or at least the scen@isens”) may

somehow be in the former category, despite their claims of independence and
marginalization. More so than ever, as a result of various factors related to
Europeanization, it appears that artists in the city’s consecrated transh&inge scene

are indeed subject a degree of self-editing, if not self-censorship,tiktst ar the true
margins of Viennese culture appear to largely avoid.

Vienna'’s Integral Fringe Community and its Top-Down Imposition of
Internationalization and Quality

Vienna’s struggle for legitimacy in Europe’s cultural field has been most
manifested in the city’'$heaterreformwhich placed more power into the hands of a few
administrators. These administrators, who had an overwhelming orientatianmsow
Europe, had the specific task of funding fringe artists who had the potential to succeed i
Europe’s transnational social spaces. This promised to bring greater syoapital to
Vienna’s brand. Despite its non-local, European orientation this group of adatorist
and the artists they support constitute an integral community, which is firfiligted
with the city’s socialisSPOeparty. In this community, the notion of quality appears to
be manufactured in a top-down manner. Furthermore, as the government-issued funds of
this integral community become more limited, it seems that self-editiog@the artists

will ensue. Transnational fringe artists’ self-editing resulting froftaborating with the

181 Bourdieu, 40.
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prevailing tastes of those in charge of financing is a factor recagmzbe ERICarts

study on artists’ mobility when the authors recommend that artists “dendsgedine

first the content of (an) artistic proposal, independent from how it will be eeladizd
financed; then look for the appropriate funding schemes and possible co-prodtfcers.”
This suggestion comes with a warning that the opposite scheme, i.e. perceivistethe ta
of those who fund and developing a project with this in mind is a detriment to quality
artistic production, although it is often done in this way. In Vienna’s fringe stdnes
appear that self-editing has already been happening, albeit in subtiecasaentralized
notions of quality are encouraged by those in charge of distributing funds amatsg artis
Even though there is no explicit censorship within Vienna’s system of arts funding, the
small, univocal nature of the community means that a certain level of satigeadil

persist.

Vienna’s funding system is operated by a system of internal connections and
professional friendships. Although this system is driven by well-intentioned diodilg,
these culture makers, or social agents, constitute one arm of the citydgipgesPOe
party and must function according to its precepts. Likewise, the artists whuddmpe
these individuals must cater to the party’s predominate notions of aesthetig. qualit
Gossip about the prevailing tastes of the curators and artistic directomsnoiald major
fringe venues abounds. Such conversation is partially rooted in the writings of various
journalists from publications such @FT, Der Falter (translated as the folder, a satirical

Vienna-based news magazine), andwWiener ZeitungViennese newspaper), who often

182 birectorate-General for Education and Culture dpean Institute for Comparative Cultural
ResearchMobility Matters: Programmes and Schemes to SuppertMobility of Artists and Cultural
Professionals Final RepgrAn ERICarts Institute Study for the European Corsimis(DG Educationa dn
Culture), (2008),http://ec.europa.eu/culture/key-documents/doc/esffaal_report_ERICarts.pdf
(accessed March 13, 2011).
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comment on cultural issues that affect the fringe scene. However, the maijoinity
hearsay stems from the artists’ own personal dealings with the curatadiatid
directors.

Within the context of Vienna, it appears that all the artists who are sutgessf
working know the curators and the artistic directors of the major venues onrafirst
basis and have met with many of them to discuss their work. In an interview with the
current curators of the city of Vienna they claimed that they have rmeftesed to meet”
a given artist about a project. Furthermore, they emphasized the “direcuoaation”
that occurs between themselves and all the artists within the'$¢efeey argue that
this openness is essential to assure that the artists are given a fair ofypiartumiction
within the system. Juergen Weishaeupl, current curator of the city of Viensdhaaie
and his fellow curators often know the artists by the time they meet with thesctssli
their project proposals. He adds that he gets to know these artists in a number of ways,
i.e. by spending time at Brut’s bar after a performance and having a dtintheiartists,
observing DVDs of artists’ prior productions, and/or receiving emails orddttam
potential artists. It appears that the curators have a multi-directippedach to
determining who gets funding and that this is presided over by personal communication
with the artists. Despite their well-intentioned efforts, it must be notedhaurators
themselves are part of a larger system that is dominated by poljeredas.

Vienna’'s curators, who are seemingly given a level of autonomy, are appointed to

their positions because they already had an established track record tfaaatigned

with the city’s overall goals for the fringe scene. Those who initiated@baterreform

163 Andrea Amort, Angela Heide, and Juergen Weisha@upétors of the city of Vienna,
interview by author, 19 August 2010, Vienna, Austfield notes.
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insisted that the curators should be determined based on their “theoretitgeimtel and
interest” regarding “the world’s contemporary art development in recans’yand on

their current activity and visibility in Europe’s expansive fringe s¢éh&ince the

reform, it appears that the curators have cohered universally to thisrnosisteor

example, Andre Turnheim, who was among the second wave of curators after the
Theaterreformwent into effect, demonstrates his orientation toward transnational social
spaces outside of Vienna when he states that it is “necessary” for adatonssto be

well informed regarding what aesthetics are materializing throughoap&tfr He also
stresses that although cultural diversity is not necessarily the yprishien determining
which artist will get funding, it is a large fact§f. Similarly, Marianne Vejtisek, also
among the second wave of curators, states that “Viennese taste needs to adapt to
international tastes, not the other way (aroun).All the curators from the time of the
Theaterreformuntil now have had a degree of international experience. Their resumes
include performance and administrative work in Berlin’s historically irtgonal fringe
scene, education in places like London and Australia, and a record of performances
and/or journal publications on highly international performances presented throughout
Europe’s system of co-production venues and festiV&lin sum, it appears that

Vienna's integral community, led bySPOeconcentrated group of administrators, was
appointed based on their exposure to the transnational art market and due to their non-

local ideological orientation. Even though the curators have changed a fewitioges s

164 Aschwanden et al.

%°Andre Turnheim, former curator for the city of Vi interview by author, 8 May 2009,
Vienna, field notes.

198 Ipigl.

187 Marianne Vejtisek, former curator of the city ae¥ina, interview by author, 3 June 2008,
Vienna, Austria, field notes.
%8 The following website provides more specific infation on the current curators’ resumes.

http://www.kuratoren-theatertanz.at/team.h{adcessed March 13, 2011).
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the initiation of therheaterreformthis transnational orientation has remained a constant.
Furthermore, Vienna’s fringe artists appear to possess an acute esgaréthe
international tastes of these curators.

Generally, it is the artists’ responsibility to make contact with thésaityrators
and to pitch their ideas to them in the hope of being considered artistically arabl
fundable. Although the curators attempt to make the communication process as open as
possible, there are potential issues within the system. In most instancesatbes meet
the artists several times. During these meetings the curatorhi@elgists adapt their
projects in order to assure that they will have the potential to reach a @wetiof
quality determined by themselves and the office okihkurstadtrat Regarding quality,
the curators stress that “we have some know how,” which they argue comes from their
extensive experience as administrators, critics, and academics Wwetfialtl of
“contemporary performance® When asked how they determine funding, they argued
that their decisions are the result of a complex formula, where all aspduotsantists’
work, from process to performance, are under investigaffofthis notion of a
“formula” for determining quality, also mentioned by the people who held positions as
curators between 2007 and 2009, is unwritten and the curators freely admit that it is not
something that can be simply articulated or objectified. Furthermore, thersura
acknowledge their own mentorship role within the system. To a certain extent the
curators contribute not only city funds but also artistic input, which the artists must

graciously accept in order to receive the money. Andre Turnheim insists that the

169 ||
Ibid.
170 Andrea Amort states that the artists’ “procesmjsortant,” signaling that this too is under invgation
by those who determine the funding. In additioms fimportant for artists to show it (their press.”
Ibid.

1w
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curators’ authority is held in check by the fact that they do not stand to earn better
reputations based on the projects they fund, whereas the artistic directorsityfshe c
fringe venues do; however, the curator’s notoriety among the fringe commuentyg se
be contrary evidence to Turnheim’s claiffi.Nevertheless, | am not arguing that the
curators wish to establish their authority over the artists’ aesttmiistructions’?
Instead, | am suggesting that the city’s current system does have the ptuewizy
younger artists in a certain direction, which is in line with the aesthstestaf the
curators, jurors, and artistic directors of Brut and Tanzquartier.

Turnheim states that, although some claim that the prevailing tastes of the
curators who operated between 2007 and 2009 was “avant-garde,” he and his fellow
curators merely located artists in the scene who were “strong” and funded tleghobas
their “quality” rather than the artists’ aesthetic orientatidnSimilarly, Thomas Frank of
Brut claims that when deciding on Brut’'s programming he looks for “qualitytienV
past and present curators and the artistic directors were asked howfiheyqieality,”
the concrete nature of the term began to break down. For example, Frank claims that
“quality” is synonymous with whether or not an idea is “striking.”Furthermore,
Turnheim admitted that “there are no common standards” and that there is no direct
rubric for determining quality’> The ambiguity in these administrators’ responses is

representative of the inability of individuals and collectives to define wlabfessional

1 Andre Turnheim, former curator for the city of e, interview by author, 8 May 2009,
Vienna, Austria, field notes.

1721n chapter two | will discuss the power of thdsiit directors of Brut and Tanzquartier.

173 Andre Turnheim, former curator for the city of Wi, interview by author, 8 May 2009,
Vienna, Austria, field notes.

1" Thomas Frank, co-artistic director of Brut, iniew by author, 17 May 2008, Vienna, Austria,
field notes.

75 Andre Turnheim, former curator for the city of e, interview by author, 8 May 2009,
Vienna, Austria, field notes.
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or not. Evidently, a specific standard for judging a performance or aticarbacept
does not exist. When searching to determine criteria for judging tasteest to
examine the track record of the arbiters, who in this case are a small group of
administrators appointed directly by Vienna'’s rulBigOeparty.

Pierre Bourdieu claims that what is at stake in the field of cultural produstion i
the ability to define the artist and to impose a dominant aesthetic notion on those who
operate in the field’® He argues that the notion of quality is generated by various social
agents within the cultural field who act according to a wide array of persoifeigorees,
which stem from economic, political, and other leanings. These social agents, in this
instance curators, jurors, and artistic directors, manufacture the notion ¢y quahder
to limit which artists may be consecrated within the cultural field. Thalsagents
argue that limiting is necessary, especially when considering the éklaamount of
funds available to sustain the artists in the field. Thus, in Bourdieu’'s analys@nitept
of a universal aesthetic, an idea derived from the Enlightenment philosophemusima
Kant, is de-legitimized and replaced with a more subjective notion of qiidlihe
implication of Bourdieu’s theory is twofold. One, it suggests that the notion of quality
can be nothing more than a subjective phenomenon and that when social agents claim
that it is objective they are in error. As Bourdieu claims, “culture is not whas dmu
what one has, or rather, what one has become,” which means that there is no natural
arbiter of quality except what one has been conditioned to accept through various socia
forces'’® Two, by claiming to have a solid, objective notion of quality the administrators

are exerting their ability to exclude certain artists from the fieldubéial production.

176 Bourdieu, 42.
7 bid, 2.
178 |bid, 234.
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They are perpetuating the competition within the scene. This dissertagitweretofore
argued that, within Vienna, quality has become synonymous with international, astat le
with the ability for a product to be marketed in a transnational fringe scerah ishi
critiqued by the artists themselves as being somewhat aesthedmdligeologically
uniform. Those who do not cater to this dominant notion of quality are pushed out of the
local field. Furthermore, due to their complete dependence on the integral comofunity
curators, jurors, and artistic directors, those who have been pushed out of the scene are
rendered all but powerless to exert their own influence through more grassraots the

The “winners” of thelheaterreforntend to argue that funding decisions are
based on a more objective sense of quality and the “losers” dhdeterreforntlaim
that the system is rooted in subjective notions of quality, derived$@@eleanings.
Those artists and administrators who occupy the “loser’s circle,” clainthin@ntire
Theaterreformwas merely an effort to push one, centralized version of quality and
eliminate the artists who did not submit to it. For example, Sebastian Protl of Tanz
Atelier offers a highly cynical and yet, in terms of Bourdieu’s theory, sterst
explanation for th&@ heaterreform He suggests that the reform was instituted in order to
“cut down the scene'®™ Many of the scene’s consecrated artists claim to be weary of the
scene’s vocal majority, of which Protl is a member, who receive little to nohe of t
city’s dwindling support. Haiko Pfost claims that in the past years thesssias the

Theaterreformhave banded together under the umbrella ofGh€heaterin order to

1791 am not suggesting that all local artists areggiushed out of the scene; however, it does aphagr
many of these artists have been somewhat dive$tdeio cultural and symbolic capital, and thathsgs
subtle acts of symbolic violence are being inflicteopon them due to prevailing trends within thg’sit
cultural funding policy.

180 sepastian Protl, artistic director of Tanz Atelieterview by author, 19 June 2010, Vienna,
Austria, field notes.
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form a united front against the system, which they believe to be subjective amat.corr
He also argues that, as a “professional,” he has no need to pander to the “losers™
demands$®! Uwe Mattheiss, an original author of thikeaterreformargues that the
artists who do not get funding “say it's personal taste” while the artists whetdo g
funding “say it's because they were great.” In other words, those who do not receive
funding see the system as subjective while those who do receive funding view the
structure as objective? Mattheiss admits that he has personal taste, but that his taste
alone is not what dictates his funding decisitisThe artists need to engage with him
and other curators in an open dialogue. If the curators believe that the avistsléeel

of professionalism, then they are funded. But it is impossible for artists and
administrators to be completely objective in this process. When determining funding
criteria, they must, therefore, consider certain projected outcomes ofutheing
decisions, namely the explicit and implicit intent of Vienna’'s current clitunaling

policy, which is to help increase its symbolic capital in an expanding European field of
cultural production. Based on these material factors, it appears that Vieeddiinage
artist Yosi Wanunu’s claim that in Vienna “people run away from being locdl &aal a

high level of credenc®* Thus another seemingly ironic, yet dominant, aspect of

181 Many others within the scene who are currentlpaissed with the prevailing regime also refer te th
IG Theaterand those associated with it as “losers.” Fongda, Andre Turnheim refers to the whole
organization as “an association of losers” who"aod in touch with what is going on.” There arases
on both the “winning” and “losing” sides and norfeéteir comments should be taken at face value.

Andre Turnheim, former curator for the city of Vi@ interview by author, 8 May 2009, Vienna,
Austria, field notes.

18we Mattheiss, co-author of tiideaterreforminterview by author, 29 April 2009, Vienna,
Austria, field notes.

183 pid.

184 yosi Wanunu and Kornelia Kilga, artistic directord producer of Toxic Dreams, interview by
author, 20 May 2008, Vienna, Austria, field notes.
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Vienna’s fringe performance culture is revealed to be the artists’ needdbaralle with
the local governments’ process of internationalization, which is imposed from.above
The SPOe's Non-Local Agenda for Vienna's Fringe Scene

In Vienna the ability to dictate taste is placed into the hands of select
administrators who are appointed by 8f@Oe Furthermore, the fringe scene is
inhabited by artists who act as willing, yet critical participantis agendd® The
artists are well aware that the city’s principle venues, TanzquartéeBrut, “belong to
the city and (that) the city decides their leadersHip.in addition, the artistic directors
of these venues admit that they are deeply entrenched with8Ptheagenda, and are
politicized just as the curators and jurors &feln most instances, in order for an artist or
group to be considered by Brut, it must first have been approved for funding by the city
of Vienna or the Federal Republic of Austtfi. Also, the impact of an individual artistic
director, while potentially great, is somewhat limited by the caps placdteordnures.
In a recent article published on the eve of Gareis’ forced retirement fronrébodship
of the TanzquartieSueddeutschéeitung(translated as South German newspaper) critic

Eva-Elisabeth Fischer called Sigrid Gareis, “the most promineninvaitiienna’s

18 Sophie Meunier acknowledges how in France pdditisimust demonstrate their control over the
economic system in the presence of accusationsht@agiobal market decreases it. This may be corem
reason why Austria’SPOeemphasizes its role in the cultural arena. IntAaisas in France, politicians
still have a need to articulate their promineneriol the success and/or failure of certain niches.

Sophie Meunier, “Globalization and EuropeanizatiérChallenge to French Politicsrench
Politics 2 (2004): 125-150, 4,
https://www.princeton.edu/~smeunier/Meunier%20Glidation%20Europeanization%20French%20Politi
cs.pdf(accessed March 11, 2011).

186 Bettina Jilek, researcher for MA-7, interview hytfaor, June 2009, Vienna, Austria, field

notes.
'87n an article entitled “Restaging Europe: a CaltiDiary” Dragan Klaic argues that “those running
performing arts venues, companies, and festivald®acoming politicized—perhaps even more than the
artists—because they are intermediaries, standidgnthe multidirectional pressures of subsidy give
boards, competing institutions, and the media.”

Dragan Klaic, “Restaging Europe: a Critical Didryheatre32, no. 3, (2002).

188 Thomas Frank, co-artistic director of Brut, iniew by author, 17 May 2008, Vienna, Austria,
field notes.
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theatre reform which stipulates that posts such as hers may only be prolonged®wice
Although this stipulation may have been instituted by the government as an importa
safeguard against further stagnation, the discourse generated inglesfrene

surrounding Gareis’ retirement from Tanzquartier had the distinct markearo€dming

from the artists who had enjoyed success under her tenure and worried that the shif
leadership would require them to cater to a new set of aesthetic demands handed down
from above. The limits on the terms of the artistic directors proves that dithoeig
personal and political are highly enmeshed within Vienna’s transnational ftege,

the political sphere always has the upper hand.

The thick political atmosphere within Vienna is a factor noted by many within the
scene. Sigrid Gareis, former artistic director of Tanzquartier, has caiednen her
“institutional burden” while working at the venue. She acknowledges that the success
and failure of administrators and artists within the scene corresporsried and fall
of politicians. This factor is at the forefront of artists’ minds because #neylmited
options for developing work outside the politically-charged capital. As Gaates sfor
Austrian artists “it's Vienna or nothing...politicians know this...people depend on
this.”*°  Gareis explicitly links the fates of people working in the fringesde “the
party policy” of the rulingSPOe which “means everything in culturé® The increased
control by theSPOeover the ability to legitimize cultural agents continues to play a

dominant role in the emergent culture and aesthetic of Vienna’'s transnatiogaldcene.

189 Eva-Elisabeth Fischetf The Founding Director — Sigrid Gareis bids farewelthe
Tanzquartier Vienna,” (2009ttp://www.goethe.de/kue/tut/iba/bue/en4889189.(@otessed December
21, 2010).

10 Sigrid Gareis, former artistic director of Tanzdiex, interview by author, 15 April 2009,

Vienna, Austria, field notes.
191 hid.
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The more radical opinions held by artists, located at the margins ofrtge fri
scene, are not far removed from Gareis’ own comments. For example, Sebastiain Prot
the fringe group Tanz Atelier argues that the entlreaterreformnwas not generated and
carried out by the artists themselves, but by the politicians. Not only therafdarge,
but also the smaller-scale daily operations of the city’s fringe venues ecdydir
influenced by th&POe Warren Rosenzweig of the Jewish Theater of Austria claims
that “if you are an artistic director, chances are you are a sotidfisThe prevailing
political trends that have kept the promin8ROepolitical party member Andreas
Mailath-Pokorny in the position of Vienna&ulturstadrat(officially called theStadtrat
fur Kultur und Wissenschatiranslated as the city councilor for culture and science) since
2001 have assured that the political affiliations of those in charge of administering the
city’s major cultural venues would remain in a similar position. Christined&tat of
the Vienna-based fringe group theatercombinant argues that a more “autfecait#tide
towards culture and the arts” has developed in the wake of the réfofformer curator
Andre Turnheim admits that, although BBOewould deny it, they still “want the power
to decide” aesthetics and, therefore, are not apt to give artists foss spaevelop their
work outside of the scene’s institutionalized venues, which are controlled dficarti

directors with socialist sympathi&¥. Indeed, even though the current artistic directors

192\warren Rosenzwejglirector of the Jewish Theater of Austria, intewiey author, 22 May
2009, Vienna, Austria, field notes.

193 Christine Standfest, member of theatercombinateniiew by author, April 2009, Vienna,
Austria, field notes.

194 Andre Turnheim, former curator for the city of e, interview by author, 8 May 2009,
Vienna, Austria, field notes.
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of Brut and Tanzquartier come from Germany and were once outside of the lodedlpolit

system, their rhetoric and practices have been highly consisterSR@eparty lines-*
Significantly, there are many similarities between the languageingke

SPOés rhetoric and the words employed by Vienna's transnational fringetsantho

came to prominence immediately before and shortly afteé8Bi@einitiated

Theaterreform In aSPOestatement on identity and critical openness in arts and media,

the party clearly articulates its mission to promote cultural diversityeifiringe and

established scené® The party proposes to generate this activity through developing

global networks for creative dialogue and production and promoting international

exchange programs among artists Furthermore, th&POeaffirms the EU and the

195 will demonstrate this consistency in the follogichapter. At present | will highlight some recen

SPOerhetoric, which gives credence to my overarchirgument that Vienna'’s fringe scene has undergone

a self-conscious internationalization as a redupioditicians’ desires to increase the city’s cuflucapital

in the niche scene of European fringe performance.

1% The German phrasing is,
Wir Sozialdemokratinnen und Sozialdemokraten bekenns zum Grundsatz der Freiheit der
Kunst und zu kunstlerischer Vielfalt. Kunstpolhit sich nicht in kiinstlerisches Schaffen
einzumischen, sie soll vielmehr Rahmenbedingungemoglichkeiten schaffen, damit sich die
Kunste frei entfalten kdnnen... Wir wollen eine Kénisthe Landschaft, in der das
Experimentelle neben dem bereits Akzeptierten Riadet.

| translate this as,
We Social democrats commit to the principle offiteedom of the arts and artistic diversity. Arts
politics should not meddled in artistic work, iretethey should create conditions and possibilities
so that the artists can be free. We wish to cr@at@cceptable place for experiments in the artisti
landscape.
“Politische Perspektiven: Identitat und kritiscbéentlichkeit,”

http://www.spoe.at/page.php?P=104182cessed December 21, 2010).

¥ The German phrasing is,
In einer durch Kommunikation und Mobilitat der Mehen vernetzten Welt ist die Beschrankung
von Kunst und Kultur auf den nationalen Raum Ubkrhe&ir streben die produktive Férderung
und Umsetzung eines grenziuberschreitenden kissthem und kulturellen Schaffens und Dialogs
an. Diese Internationalitat férdern wir auch im Bérh der Kulturpolitik. Deshalb unterstiitzen
wir den bestandigen Austausch von internationaldattungen sowie die Koordination von
gemeinsamen Programmen, z.B. auf européischer Ebene

| translate this as,
Through communication and mobility people are cated throughout the world, making the
limited notions of art and culture in terms of patl categories obsolete. We strive to create
productive funding and artistic and cultural creas and dialogues. This international support is
also in the field of cultural politics. Therefonee support the exchange of international
experiences as well as the coordination of competigrams, for example at the European level.
Ibid.
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importance of fostering solidarity with non-Austrian EU citizens throughitiis c
cultural projects®® These are especially relevant for projects that do not rely heavily on
the geographically-bounded German language, but rather on more visual elentfeats of
mise en sceneSimilarly, the Vienna-based artists who draftedMfamifesto of an
European Performance Poli@rticulate their practice of producing work that “develops
partnerships, networks and collaborations, disregards national borders and actively
contributes to the local, European and trans-national cont€xt3he similarity in tone
and language between t880¢és rhetoric towards cultural openness and documents
generated by the fringe community suggests that there is a level ofispl@dween the
government and the artists who are currently thriving with governmental saffport.
Those within theSPOés political system who are in charge of administering
funds to artists tend to concur that the government has a centralized role inrdatermi
the scene’s characteristics; however, they argue that the control inc&dir dess
bureaucratic than in many other European cities. It is common for these sitatons to
focus on thalivision of powethat is accomplished by the existence of the jurors,
curators, and artistic directors of Vienna'’s fringe venues. Furtherm@eoinmon for

them to focus on thgersonalnature of interactions between administrators and artists.

198 \Wir Sozialdemokratinnen und Sozialdemokraten stéivezine Politik, die den Frieden als
bestimmenden Wert einer Gesellschaft betrachtdiebDast fiir uns die Einigung Europas ein
entscheidendes Friedensprojekt. Nur durch den gelmisen Aufbau eines gemeinsamen Europa kénnen
die Voraussetzungen geschaffen werden, Konflikielen Staaten, aber auch zwischen ethnischen
Gruppen, friedlich zu regeln. Fir uns ist die Euiiggghe Union daher eine Gemeinschaft der Solidarita
der Chancengleichheit, der Toleranz und der Sichiéridie all jenen Staaten Europas offenstehen
muf3, die diese Werte teilen und die gemeinsanefegtgn Voraussetzungen erfiillen.

Ibid.

199 Jerome Bel, et al “Manifest: an die Europaeiscbeniission und deren Kulturpolitische
Vertreter/innen,'GIFT (July, 2002),
http://www.freietheater.at/?page=kulturpolitik&diét®1 304&jahr=2002accessed December 13, 2010).
20 Examined from one perspective, it appears thaeRnseig’s often-trumpeted criticism that the fringe
scene’s “centralized aesthetic comes from the 8sicparty” appears to have a level of credence.

Warren Rosenzwejglirector of the Jewish Theater of Austria, intewiey author, 22 May 2009,
Vienna, Austria, field notes.
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Andrea Amort, current curator of the city of Vienna, argues that she and leaigcels
make themselves highly accessible to artists and that this helps “givespmliice 2**

She argues that the curators should not be understood as people who block accessibility
to government funds, but as co-collaborators with the artists them&&u&lhough the
curators may be generally well-intentioned and well-informed, theytidiaffuenced by
their own political leanings and are indebted to the highly bureaucratic predthas
brought them to power. For this reason, despite their attention to maataonal
interactions, they are complicit in the institutionalization of Vienna'g&iacene

according to party lines and glocalized political agendas. Although this may be a
necessary outcome of a democratic system of cultural politics, Vienmgs artists are

so indebted to party politics that they find themselves operating, not in an autonomous
field where they are free to launch specific, unpopular critiques against prgvail
government will, but in a highly structured and interconnected field where they must
express solitary with government will or cease to produce their work. Optircg thet
system is only possible in cases where the artists occupy even mofie si@ees within

the city, like the Jewish Theatre of Austria does.

The SPOeappoints a member of their party to the highly influential role of
Kulturstadtrat whose policies necessarily follow party lines. Rudturstadrats power
generally derives from his/her ability to directly appoint certain mesniiethe team of
curators and jurors and to initiate searches for the fringe venuestaliisctors.

Furthermore, th&ulturstadtrathas the power to approve and/or veto the committee-led

201 Andrea Amort, Angela Heide, and Juergen Weishaeupétors of the city of Vienna,
interview by author, 19 August 2010, Vienna, Auwstfield notes.
292 The curators stress that “theatre is collaboraiva system” and they see themselves as co-
collaborators along with the artists.

Ibid.
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appointment of the other curators and jurors. He/she can also select to faimdarésts
who were not recommended by the curators and jurors. In an interview with Marianne
Vejtisek, former curator for the city of Vienna, she informed me that thepgFanz

Atelier was not recommended for funding by the curators or jurors, but due to the
leader’s connections with the current city cultural minister, he was@bkctire enough
money to survivé’® In an interview with Uwe Mattheiss, one of the co-authors of the
Theaterreformhe informed me that the city cultural minister recently funded a “bad
vaudeville actor” just because “he knows someone” interA4ilAlthough the claims of
Mattheiss, Vejtisek, and others amount to mere hearsay, they are evidetaeef a

issue within the scene. Despite the widely held belief that the government should fund
fringe performance, Vienna-based culture makers, even those originallyiobloy

their ownSPOeparty, hold a degree of suspicion towards the system. Furthermore, even
those inside the “winner’s circle” recognize the centralized control dfitige scene

and how, in the past decade, 8i@Oeparty has been leading the scene’s self-conscious
internationalization. Of course, such winners oftheaterreformare apt to argue that

this self-conscious internationalism combats stagnant localism, a viewpthirwhich

many of the politicians responsible for the reform would agree. Neveghties

suspicion among the fringe scene’s cultural agents is an integral asgest of t
performance culture. A comprehensive understanding of their products requires

acknowledgement of this factor.

23 However, thekulturstadrats power to extend financial favors to his closespeal ties does not always
mean that these artists will be accepted by thenwamity at large. For example, despite Tanz Atidier
money, they did not appear at Tanzquarter, theinéo home venue during Sigrid Gareis’ tenure.

24 ywe Mattheiss, co-author of tHdeaterreforminterview by author, 29 April 2009, Vienna,
Austria, field notes.
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The SPOé&s control over the scene dominates the cultural agents’ discourse and
alters their practice accordingly, in favor of internationalizationan interview with
Bettina Jilek, who works favlA-7, theKulturstadtrats research division, she informed
me that all work that is supported should have “some relation to Austria and Vienna;”
however, this relationship is not clearly specified and a myriad of products may be
classified under this extremely broad category. For example, some pajedunded
because the artists claim to want to “bring culture to Vienna that thbastyot seen
before.” While other artists live in Vienna as foreigners and wish to show théar wor
Jilek animatedly states that being Austrian has never been a prerequiséeuring city
funding, nor should it be. Juergen Weishaeupl, current curator of the city of Vienna,
admits that as a result of tB&Oeled internationalization of Vienna’s fringe scene,
“competition became more difficult, so maybe it is true that native Austriaresrhare
trouble” finding ways to achieve representation within the s€&n&his statement
seems to confirm the claim made by former city curator Mariannés¥lejivho argues
that within the current system it is even helpful “not to be Austfigh.Transnational
fringe artists wishing to enter into the system need only to move to Vienna and ecome
member of &/erein which is an organization legitimated by the city of Vienna and
approved for receiving funds.

The process of becomingvareinis quite simple, and this factor has enabled the
SPOés outward-looking initiatives. In order to formvaereinartists merely need to fill

out paper work and register with the local district police in Vienna. Beirtgarcof

205 Andrea Amort, Angela Heide, and Juergen Weishaeupétors of the city of Vienna,
interview by author, 19 August 2010, Vienna, Auwstfield notes.

20% Marianne Vejtisek, former curator of the city oie¥ina, interview by author, 3 June, 2008,
Vienna, field notes.
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Austria is not a prerequisite to forming/arein but being a citizen of the EU often’f€.
Many within Vienna'’s fringe scene argue that Theaterreformabetted the task of
internationalizing the scene by making the process whersleyeanapplies for funding
even more user-friendf® For example, before thgheaterrefornfewer documents
were written in English, which meant that success in Vienna was dependent upon a
performer’s knowledge of written German, or an artist's connection with sormétne
had such knowledge, oftentimes a native Austrian or a German. AftEndélagerreform
English language became a more common method of discourse within the scene, and was
incorporated into selected government documents and funding applicatiortse 2008
report on artists’ mobility states that the use of English for such purposéisistsa
prevalent aspect of some European nations’ cultural policy and that this géwats|

the transnational mobility of artists throughout EurbfleThe reality that Vienna’s
cultural policy seems to have a solution to the language barrier issue is éwittearce
for the prominent role that Vienna’s government is attempting to play in Europe’s

transnational fringe scene. The ease with which non-Austrians can foeneiaand

27 Bettina Jilek, researcher for MA-7, interview hytlaor, June 2009, Vienna, field notes.

28 The current curators of the city of Vienna infodmae that th& heaterreformmade it easier to make
connections and assemble performance groups cedract by national diversity.

Andrea Amort, Angela Heide, and Juergen Weishaeuphtors of the city of Vienna, interview
by author, 19 August 2010, Vienna, Austria, fietides.

299 |bid.

Z%The report states, “Many artists complain thaytaee not able to complete the application forms.
Application procedures are complex and act as eragtt for many cultural workers to apply for mdigil
funds. In some countrielgnguage barrierare among the challenges they face, especiallggesas
schemes offered by other countries which are opdoréign artists or cultural professionals. This
confirms the importance of strategies promotingtitimgualism as well as the key role iotermediaries
such as agencies or networks to help facilitateilitypprocesses.”

Directorate-General for Education and Culture, [Baam Institute for Comparative Cultural
ResearchMobility Matters: Programmes and Schemes to SuppertMobility of Artists and Cultural
Professionals Final RepgrAn ERICarts Institute Study for the European Corsimis(DG Educationa dn
Culture), (2008),http://ec.europa.eu/culture/key-documents/doc/ggffamal_report ERICarts.pdf
(accessed March 13, 2011).
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apply to the city for funding, coupled with the outward-looking initiatives oSih©e
influenced office of the city cultural minister has created conditionsenm@n-Austrians
can thrive, sometimes, at the exclusion of native Austrians. Connecting this phenomenon
with the complex notion of taste, which also seems to derive from the centralizenl c
of theSPOeparty, | suggest that the prevailing taste, or concept of quality, in Vienna’'s
fringe scene is decisively non-local, anti-nationalistic, and transnational.isThasing a
profound impact on the aesthetic outcomes of the artists’ work.
Vienna’'s New Transnational Fringe Aesthetic

Many fringe artists that are outside of the scene, i.e. the “losers” of the
Theaterreformclaim that artists within the system must pander to the prevailing notions
of taste being imposed upon them from above. For example, Warren Rosenzweig of the
Jewish Theater of Austria argues that the intense dependency on the govenadment a
institutions for funding leads to an atmosphere wherein artists are forcétidens®r
their work. He states that when artists write applications, they ask tvesgdiether
their concepts conform to the tastes of the curators, jurors, artisticods;egmd the
presiding city cultural minister. Rosenzweig claims “it's not about commyand
artistic passion, it's about the monéy™ Similarly, Sebastian Protl of Tanz Atelier
claims that artists are constantly trying to discern the prevailtaglesment’s taste and
that artists’ conversations, even artists in the “winner’s circle,” ciamglg center on
their money, or lack thereof, rather than on actual artistic experinemnt&ti Christine

Standfest of theatercombinant argues that the system is currentlyretduct such a way

Zlwarren Rosenzwejglirector of the Jewish Theater of Austria, intewiey author, 22 May
2009, Vienna, Austria, field notes.

%12 gepastian Protl, artistic director of Tanz Ateliaterview by author, 19 June 2010, Vienna,
Austria, field notes.
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that artists “arrange (themselves) within a concept of subventions and teate c
according to this®* Such claims have a degree of credence. While artists are
theoretically free to produce non-commercial work without the sanctioning of the loca
government, the artists composing Vienna'’s fringe scene are consistemiiyneveed

with the scene’s discourse on economic and structural factors. These ssis\@rait

that the major pitfall of trying to exist outside of the system is the itabilifind the
spaces, resources, and manpower needed to produce quality work.

It appears that a level of self-editing among the consecrated and unatetecr
artists is a natural byproduct of t8B®0és efforts to increase the symbolic capital of
Vienna’'s brand in the transnational social spaces of Europe’s interconnecteal dielid.
In the past decade, this self-editing has increased due togluéiicies at the local level,
which were spawned by Europeanization and the rise of more neo-liberalgiiicie
Europe’s cultural field as a whole. These various material factors havedceea
dominant aesthetic within Vienna'’s transnational fringe scene, which is markisd b
adherence to what is marketable in Europe’s elaborate system of co-productiea ve
and festival$**

There were major bi-products of Viennd@keaterreformwhich are particularly

visible on stage today. Perhaps the most prominent of these is the reality that a les

213 Christine Standfest, member of theatercombinateniiew by author, April 2009, Vienna,
Austria, field notes.
21%|1G Theater although its members are actively involved indpe’s transnational social spaces, has
always been advocating for the rights of localsssti This includes artists of mixed cultural backods.
Incidentally,IG Theaterhas often argued that lessening the amount ofesptileatre within the fringe
performance scene threatened to lead to more alltamogeneity rather than heterogeneity. Thislavou
be the case because the less linguistic formsrédnpeance that were favored by the reformers wete n
“intercultural theatre” according to the traditidiefinition. But rather, they were closer to Ridie’s
“McTheater.” IG Theatedamented that th&heaterreforncreated conditions where actual intercultural
theatre was still marginally supported while a mti#eropeanized” and culturally homogeneous brand
thrived.
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democratic integral community of cultural agents were given the powesr neadily
impose their dominant notions of quality upon Vienna’s fringe scene. This created a
condition whereby spoken German language theatre suffers and more visual forms of
performance and/or performances in English thrive. This is a factor higidigkta

2004 article byG Theaterstating that in the wake of the reform spoken theatre in the
fringe scene declined® As a result of the decrease of spoken theatre, the fringe scene’s
more locally-oriented social and political commentary was significagsisened. This
occurred because the principle avenue of generating this commentary, peatlye |
bounded German language, was diminished while the more nationally transient Englis
came to be a prominent method of communication. Artists began moving to Vienna and
establishing networks within the city’s transnational social spaces whikeey did not

need to achieve German language fluency. For example, Yosi Wanunu of Toxic Dreams
and the five French members of Superamas do not have a level of proficiency imGerma
appropriate for use in performance. Superceding German as the scene’salarmuohat

of linguistic communication was a kind of international “pigeon English,” which \gas a
the working language of artists and administrators involved in Europe’s tramsthab-
production venues and festivaf§. Among the “winners” of th&@heaterreforma

detachment to local concerns and an interest in issues related to transnatcessgy
resulted from these changes. While, on the other side, the “losers” weoefilgtit the

glocalized policies of the local scene while remaining on the outside of the g@veisim

#5pas Sprechtheater hat insgesamt verloren, auch V@ mwinisten, HIGHTHEA und toxic
dreams neben den Hausern fir eine Konzeptférdevaorgeschlagen werden.

“Zur Konzeptentscheidung innerhalb der Wiener Taeaform Konzeptentscheidundz1FT,
(2004),
http://www.freietheater.at/?page=kulturpolitik&dgt®2257&jahr=2004(accessed December 22, 2010).

1% Christine Standfest, member of theatercombinaterview by author, April, 2009, Vienna,
field notes.
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graces. This fight was waged even as the “losers” clamored to find thelraskynto
the system. The battle of the “losers” against the local policies is consplg absent
from the stages of Vienna'’s fringe venues, while the “winner’s” own acledgeiment
of their complicity in the de-localization and commercialization of thesityhge scene
is perhaps the most glaringly apparent aspect of their performances. lheéesdys
that Vienna’s fringe artists take on the multi-faceted roles of artistsnesdrators, and
cultural critics is one of the most striking bi-products of Theaterreformand it has a
profound impact on the scene’s emergent aesthetic, which | explore in far gegatein
chapters three, four, and five.
Conclusion

In this chapter | have used a Bourdieun analysis of Vienna’s funding policies to
argue that Vienna'’s fringe scene (including its administrators andsadistinvolved in
Vienna'’s battle for cultural legitimacy in Europe’s cultural field. Thigledas created
local policies, most manifested in thbeaterreformwhich led the local scene to develop
a more outward-looking, transnational orientation. These locally institutezigsdhave
been far more effective in developing transnational networks and feelings of
Europeanness among fringe artists than EU policies have. However, thactery that
enabled the city to so quickly create a transnational fringe scene aadl\pegtiponsible
for a general discontent among artists. This feeling of discontentment probsidis in
a number of factors and these include the following: one, internal battlesttoatul
legitimacy that pit the local “losers” of tAegneaterrefornmagainst the de-localized
“winners;” two, subtle feelings that, by partaking in the system, fringetsagre

somehow patrticipating in the reversal of their “winner loses logic;ethrereasing
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needs to self-edit their concept presentations in order to cohere to the deankeids
associated with Europe’s system of co-production venues and festivals; foeglitye r
that no matter how hard the artists try to focus on their internal artistic @ineeneglect
the politics of the local and non-local cultural field, they are fundamentallysraden

them and have difficulty subverting political will.
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CHAPTER 2
TANZQUARTIER AND BRUT WIEN: THE NON-LIMINALITY OF VIENNA'S
MAJOR TRANSNATIONAL SOCIAL SPACES

Within Vienna, the development of a transnational fringe performance scene
during the past decade was the direct result of the city’s competition foitiarpo$
cultural prominence in Europe’s cultural field. Theeaterreformwas the tangible
outcome of the struggle. It was also the impetus for the development of various venues
within Vienna that had the potential to create a new ideological and/or aesthetic
orientation among the city’s fringe artists. Despite the intent of tieaterreformmany
of Vienna’s cultural agents do not believe that the promise of artistic refisreisgame
to fruition within the city’s fringe scene. Instead, artists and admitossralike
expressed an overall feeling of discontentment with the scene’s internalesragd the
quality of productions. While the last chapter suggested that Vienna's integra
community of internationally-oriented fringe artists and administratdriol@ system
where artists must collaborate with top-down initiatives and, to a cert&nteabandon
the “avant-garde impulse” and “winner loses logic” that define theirdrpggformance
culture, some rationale for the artists’ lack of fulfilment may stemm material realities
associated with Vienna’s transnational social spaces, mainly Tanzqaadi&rut. To a
large extent, these venues serve as the ideological “center of the (ftege) and it is
the duty of the venues’ artistic directors to “keep the scene flourisfiihdt this chapter
| identify factors that may limit the potential of these venues. Theselmaoharket

pressures, practical communication needs, and spatial dynamics. To a gégtdin e

27 Andre Turnheim, former curator for the city of Wi, interview by author, 8 May 2009,
Vienna, field notes.

106



these realities diminish the venues’ abilities to serve as limina¢spauwere
unconventional ideologies and aesthetics (including new notions of fringe pert@ma
can be realized.

Immediately before th&€heaterreformwent into effect Tanzquartier played a
large role in Vienna'’s self-conscious effort to internationalize its perfaym@its scene.
The development of this venue began the process of equating professionalism with
internationalism and disenfranchising many local fringe artists. @sYater Brut,
which was created as a direct result of Theaterreformentered into an informal
partnership with Tanzquartier, which generated two major byproducts. One,
Tanzquartier and Brut began to function as transnational social spaces wieceltuse
of European fringe performing artists could be constructed. This subcubdanewmany
ways vaguely derivative of the classic “avant-garde” and also infused mkaabitant
dose of global mediated culture. Two, these venues led to a consistent, deddoaiiz
of performance that is not as liminal as members of the subculture claim it

Tanzquartier's Pre-Theaterreform Role in the Self-Conscious Internationalization of
Vienna’s Fringe Scene

Tanzquartier was created in 2001 as a result of a city-wide effort tovengre
overall quality of contemporary artistic practice in Vienna. In this wayay be
understood as an “initiating structure” for the internationally-oriefmtezhterrefornthat
followed it?*® In 2000, incidentally shortly after the Euro was introduced as the primary
currency throughout the EU, a European-wide search was conducted to find avieader
would take the newly-invented venue into the twenty-first century and expand the

horizons of Vienna'’s fringe scene in accord with the demands of an increasingly

28 Christine Standfest, member of theatercombinaterview by author, April, 2009, Vienna,
field notes.
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interconnected Europe. The task of leadership was laid upon Sigrid Gareis, an
administrator from Austria’s neighboring Bavaria, Germany, who had a rebame

included work in Germany’s already highly international contemporary expetain

dance and performance scene, which was fostered by the existence of aneelaborat
European network of co-production venues and festivals. Tanzquartier was about to join
this transnational network.

Co-production venues are spaces where artists, some local and some from diverse
regions or nations, gather for the purpose of showcasing their performancegftdini
involves the process of sharing artists who hold objectified cultural capital, \Wweh c-
production venues in the network. During one season, a venue in Berlin might invite a
performer from a venue in Munich and during the next season the situation might be
reversed. According to the 2008 report on artist mobility, international co-proaisicti
often imply that the financial burden for the production of the specific perfornignce
shared between the co-production venue itself and the artists who mostly ghethe ot
share of support from their region or nation of origin. However, oftentimes actual
financial sharing between the artists’ homegrown funds and the co-productionwenue i
limited 2*® The co-production venues often place monetary amounts on the services that
they offer the artists. These include rehearsal and performance tguhegcal support,
and publicity. The venues then calculate the services rendered, which ¢ér&mslat
economic sums. These venues are an intrinsic part of the phenomenon of international

co-productions, which the report states, have been on the rise in Europe since the

29 Guy Cools, “International Co-Production and Togyirinternational Network for
Contemporary Performing Artéttp://on-the-move.org/library/article/13862/co-guation-and-touring/
(accessed March 13, 2011)
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1980s*° By the early part of the twenty-first century fringe venues and their aperat
policies had become widespread throughout much of Northern and Western Europe,
particularly Germany and Belgium. With the establishment of TanzquantieBraut,
Europe’s network of co-production venues received a strong year-round anchoring in
Vienna as welf?*

Among Gareis’ primary goals for Tanzquartier were to make it a profess
showcase and laboratory for movements in international contemporary expatiment
dance and performance and a space where theory and practice were considgrad in e
measure. Gareis established an educational/training program fea¢achghg artists
from a variety of disciplines who were committed to spreading awarehgasous
international experimental techniques within, what Gareis understood agivelela
young, local and provincial performance scene. In the last year of heg,témsr
education program featured teaching artists from a range of methods aplihéisci
including Alexander Technique, yoga body awareness, “contemporary body work,” rock
and-roll ballet, and mor&? Gareis also created monthly dance labs, which were
essentially academic conversations on “contemporary performaasalting in a
tangible archive of various performance styles and theoretical anafyhem.

According to Eva-Elisabeth Fischer of thaeddeutsche Zeitungy the end of Gareis’

tenure this theory library had been “coveted in equal measure by the danceéetzart

220 As Guy Cools states, “Since the 1980s the perfograits have increasingly internationalized. The
increased international touring has been accomgdnjien active, international co-production policy
which the financial, organizational and artistispensibilities of new creations and their subsetjuen
touring have been shared by partners in differenntries.”

Ibid.
21 This is in contrast to the already established tmdong Wiener Festwochen.
222 This information was collected from various emailhich | received via the Tanzquartier list serve.
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of the Universities of Salzburg and Leipzig respectivéfy.’Along with its theory library,
performance training aspects, and program of invited guest artistss Gadgpoised
Tanzquartier to be a major player in the European cultural field. To some, thasiwas
unwelcome imposition on the local scene.

In an interview with Gareis she proclaimed that before sheedrat Tanzquatrtier,
“there was no internationality in the local scene” and that upon her appointment to the
venue she began to reverse fifsindeed, Garies’ influence on the scene was so great
that many artists argue it was she, and noTtieaterrefornthat actually
internationalized the scene. These same artists often argue thhe#terreformwas a
self-conscious attempt to internationalize a scene where many iraaatatetworks
already existed thanks to the pioneering efforts of Gareis at Tanegf@rtRelying on
her own extensive international connections Gareis recruited performatenacs, and
teaching artists in order to intentionally create a program at Tanzguhst included at
least one half of international performéfs.

From the outset of her leadership Gareis demonstrated an uncompromising
character, arguing that invention and innovation within Vienna could not be achieved

without also creating tensions among the fringe commdfiitfzhese would inevitably

22 Eva-Elisabeth Fischer, “The Founding Director Bigsareis Bids Farewell to the Tanzquartier
Vienna,” trans. Heather MoerGpoethe-Institut e. V., Online-Redaktjgduly 2009),
http://www.goethe.de/kue/tut/iba/bue/en4889189.{@notessed December 30, 2010).

224 Sigrid Gareis, former artistic director of Tanzdiex, interview by author, 15 April 2009,
Vienna, Austria, field notes.

222 0leg Soulimenko, Vienna-based performing artigeriview by author, May 2010, Skype
conversation.

226 During the last season of Gareis’ tenure therewaeproximately 79 artists/groups that composed the
principal performance program at Tanzquartier.ti@ke 79 only 16 groups had an Austrian majority an
of these 16 groups, it is likely that those who posed the Austrian majority had culturally mixed
backgrounds.

http://tq000006.host.inode.at/Content.Node/en/gtagkive.phpaccessed December 30, 2010).

227 Sigrid Gareis“Zur Neugriindung des Tanzquartier Wien - eine Zvésbtilanz” IG Kultur
Oesterreich http://igkultur.at/igkultur/kulturrisse/102490308624906734accessed December 30, 2010).
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result as Gareis made the self-proclaimed effort to free Viennagefperformance
artists from an “island mentality” that dominated their practice and, tdarcextent,
the practices of artists within other major European cities still re&lang the remnants
of the twentieth century’s nationalistic isolatitfi. According to Gareis, this “island
mentality” was characterized by the regional artists’ “local-emieént” and desire for
“self-governance” over “directorships.” In other words, local artistebwed thathey,
not their international counterparts, had the right to receive city funding. al$®y
believed thathey, not government-appointed artistic directors, had the right to determine
how to use such funding for the development of their products and audighces.

Several years after Tanzquartier was instituted tensions weneesyilinuch
apparent within Vienna’s fringe performance community. For example, &abBRsotl
of Tanz Atelier who, prior to Gareis’ tenure, frequently performed in tleesipace now
occupied by Tanzquartier argues that the institutionalization of the venue actually
hampered artists’ ability to experiment. He states that once Gamesicand instituted
her own “reforms” the venue was effectively closed to him and a number of ahists w
did not fit within her concept of quali§’° He argues that Tanzquartier should have
remained an open venue for the “artists to run themselves.” This would have bred the
kind of competition and diverse experimentation, which would have allowed the artists to
learn and grovi®* Similarly, Markus Kupferblum, another Vienna-base fringe artist who

works a great deal internationally and who has until recently often been da@nmbag

228 |pid.
29 Gareis refers to the tensions that arose duringeimeire, among them “local entitlement verses
internationalization” Ilokalanspruch versus Internationalif&nd “artists’ self-governance verses
directorships” Kuinstlerselbstverwaltung versus Intendanzprinzip

Ibid.

230 gebastian Protl, artistic director of Tanz Ateliaterview by author, 19 June, 2010, Vienna,
field notes.

31 |bid.
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the scene’s “losers,” argues that before Tanzquartier, the city had moredfijinge
venues. These allowed for free expression and “variety,” both of which diminished over
the past decad®’ Regarding variety, Nigar Hasib of the Vienna-based Lalish Theater
argues that as a result of the various initiatives beginning with the creation of
Tanzquartier, each performance appears aesthetically homogéhdusthermore, Protl
also argues that Gareis’ claim that Vienna did not have a worthwhile tradition of
contemporary dance and performance was a result of her own disconnectédmpiiti
Similar views were registered by many of the so-called “los@sgxample members of
the Vienna-based group Theater T&fftoThese words seem to confirm that the “losers”
in the scene view the “winning” arbiters’ notions of quality as subjective \thele
“winners” understand that they are objective, a notion articulated in the fipgeclud

this present dissertation.

Gareis claims that the polarity of the scene is a result of the qualiygbositive
changes that she instituted; therefore, it is the natural outgrowth of pro@asss had
always been aware of the tensions between local and non-local artists. Although she
consistently acknowledged her role in creating the stress, she articutétembhcern for
alleviating it. Instead, she seems to have created a qualitative distinetiveen a group
of unenlightened local artists and enlightened non-local, or interndgtenadded, artists.
For example, in an interview witBueddeutsche Zeitud@nce critic Eva-Elisabeth

Fischer, Gareis argued that “th®M (Tanzquartier) was not meant to be a playback

232 Markus Kupferblum, Vienna-based fringe artisteintew by author, 14 August, 2010, Vienna,
field notes.

23 Nigar Hasib, artistic director of Lalish Theatieterview by author, 16 August, 2010, Vienna,
field notes.

234 sebastian Protl, artistic director of Tanz Ateliaterview by author, 19 June, 2010, Vienna,
field notes.

23> gusanne Tabaka-Pillhofer and Jan Tabaka, artistictors of Theater Tanto, interview by
author, 23 May 2008, Vienna, field notes.
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venue for the locals?®® Instead, the venue was intended to be a place where
international movements in performance could be showcased, catalogued, aneldanaly
Her statement relates to, what she refers to as, her initial taskzjuBatier, “to
professionalize the scene” because its quality was severely |&kiktpr statements
may convey a bias against a local, Viennese-oriented style of performdager of a
more global, European-oriented style of performance, which pervades TaagZquart
programming. Yet in another article Gareis also argues that a combioflitmal and
global flavors is what is needed for Tanzquartier to tHiveThis suggests that her
actual intent was not to simply displace local artists, but merely to indlease
competition among them, ridding the scene of its amateurs and exposing what she
deemed to be its more professional performers to global trends.

By the end of Gareis’ tenure in 2009, it was evident that Tanzquartier had made a
monumental impact on the local scene. During her final seasbraige of Tanzquartier,
attendance at the venue was up 130% since the first year of its establi§fiment.
(However, this still meant that the venue achieved a mere 80% audience occupancy
throughout the year.) Furthermore, when the winning Vienna-based aréistisofie
Gareis’ forced retirement from the venue, they circulated a petition fott@nseon of

her leadership, which was ultimately signed by 93 artists who werataffilwith the

3¢ Eva-Elisabeth Fischet The Founding Director — Sigrid Gareis bids farewelthe
Tanzquartier Vienna,” (2009Mttp://www.goethe.de/kue/tut/iba/bue/en4889189.(@otessed December
21, 2010).

237 Sigrid Gareis, former artistic director of Tanzdie, interview by author, 15 April 2009,
Vienna, Austria, field notes.

Z8uDer Streit um das Tanzquartiehttp:/kurier.at/kultur/123910.phgaccessed 14 March,

2011).

239 «3igrid Gareis hat ‘Lust, nicht mehr wichtig zuirseDie Gruendungsintendantin des Wiener
Tanzquartiers nimmt Abscheidliene Zeitung,June 24, 200Kultur & Medien Online edition,
http://www.kleinezeitung.at/nachrichten/kultur/2040525/index.do(accessed December 22, 2010).
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venue. Motivation for this was clear: with a new director, the face of Tanzuaduld
change and so would the fate of the artists who enjoyed success under|Eaership.
From its inception, Tanzquartier's mission, and Gareis’ attitude, did not change
because the atomsphere around tdemn With sufficient government support vested in
Gareis’ vision and few alternative production houses for artists and audiences of
contemporary experimental dance and performance, the high influencevehtre
should be understood as an inevitable outcome. The foundation of Tanzquartier was
rooted in an internationalization of the scene, which Gareis laid throughout her tenure.
This established a precedent thatKhuturstadtratdeemed worthwhile and that he
extended into the tenure of the new director, Walter Heun who took over leadership of
the venue in 2009. In an articlebie PressdheKulturstadratis quoted to have selected
Heun based on his “international experien®®. Therefore, despite an impending
overhaul of the venue’s publicity and a slight change in its programs, it wasesk st
the venue would continue to be a showcase for Vienna’s outward-looking cultural
initiative, as mandated by the ruliggOeparty. This has largely proven to be the case.
Although Tanzquartier under Gareis’ leadership was mainly articulatadrenue
for contemprary dance, the integration of forms within the realm of frinderpeance is
too great to omit this critical institution from my anaylsis of the scenezethdsome of
the more theatre-like performance groups, i.e. Superamas, play exclusiixaty w
Tanzquartier while they are in Vienna. Toxic Dreams and its memberswenoi
exhibit work in the venue. Gareis argues that her tenure helped Vienna'’s fringe scene

evolve from a more traditional, theatrical model into a broader model of performance

240 «Tanzquartier Wien: Walter Heun wird neuer Intenfabie PresseSeptember 11, 2008,
Kultur/BuehnenQnline edition, http://diepresse.com/home/kultuwsgl13395/index.d¢accessed
December 22, 2010).

114



experimentation. In addition, Tanzquarteir's extreme international or@miatdubbed
partially responsible for the character of Brut, which was inaugunat2dQ7.
The Development of Brut Wien After Tanzquartier

In 2003 when discourse about the impendihgaterreformwas at its height,
artists were already lamenting the dearth of fringe venues within the steeeartists
called for Vienna to release the city’'s empty real estate for the usisti€ @evelopment
and presentatioff! The motion stemmed from the reality that at this point the artists had
two principle venues where they could showcase their work, Tanzquartier and a mid-
sized black box construction located next to the Musik Verein (music assocatitime
Ringstrassdthe main avenue that circles Vienna's first distAt) This venue was
called Die Theater and it was operated in a more grassroots manner than iemzqua
Artists would rent the space for their productions and there was no systematsrprogr
overseen by an artistic director. Instead of releasing a large portioocaitvaal estate
for artistic use, the city of Vienna appeared to make a motion in the oppositedirect
They took control of Die Theater by appointing artistic directors to ovésseperations,

thus creating Brut?®

241 gpecifically, the artists demanded that all emipgl estate in Vienna should be made availableeo t
city’s artists free of charge. These includedrfamy empty rooms and vacant houses associatedhagith
SPOeand its city planning office.

Daniel Aschwanden et al., “Re-form: Aussendung woTanz- und Performance-Bereich
Tatigen,”GIFT, (2003),http://www.freietheater.at/?page=kulturpolitik&deét®1333&jahr=2003
(accessed December 21, 2010).

#2TheRingstrassdas immense importance within the context of Vemensociety. Conceived of in 1857
and largely built along the contours of the seofewalls and motes that once surrounded old Vietire,
Ringstrassavas a massive city-initiated undertaking dedicatelringing Vienna into the modern
industrialized era. As such, it took its cue frtita construction of the grand Parisian boulevaiise
placement of Die Theater, and afterwards Brut, gttwe highly populate®ingstrassesignals the potential
for the venue’s cultural impact in the city.

243 Another, more alternative venue for the productibfringe performance does exist within Vienna.
This is called WUK. The venue itself has two gallblack box spaces and a central bar. The mgjofit
the work featured at WUK is grassroots. At theetiofi my fieldwork in 2008-2010 most artists who
produced here did so with little aid from the gowaent and the projects generated in this venudittiad
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By many accounts, the leadership of Vienna'’s fringe scene has been understood to
stem from an informal partnership between$fOeappointed artistic directors of
Tanzquartier and Brut, who have articulated their joint desire to focus Vieneas sc
towards Europe as a whole. Thomas Frank and Haiko Pfost, two Germans with a history
of working within the co-production venues of Germany and Switzerland were apgpointe
by the city to run the nascent venture. In Frank and Pfost’'s estimation, by ertééyn
entered the scene it was already “well-educated” in the realm of parioe?** The city
was already a center where fringe artists from dispatates in Europe would converge;
however, local artists were somehow being snubbed. At the very least, suchvargsts
not being given the tools they needed to have their work shown abroad. As Pfost
understood it, Vienna-based fringe artists were unable to establish interhationa
reputations. Making use of their connections in the co-production houses throughout the
German speaking world, Frank and Pfost proposed to develop a system of cultural export
to match what they understood to be a strong system of cultural import derived from
Tanzquartier, ImPulsTanz, and the Wiener Festwochen.

Operating within the European co-production schema, Brut’'s system of cultural
export was set to materialize in a number of specific ways. Frank and Pfostideter
that, by soliciting concepts and working through personal connections within #éhe loc
scene, they would locate Vienna-based fringe artists who would become the signature

performers for a given time period (i.e. one month out of a nine month season). After a

to no life outside of it. Although it is pertinetat note this venue’s existence, WUK does not caepéth
Brut or Tanzquartier for audiences or artists.pAgsent, the venue cannot be seen as a signifmaet of
government control nor as a sufficient marker ofdge artists’ independence from such control. Heeve
if present plans to increase the venue’s reachgpeitsmay eventually have the potential to divfgtsand
improve the local fringe scene.

244 Haiko Pfost, artistic director of Brut Wien, iniw by author, 12 May, 2009, Vienna, field
notes.
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series of meetings Frank and Pfost would begin to perceive recurrent tioertibe (
common frame”), which would help them organize their program, locate visiting
performing artists from abroad, and subsequently market these performahoeshe
local scené®® Frank and Pfost would reach out to “sister venues” in Europe’s network of
co-production houses. They would also network with the curators of major European
fringe festivals. In the tradition of European co-production venues Frank and Pfost
would attempt to send local Vienna-based artists to these venues while simulianeous
importing talent from the same sister venues to Brut. The artisticaiseadso reached
out to an international market by establishing artist-in-residenci@esaply attracting
artists in former East Block nations such as Poland. The operative idea wasfor F
and Pfost to “supply the infrastructure” (i.e. rehearsal and performance spsice
marketing, and some money) while allowing the local artists a degreéstitdreedom
while they developed their performanéés.in theory this new system would provide the
artists with greater autonomy because Brut would essentially etemmach of the
administrative work for which the artists themselves, under the previous syateid

be responsiblé?’ In other words, the artists would be given money for their projects
from Brut rather than being solely responsible for generating moneysfior t

performance$?® In theory this would lessen the artists’ dependency on the jurors and

245 |pid.

248 Haiko Pfost, artistic director of Brut Wien, int@@w by author, 12 May, 2009, Vienna, field
notes.

7 pid.
%48 As | have argued, this notion is problematic beeaunder the current system artists still needtthbir
own administrators and are still dependent upodiriig support external of Brut.
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curators because it would mean that Brut could fully fund a given project even if it had
been rejected by the former systéth.

The artistic directors of Brut would ultimately have a far greatéuente than
they admit. This power stemmed from, one, their intentional practice of singges
transnational collaborators for local artists and, two, their ability tordeterquality and
establish a competitive selection process for their seasons. The new slioé&nort
provided artistic support by way of overseeing the initial developmental phases of t
work, subtly guiding the performers as they established a platform fomtbidr and
observing the final phases of the developmental process. While observing the
development of a performance by the fringe artist Thomas Kaseba®&ret,dtwas able
to chart the artistic directors’ actual input from the beginning to the end of thesproc
Kasebacher began with a concept, which he gave to the curators of the ciyd ¥nd
Brut. In arare instance of disagreement between the curators and direstiors of
Brut, Kasebacher’s concept was declined for funding at the city level, bcataitl a
space in Brut's production season. In the initial meeting between Kasebadhiée
Brut team, which included the artistic directors, the performance schedwddehea
production manager, Kasebacher described his nascent concept in more detail. The
artistic directors offered suggestions on how Kasebacher could improve his contept a
tackle the production process during the ensuing rehearsals. After thegneeti
Kasebacher was given rehearsal space in the form of a small basenmebbklaghich

had formerly been the home of underground Vienna-based performance artistshduring t

249 As articulated in chapter one, it is very raredqroject to be rejected by the former systemthed to
be funded by Brut. This stems partially from tiery close” relationship that Brut’s artistic ditecs have
with the curators, to quote from a 2008 intervieithviFrank.

Thomas Frank, artistic director of Brut, interviby author, 17 May, 2008, Vienna, field notes.
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more grassroots, and far less internationally visible, production period of the 1980s.
After a period of several weeks, Kasebacher’s piece was observed bydte seiff,
including the directors and resident designers, and Kasebacheivemaadditional notes.
Upon completion of the production, Kasebacher met with other artists and adrarsstra
at Brut’s bar to discuss how he could make further improvements and begin to Imsrket
piece on the international circuit of co-production venues and festivals. Kasebache
informed me that Brut would assist him in this process by sending a DVD regtodin
their network of contacts and recommending Kasebacher to them. Based on
conversations | had with other Brut artists during my observation period mma/ie
Kasebacher’s experience was fairly standard.

While operating according to their mission to be a “European” fringe venue
Brut’s artistic directors began their tenure by establishing meaetiitiggocal artists and
connecting them with international collaborators. If a performer was in needisial
artist or a musician for a given performance, then Frank and Pfost would “Idok wit
Europe for these connections,” thus fostering the kind of creative exchangetlagross
geographical boundaries that they initially propoS8dkasebacher claims that Frank
and Pfost’s status as outsiders was “helpful” because Vienna was so ‘antilih some
ways culturally isolated>* By the time that Kasebacher himself was performing at Brut,
however, it was evident that the “cultural isolation” of Vienna had completehgela
For example, before meeting with Brut’s artistic directors Kadedravas already
attached to a network of transnational fringe artists and he brought someisanggest

regarding which international collaborators he would like to work with on his pauticul

%0 Thomas Frank, artistic director of Brut, interview author, 17 May, 2008, Vienna, field notes.
1 Thomas Kasebacher, artistic director of Not FovatiTheater, interview by author, 10 April,
2009, Vienna, field notes.
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production. These included his Spanish girlfriend, and frequent co-collaborator, Lai
Fabre and the Vienna-based Russian fringe artist Oleg Soulimenko (who would offe
additional creative consultation). In Kasebacher’s case, Frank and Haiko digcddd ne
suggest foreign collaborators because Kasebacher himself had dlessdyaturalized
into the system of transnational contacts that were originally geddrgtGareis, the
Theaterreformand the artistic directors of Brut themselves.

By 2009 when | began my extensive investigation into Vienna’s fringe scene it
had already become so infused with transnational artists and an internaiiemaition
that it was difficult to locate the “losers” of the scene who had been createdsast af
the SPOeinitiated Theaterreform To observe artists working at Tanzquartier and Brut
meant to observe the “winners,” i.e. those who enjoyed a great deal of sndteskcal
fringe scene mainly due to their non-local orientations and backgrounds. In anwmtervie
with Markus Kupferblum, one of the “losing” artists of the reform who is alsosopal
friend of and mentor to Kasebacher, he stated that those who regularly pgrBmh a
and Tanzquartier possess a uniquely positive outlook regarding the state ofgehe frin
scene because their work has been legitimized by the current regimiee &uttions
that this success is rare and tenuous, because if political will shifts thewrihang”
artists will suddenly find themselves disenfranchised just as he and otrersié
generation were when tl8POeestablished Gareis and an integral community of
administrators as the arbiters of taste and the holders of the means of pradtidieen
Kasebacher and Fabre admit that their situation is rather precariousackmeyvledge

that Brut’s leadership will only be in place for a limited time before thergavent turns

%2 Markus Kupferblum, Vienna-based fringe artisteintew by author, 14 August, 2010, Vienna,
field notes.
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the reigns of the venue over to other people. Furthermore, they recognize that their
current ability to produce at Brut is based solely on their willingness to panther t
versions of quality established by its artistic directors. As Kasebatdtes, his success
“will last as long as they (at Brut) like what | do...that's the dan&®r.tUnderlying
Kasebacher’s words is a subtle mistrust of the very institutional frarketeat he

believes in and depends on for his subsistence and continued ability to create. This is
made evident by his statement that, “you have to be careful of institutions,” even as he
prepares to mount his production at Brit.

Brut’s artistic directors’ primary influence stems from the competisielection
process. Like Gareis before them, Brut’s artistic directors have betdweith the
authority to determine qualify> Also, like Gareis, this version of quality rests on Frank
and Pfost’s own international orientations. Pfost demonstrates a certaionesratp
the array of local artists who were initially shut out due to the internatiatializof the
scene that began to occur in the years leading up to the establishment of Brut. He does so
by employing the word “professional”’ to describe what happens at Brut anishdyéhe
“losers” of theTheaterreformand Tanzquartier as “non-professionals.” He argues that if
Brut were the first to arrive in the scene, Frank and Pfost would have stiffed the
competition just as Gareis had done by excluding a number of local groups from its
program®® Furthermore, Pfost affirms my earlier statement that those deemed

unprofessional united under the umbrelld®@fTheaterwhere they continue to lobby for

%3 Thomas Kasebacher, artistic director of Not FovietiTheater, interview by author, 10 April,
2009, Vienna, field notes.

%% Ibid.
25 As | will establish in chapter three, this versimfrguality had already been shaped by Tanzquaatier
their project of establishing a new genre calleshtemporary performance.”

%% Haiko Pfost, artistic director of Brut Wien, inigw by author, 12 May, 2009, Vienna, field
notes.
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government funding in a state of collective isolation from Vienna’'s exclusngefr
venues.

The creation of Tanzquartier and Brut limited the amount of artists and aesthetic
variety in the scene by imposing a more rigid structure for fringe rpeaface as opposed
to the relative lack of structure when the city’s fringe venues were yragyeh spaces for
artists to display their work. At the outset of Brut the artistic directoesded for it to
be “an international interdisciplinary program for local artists” whleey themselves
would assist the artists and not stifle tH&mHowever, this mission is somewhat
compromised by the mere fact that this venue now occupies one of the few spaces in
Vienna that was once used for completely free expression, albeit still fundiee Giyy.

Prior to the development of Brut the venue, then called Die Theater, existed in a more
nebulous form. It was used as a general space for Vienna’s fringe scenataretife

more traditional theatre productions as well as interdisciplinary work friemnd’s

artists, both international and local. When Frank and Pfost assumed leadership of the
space, the operative concepts “international” and “interdisciplinary’tdottheir

practice and the words themselves became primary means by which Brstic a
directors would separate the “losers” from the “winners” or the “prafieals” from the
“non-professionals.” Due to a dearth of performance space for artists imte $dene,
these terms, once thought to be indicative of expansion and freedom essentialky beca

internal limitations placed on the scene’s artists by the venuesicadiigictors>>®

%7 Thomas Frank, artistic director of Brut, interview author, 17 May, 2008, Vienna, field notes.
28 gepastian Protl, a veteran of the fringe scenevaadl critic of its contemporary status, argues th
many of the independent companies that thrivechdutie 1990s were “demolished by Tanzquartier” and
later by Brut.

Sebastian Protl, artistic director of Tanz Ateliaterview by author, 19 June, 2010, Vienna, field
notes.
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Furthermore, despite the artistic directors’ insistence that they deseloping avenues
for local artists to get international exposure, it was and continues to be untcégdhev
term “local” means.

The major issue with Brut's system of cultural export is that what wasetkem
local had become nebulous and contestable. Apparently, according to Frank and Pfost’s
reasoning, to be deemed a “local” fringe artist, one must merely beagbagily based
within the city of Vienna, recognized by the government as a membéreka and
have a certain amount of social capital within Vienna’s system ofocarand jurors as
well as with the artistic directors of Tanzquartier and Brut. Although Faegkes that
65-70% of the artists who display their work at Brut are native Austrians,ahereany
artists within the scene who suggest that this percentage is ina¢étiratsurvey of
Brut’s repertoire between May and June of 2009 reveals that seven out of the thirteen
principal artists that Brut produced during those months came from outside Austria
however, all of Brut’'s own projects at that time incorporated at least areatibnal
collaboratorr® In addition, during those months Brut hosted many other outside fringe
companies from diverse European cifi®sln light of the factor that foreign artists are
labeled “Viennese” according to the criteria mentioned above, obtaining aeddarg
of the artists’ birth nationalities is not a simple task. For example, on Bfayshrough

June 2009 program, “Vienna” is written next to Spanish-born Laia Fabre’s ndicé

29 There are many divergent testimonies coming froenartists themselves on the scene’s international
make-up. For example Yosi Wanunu of Toxic Dreangsi@s that in 2007, when Brut was called Die
Theater, 90% of the performers there were Austiiashthat by 2008 70% were guest performers.
Contrary to this hearsay, Brut’'s leadership indisé&t 65-75% of their artists are Austrian.
#0Based on a reading of Brut's May through June Zi&dule it is difficult to discern the nationgkitf
the artists who display their work in the venuati®nale for this is Brut’'s practice of linking tlaetists to
the city they currently reside in, rather than itmgition of origin. For example, Vienna is writte@xt to
Spanish-born Laia Fabre’s name, signaling thahsisebeen grafted into the local scene.

21 Bryt Program. May through June 2009.

123



signals that she has been grafted into the local scene. These factorsdgpvee to

Frank’s claim that within Vienna's fringe scene there ‘igraat transparence in (national)
borders.” To a large degree, it appears that this scene constitutes its own subcultur
within Vienna where the deeply-seated ideas of nationalism and cultural @agin a
overlooked in favor of emphasizing the artists’ other major points of identification, i.e
fringe performance, transnational networks, and Europeanism. Through the export and
import of artists Brut was able to market its own brand name within this subculture,
which extended beyond the borders of Vienna and Austria.

To a certain extent the creation and implementation of Brut was met with the
growing will of the artistic directors themselves to develop a specificddia the co-
production venue and to market this brand within Europe’s fringe network, composed of
festivals and other co-production venues. The 2008 report on artist's mobilitytistdtes
co-production venues often make an effort to export and import artists due to the
increased symbolic capital that they can bring to their nation and also due to the
economic capital that they can bring to themselves. For this reason it isak$lsant
when traveling, the artists who developed work with the support (financial and at@erwi
of co-production venues make a very visible proclamation of their sources of support on
their promotional materials, i.e. programs, websites, and marketing panfphlets.
Furthermore, the report suggests that some co-producers are more desinatilecitsa
due to the international perception of their “pioneering role within their own conynuni
and landscape” and due to the sheer monetary amount they can provide the artists. By

selecting an artist who promises success abroad, Brut is attemptingeteeaghi

%2 Guy Cools, “International Co-Production and Togyirinternational Network for
Contemporary Performing Artéttp://on-the-move.org/library/article/13862/co-guation-and-touring/
(accessed March 13, 2011)
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significant return on its initial investmeff Thus, Brut's artistic directors have a vested
economic interest in which artists they choose to support and share with other co-
production venues in their network. By virtue of showcasing their work within Brut and
its sister co-production venues, the artists themselves become exteh8ansso
market-related brand.

The operative goal to make Brut an “international” house alongside of the highly
“international” Tanzquartier has created a polarity of perception amostsavithin
Vienna. This polarity (with non-locally-oriented artists as the “winnarsf locally-
oriented artists as the “losers”) is indicative of the high level of comablBrut and
Tanzquartier as Vienna’s major fringe venues had on the scene. This partnergiip has
own “performance culture” with a specific aesthetic orientation, rooted in theoidea
conceptuality in non-commercial performari¢e.The subculture’s primary identifier as
non-commercial is highly ironic considering the ways that the co-productiareseand
artists demonstrate their complicity within a transnational fringdebar

In an interview with Gareis she informed me that since the 1990s contemporary
experimental dance and performance throughout Europe had been more conceptual in
nature’®® She employed this term in order to describe work characterized by thdoretica
exploration rather than virtuosity in performance. It was this style of wotlGieeis
claims she helped to bring to Vienna’s fringe scene, and which was subsequenty adopt
by Brut’s artistic directors. As Gareis claims, before she arrivedettyelacally-oriented

performance was also “extremely traditional.” By traditional shexsdo text-driven

283 |pjd.

%4 Christine Standfest, member of theatercombinaterview by author, April 2009, Vienna,
field notes.

25 Sigrid Gareis, former artistic director of Tanzdiex, interview by author, 15 April, 2009,
Vienna, field notes.
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theatre of the type constructed in the city’s established venues, albéidedy funded.
Gareis decided to include more conceptual theatrical performance within Tarertguar
programming because there was no openness for such forms elsewhere irfthe city
Gareis’ new conceptual approach depended upon theorists or performance “stientist
who would gather at Tanzquartier’s regular performance laboratories anaéhberi
esoteric pieces that were delivered in the venue. The shift in style alsedlitifiesscene

with more artist-theoreticians with degreed hreaterwissenschaftheatre science) or
performance studies, rather than more traditional conservatory degreesvirkgplues
established by Tanzquartier, artists working in Vienna began advocating for Europea
wide reforms in the cultural field that would provide them with more funding for their
long developmental periods, which the new theoretical and process-oriented approach
required®®” Furthermore, they advocated for a different way of performance, which does
not distinguish “between so-called ‘productive’ and ‘non-productive’ peritdswith

this new way of understanding process and product, it became important for artists to
somehow demonstrate their process within their actual products. The scene’s new
emphasis meant that the appeal for the works on display at Tanzquartier andBdut
become limited to those audience members with the personal and academicuratkgr

i.e. the embodied and institutionalized cultural capital, to digest the mdieatutal

products. These audiences would be able to appreciate the full disclosure of the works’

constructed natures. The shift in emphasis to more conceptual performance was another

266 [|a;
Ibid.

%7 Jerome Bel, et al “Manifest: an die Europaeiscbenkhission und deren Kulturpolitische
Vertreter/innen,'GIFT (July, 2002),
http://www.freietheater.at/?page=Kkulturpolitik&dit®1304&jahr=2002accessed December 13, 2010).
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way of limiting the scene and establishing an aesthetic alliance lmeBrmetand
Tanzquartier, which was rooted in a non-commercial ideal.

Haiko Pfost of Brut equates professionalism with the tendency to eschew work
that is easily digested by audiences. Of the character of Brut he ‘st&tese not
commercial at all.” By this statement Pfost does not mean that they anéemested in
generating work that is commercially viable within Europe’s transnatgysém of co-
production venues and festivals, but that they are interested in catering to aal integr
audience of other producers rather than to a wider audience of producers and non-
producers. In 2009, before Gareis had left Tanzquartier, Pfost argued that the biggest
mistake the new leadership of Tanzquartier can make would be to develop productions
for the sake of the audience’s entertainment. He argues that this is wigdrtha-
based dance festival ImPulsTanz does on a regular basis; therefore, hehestabl
dichotomy between art and entertainment that results in him legitimizing war bei
done for other producers over work being done for non-prodéeithis dichotomy
was a very popular aspect of the modernist avant-garde and Pfost’s use of it suggests
somewhat of a departure from the discourse surrounding postmodernist or posicdrama
performance, which deemphasized the differences between cultural tgpes, |
commercial and non-commercial, art and non-art. The irony in this dichotomy is that
Brut’s integral audience of other producers extends throughout Europe’s network of ¢
production venues and festivals. This audience constitutes its own niche market that is

not immune to economic concerns.

29 Haiko Pfost, artistic director of Brut Wien, iniw by author, 12 May, 2009, Vienna, field
notes.
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On a local level the focus on performing for other producers means that
diplomacy on the part of the artists towards the administrators and thaiv gelists is
elevated to a higher level of importance. Gareis herself claims thainte $cene’s
integral community means that within Vienna’s fringe scene “everyone knowgaeé
and one needs to maintain the appropriate connections in order to be suétedsfal.
larger implication of this scene’s orientation towards other producers i$ ghizinge
performer does not fit within the conceptual model and non-commercial ideal, or has
difficulty relating to other artists within the integral scene, then th&t avill not be
economically viable either locally or within Europe’s transnational &imgrket and will
not be able to sustain a consistent production schedule. This is a fact, which Gareis
herself freely admit§’* While conducting ethnographic research in Vienna's fringe
scene, | noted that it was highly common for artists and administrators toecdromthe
integral audience at Brut and TanzquartiérThis audience, mainly composed of other
producers, constitutes a unique subculture within Vienna.

The Creation of a Subculture as a Result of Brut and Tanzquartier's Partership

Between the years 2007, when Brut was created, and 2009, many of the Vienna-
based fringe artists who displayed work at Brut also appeared at Tarequaudiences
at both venues also consisted of the same people, mostly from a younger dermographi

who expressed an orientation towards Europe, EU integration, and experimentation in

20 Sigrid Gareis, former artistic director of Tanzdiex, interview by author, 15 April, 2009,
Vienna, field notes.
2"l Gareis claims that if a fringe artist fails in ¥Yiie, they have no choice but to establish theerar
outside of Austria because Vienna's integral comityusf fringe artists is the sole outlet for fringe
performance within Austria. As she states, “Itigivha or nothing.”

Ibid.
272 The wordStammpublikuns used by Marlene Leberer, administrator of Tamztier, to describe the
common integral audience and artists of Brut anaiz@aartier.

Marlene Leberer, public relations operator for Tearartier, interview by author, 12 March 2009,
Vienna, field notes.
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performance. As Andre Turnheim argues, Tanzquartier and Brut served as venues
around which a specific community of fringe artists may devetofhis community
amounted to a unique subculture, which included extensive networks within Europe as a
whole. As a result of these networks, the fate of Vienna's fringe scene becanwedar
intertwined with the fates of other fringe scenes throughout the continent. dreeref
despite the sceneSPOeled transformation of the scene, many cultural agents began to
view the work itself as fundamentally European. As one cultural agent inforeed m
Vienna’s fringe scene “isn't really Austrian,” but rather “internatioriaf.”

Transnational social spaces are defined as “configurations of sociatgsacti
artifacts and symbolic systems that span different geographical spatésast awo
nation-states without constituting a new ‘deterritorialized’ natioresiabeing the
prolongation of one of these nation-stat&s.’Although Tanzquartier and Brut do not
neatly fit within this definition, the venues do appear to demonstrate qualitiese¢hat
consistent with transnational social spaces, therefore, | will definedsesuch. These
venues, like other transnational social spaces, allow for the development of unigue socia
identities among the people who inhabit them. According to Richard K. Herrmann and
others, such social identities are constructed within the context of instgdiiat make
up the transnational social spaces. These identities are formed in the follcavingrm

Individuals come to identify with an institution (and the group that it represents)

to the extent that the institution is salient in their personal lives. As individuals

interact with the institution or its representatives or feel its effadtseir daily
experience, they are more likely to percieve it as a “real” entityptiozides

213 Andre Turnheim, former curator for the city of Wi, interview by author, 8 May 2009,
Vienna, field notes.

2" Florian Malzacher, freelance dramaturg for thegBater and curator for Steirische Herbst,
interview by author, July, 2009, New York, fieldtas.

27> Ludger PriesNew Transnational Social Spaces: International Migpn and Transnational
Companies in the Early Twenty-First Centykypndon: Routledge, 2001), 18.
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meaning and structure for their own lives. They may even come to believe it is

part of the natural order and indispensible. Institutions, and their rules and

regulations, also provide for shared experiences and shared social norms that

enhance group identity and a sense of commaffity.
To a large degree, it appears that artists’ interactions within Viemaje fperformance
venues, i.e. Brut and Tanzquartier, are their primary means of socializatiose arlists
tend to communicate in the venues using German and English in addition to various
esoteric performance terminology derived from their educational and proféssiona
backgrounds. The artists spend the bulk of their time developing and producing
performances and observing the work of their peers in these venues. On the occasion
when the artists are given their own rehearsal space, independent of Brut and
Tanzquartier, they still show the bulk of their work at these two venues, thus continuing
to affirm the institutions’ indispensable natures. When many of the artiste@entay
from the institutions and rehearsal spaces, they tend to establish themsedeakadafes,
homes, or other spaces, where they continue to socialize with the contacts they know
from the venues; thus, largely, and often unintentionally, avoiding contact with people
outside of the transnational social spaces that they frequent as artégtpedrs that
many of Vienna’s transnational fringe artists carve a niche out ofttheocithemselves.
This niche is detached from the lives of the local citizenry but integedtiyed to a
larger transnational community of fringe artists throughout Europe.

Cultural agents within Europe’s transnational fringe scene at large have
commented on the process of fringe artists and audiences integrating within'&urope

transnational fringe spaces. Walter Heun of Joint Adventures, a fringe ineduaich,

Germany describes the process stating that,

?’®Richard K. Herrmann, Thomas Risse, and MarilynB&wer, eds.JTransnational Identities:
Becoming European in the HUanham, MD: Rowman and Littlefield, 2004), 14.
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People who were initially strangers gradually become familiar actgunaes
when one repeatedly attends performances alongside them, when one shares the
experiences of the pleasures (or pains!) of being spectators at the satse &vwd
when one exchanges views and opinions about events which we have witnessed
together?’’
Heun argues that this integral community is ripe for cross-culturalgdialat the same
time that its members are apt to embrace aspects of culture that theyGhareme
integral, often possessive, relationships also develop between the artists nyhloeceao-
production venue’s brand and the administrators of the venue. Farooq Chaudry of Akram
Khan Company notes how these relationships are often like “marriages’rimthmeacy
and familiarity?’®
The integral community of “winning” fringe artists who occupy Brut and
Tanzquartier operates according to a shared European or cosmopolitan perspsctive. |
members do not believe that they are eroding the local culture becauseitimetpcl
occupy spaces that transcend it. For example, iM#refesto for an European
Performance Policyhe artists state their awareness of the “shared anxiety over the loss
of "cultural identities" in the European context today” but argue that they haeamnoff
“the ‘homogenization of cultures™ because they operate on a “trans-ndseel
where their “artistic practices dismantle such concepts or logfitsThis statement is an
articulation of the artists’ difference, or set-apartness, from tla¢ dontext and the

mainstream, which they still believe to be dominated by national concerns. This

statement is highly problematic because it neglects how the de-localiztsl leatve

2’ Quoted in Guy Cools, “International Co-Productin Touring,”International Network for

Contemporary Performing Artgittp://on-the-move.org/library/article/13862/co-guation-and-touring/
(accessed March 13, 2011)

278 |bid.

219 Jerome Bel, et al “Manifest: an die Europaeiscbenthission und deren Kulturpolitische
Vertreter/innen,'GIFT (July, 2002),
http://www.freietheater.at/?page=Kkulturpolitik&dit®1304&jahr=2002accessed December 13, 2010).
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effectively thrust others outside of the “winner’s circle” by virtue ofrtparticipation in
the SPOeled initiatives to internationalize the scene. This community’s veryicrea
has coincided with increased competition for local resources and the instituatinali
of the fringe scene, which threatens to limit aesthetic variety anticartisovation. The
irony in this is that, at first glance, one may believe that the art develaofied more
seemingly liminal spaces, in terms of national identity, would also bear theomar
liminality.

| defined liminal as a state where old concepts are tested and innovations may
arise. The concept of liminal performance is something that Susan Broatlbousses
in her textLiminal Acts She notes certain traits of such liminal performances, which
include “hybridization” along with “cynicism, irony, playfulness and the cetebraf
the surface ‘depthlessness of culture.” In Broadhurst’s definitions suchrpanoes
include a “self-consciousness and reflectiveness, montage and collage, aatiexpidr
the paradoxical, ambiguous and open-ended nature of reality, and a rejection of the
notion of an integrated personality in favor of the destructured, dehumanized stiject.”
To a large extent such traits are evident in the performances that happenhgithin t
context of Vienna’s fringe scene, but | argue that Broadhurst’s term flor suc
performances derives from her failure to note the material readitithe social and
political interactions that spawn the performances themselves. The fluithatdyinge
artists view their identity, i.e. as non-nationalistic and transnatiarfziences the way
that they view their performance practice. This practice manifesthydwidization of

various mixed media and cultural ideas, often derived from association with common

280 gysan Broadhurstjminal Acts: A Critical Overview of Contemporargformance and
Theory(London: Cassell, 1999), 12-13.
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cultural artifacts that transcend geographic divides. Despite thigincegalities of the
scene limit the liminality of the work in question.

Members of the subculture of fringe artists within Vienna’s transnationall soci
spaces tend to link their identities to a fluid concept of nationality and/or a nomadic
lifestyle. As the authors of thdanifesto for an European Performance Polgtgte, “the
borders between disciplines, categodad nations” are “fluid, dynamic and osmotic”
(emphasis minef®* This statement reveals that the artists themselves tend to impose
their ideas of fluidity (or liminality) between borders, national or otsFwonto their
discourse and practice regarding artistic forms and styles. In other wandsis an
intrinsic link between the liminal state of the artists’ national identi#resthe liminal
quality, which the artists perceive in their own work. It appears that ietsadeas of
personal identity are being expanded as a result of their participationnattinerks of
the transnational social spaces. Furthermore, it seems that theselyemoéans of
identity are leading the artists to practice more fluid forms of perfaeaklowever,
despite the artists’ struggle to articulate the ideologically liminditgua their
performances, their work’s actual liminality is hampered due to extenaatjqal
realities.

The Limits of Liminality in Vienna’'s Transnational Fringe Spaces

The major factors hampering true experimentation within Vienna's fringeege

are related to the development of Europeanization and the glocalization of gienna’

performance culture. These include the following: one, the mobility-mandatntha

1 Jerome Bel, et al “Manifest: an die Europaeischenkhission und deren Kulturpolitische
Vertreter/innen,'GIFT (July, 2002),
http://www.freietheater.at/?page=Kkulturpolitik&dit®1304&jahr=2002accessed December 13, 2010).
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interconnected transnational fringe scene creates; two, the increaged deanands on
artists that require them to deal with aesthetics and ideologies tharaeaide of a
mixture of canonized avant-garde styles and global mass culture; thresgulrement
for artists to be consistent with academic concepts or project proposals, whiahuistey
write in order to secure the initial trust of the local venues; four, the need to develop
performances that are transportable and adaptable to Europe’s transmatiwoak of
fringe venues.

In a European study on international co-productions in Europe Guy Cools stresses
that “To work internationally is not an obligation but a choi¢8.'Despite this statement,
the study concludes that artists’ mobility is currently “not due only to indiVchace or
ambition. It is the result of expanding international market demands in agezhlar
EU.”#®® Comments coming from many of Europe’s transnational fringe artists confirm
that mobility is actually a fundamental part of an artist’s survival. Thaspecially the
case with artists who are more associated with contemporary dance, ndghicles the
majority of transnational fringe artists who are now thriving within Vienna,ceslheat
Tanzquartier. For example, Lieven Thyrion of Les Ballets C de la B giuBelstates
that “since most of the existing funding schemes are insufficient, the fah@oei

production contributions are one of the essential pillars of our oagamiz?®* Similarly,

%2 Guy Cools, “International Co-Production and Togririnternational Network for
Contemporary Performing Artéttp://on-the-move.org/library/article/13862/co-guation-and-touring/
(accessed March 13, 2011)

283 Directorate-General for Education and Culture dpean Institute for Comparative Cultural
ResearchMobility Matters: Programmes and Schemes to SuppertMobility of Artists and Cultural
Professionals Final RepgrAn ERICarts Institute Study for the European Corsimis(DG Educationa dn
Culture), (2008),http://ec.europa.eu/culture/key-documents/doc/gsffamal_report ERICarts.pdf
(accessed March 13, 2011).

24 Quoted in Guy Cools, “International Co-Productim Touring,”International Network for
Contemporary Performing Artéttp://on-the-move.org/library/article/13862/co-guation-and-touring/
(accessed March 13, 2011)
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Vitor Roriz, a European performing artist and choreographer, claim4nigegneral |

don’t move because | want to move, | move because | have to move. If I dont move, |
don’t get funding, | can’t work® It appears that what was once optional is now largely
obligatory and that Vienna, by virtue of instituting a self-conscious irtienaization of

its fringe scene and creating an integral subculture that functions under @gtpréas
subjected its artists to this forced-nomadic way offife.

In order for artists to sustain themselves many need to create productions that
cater to the market demands of non-local transnational social spaces timdteak¢ol the
local ones. This need derives from several factors related to the localddege.
According tolG Theatels 2006 country report on the state of Austria’s fringe scene,
fringe venues are characterized by short performance péfiottedeed most performers
are only allocated two or three slots within a given season at Brut and Tarequarti
where there are usually only enough audiences for a show to sustain itsetftébroh
six performances. Even with infrequent revivals of works done at Brut’s efg-of-t

seasorAlles Muss RaudFestivalthe amount of times a piece may be performed in

285 Amilhat Szary Anne-Laure, Louargant Sophie, Kodgstén, Saez Guyrtists Moving &
Learning Project (Education and Culture DG: Lifelong Learning Parg, 2010), 50,
http://www.encatc.org/moving-and-
learning/files/European%20Report%20ARTISTS%20MOVNPDANDY%20LEARNING.pdf(accessed
March 14, 2011).

8 The necessity of mobility may not only be a reailit the fringe scene, but also in the current ecaio
structure of Europe itself. According to projesadler Norbert Schneider, "we can no longer veniéy t

relationship between mobility and climbing highertbe social ladder. Mobility may simply serve to
maintain the status quo or to prevent social declin

Directorate-General for Education and Culture,dpean Institute for Comparative Cultural
Research, Mobility Matters: Programmes and Scham&sipport the Mobility of Artists and Cultural
Professionals Final ReppAn ERICarts Institute Study for the European Consiois (DG Educationa dn
Culture), (2008)http://ec.europa.eu/culture/key-documents/doc/dgeffmal report ERICarts.pdf
(accessed March 13, 2011).

%87 Barbara Stuewe-Essl, “Professional Independeribfeing Arts: Financially Still on the
Fringe,” GIFT, (2006),
http://www.freietheater.at/?page=europeanoffnet®sdbpage=country report#Zaccessed December
30, 2010)

135



Vienna is very limited. As a result of the infrequent perforogaopportunities in Vienna,
artists must tour productions in order to keep them alive. When | met with Kasebacher in
2009 he was preparing to go on a tour with the world-renowned Belgian dance aeist Kat
Mclintosch. Kasebacher informed me that tours of this nature are essensal to hi
longevity as an artist. In order to find continued success one must market orke’s wor
abroad®®® In an interview with the current curators of the city of Vienna they echoe
Kasebacher's statement, claiming it is “important that they (grtais so that they have

the option of a future career.” The curators stress that the money thelg oiber

sufficient to give the artists long-term sustainability. They furthguethat their

funding amounts to about 10% of the money required by artists to live and produce their
work.2®? The artists must use the money that the curators provide in order to increase
their visibility throughout Europe’s network of co-production venues and fringe
festivals?® This demonstrates the necessity of the curators to fund projects, which they
believe have the potential to succeed within the international fringe parioenmarket.
Projects that they believe will only have a local impact are often nat giyeal

consideration because they do not promise to yield international “visiilitylf'this if

true of the curators, it is even more so of the artistic directors of Tanzqaadi&rut

who stand to receive greater international reputations based on the amount of

transportable work generated in their home venues. Indeed, paying attention to the

28 Thomas Kasebacher, artistic director of Not FovirtiTheater, interview by author, 10 April,
2009, Vienna, field notes.

289 Andrea Amort, Angela Heide, and Juergen Weishaeupétors of the city of Vienna,
interview by author, 19 August, 2010, Vienna, fialutes.

29 bid.

21 |bid.
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prevailing market demands of the transnational fringe market has becangad$sr
artists and administrators alik&.

The current curators of the city of Vienna prefer to use the word “visibrityier
than “marketability” in order to describe what artists should be generading the seed
money from the local governmefit. However, to a large degree, the term “visibility” is
used as a decoy for the word “marketability,” which has many negative cbansta
within the fringe scene’s historical anti-market, anti-commercigaric. To those who
operate the co-production venues and festivals, artists’ works, and also their brands,
become exchangeable commodities endowed with objectified cultural capital. The
transnational social spaces themselves are markets where Europaikngréinge
aesthetic and ideology can be consumed by other members of the integral subtulture
other producers.

A second reason for the limitations on liminality in Vienna’s fringe venues is that
the venues themselves maintain a certain uniform style of conceptual afbrmpaace,
which has shifted the focus away from those whose performances are moredcenter
virtuosity in choreography and acting. Proponents of this style are prone toviheir

biases, which are rooted in their educational experiences analyzing and watking

292 |n her country report for the European Off NetwBarbara Stuewe-Essl argues that fringe groups are
not given sufficient government funds for travelinbhis argument suggests that in order to effebtiv
transform the curator’s seed money into travel rgahe artists must rely even more heavily on adddl
funding offered by Europe’s transnational co-prdaucvenues and festivals.

Barbara Stuwe-ERI. “Austria Professional indepebg@enforming arts - financially still on the
fringe,” IG Freie Theaterarbeit Country Repp(fdanuary, 2006),
http://www.freietheater.at/?page=europeanoffnet@stibpage=country_report#22
293 Andrea Amort resists the term “market” when dising the sustainability of artists. She preferage
the operative phrase “to create visibility.” Agaimuestion how the two terms differ. Perhapsérthe
difference is a mere issue of semantics. In whade, in most conversations about increasing grtist
“visibility” this word must be converted into thertn “marketability.” This alteration carries profed
implications for artists and administrators witMienna’'s system.

Andrea Amort, Angela Heide, and Juergen Weishaeupéhtors for the city of Vienna, interview
by author, 19 August, 2010, Vienna, field notes.
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performances derived from the canonized historical avant-garde. Thesarfiata¢end
to mix media within their work and re-code cultural artifacts from globakroakure,
which is generally a common point of reference for the artists despite theimata
differences. To a large extent, a production can only be comprehended according to
aesthetics familiar to its consumers, which is a factor highlighted byih@arlson in

The Haunted Stagehen he states that, “We are able to ‘read’ new works...only because
we recognize within them elements that have been recycled from other sgwdture
experience that we have experienced earfiér.If a production included truly
revolutionary aesthetics and ideas, then it would be difficult for a community that had
been educated in canonized and legitimized forms of avant-garde performance and
exposed to a deluge of stimuli from mass culture to read the piece. It would be even
more difficult for the piece to be marketed abroad where certain predstdrideas
regarding the horizons of audience expectations tend to dictate whichvaittibes

invited to show their work. Horkheimer and Adorno’s criticism of mass culturetthat i
appears to be “managed by special experts” who have “slim variety..ispkgiiailored

to the office pigeonhole,” may initially seem to be something that Europe’s Boaye,
with its supposed adherence to liminality and risk taking, is inoculated agfginst.
Despite this, the tendency of the venues to absorb what has already beeaneste
proven in sister venues may link the subculture with the ultimate critique that “The
machine is rotating on the spot. While it already determines consumptioncti reje

anything untried as a risk® This is a factor also highlighted by many artists in

294 Marvin CarlsonThe Haunted Stage: The Theatre as Memory Mad#ina Arbor: The
University of Michigan Press, 2003), 4.

2 Horkheimer and Adorno, 99.

#% |pid, 106.
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Vienna’'s scene including Yosi Wanunu who claims that, “In Europe, if you look at a
piece you may not know the country” it originates from. It is as if therens person
deciding” which artists will be legitimized.

The process where a production is approved by the artistic directors of the co-
production venues begins with an artists’ concept. Although the final product nray alte
the advertising and market demands of the transnational fringe venues necthsditat
artists’ mostly cohere to their concept. Kasebacher (whose workisomed above)
states that he has difficulty writing the required academic perfornamoepts. He is
more comfortable discovering things within the context of the embodied rehearsal
process and then, after a process of discovery, selecting what he will imcthdepiece
and justifying its inclusion through theory. He finds the practice of beginning from a
concrete concept to be limiting, although he recognizes how the market demands of
Europe’s transnational fringe venues require ffis.

A third factor that restricts the liminality of Vienna'’s transnatidnalge spaces
are the material realities associated with the venues’ basic black bosucbastand the
need for scenic elements to be ready-made and transportable. The produlstioih hal
Tanzquartier and Brut have flexible seating arrangements and minimallitegsafior
flying scenery in from above or masking performers’ entrances and &kigslatter
factor means that many costume changes are done on stage in full view of thesaudienc

adding to the Brechtian alienation effect whereby people are fully awéne wforks’

#7yosi Wanunu and Kornelia Kilga, artistic directord producer of Toxic Dreams, interview by
author, 20 May, 2008, Vienna, field notes.

28 Thomas Kasebacher, artistic director of Not FovatiTheater, interview by author, 10 April,
2009, Vienna, field notes.
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constructed natur®’ In such spaces, it is difficult to create a full or partial illusion of
reality, therefore, lesser attempts to create mimetic theatreaate. As a result artists
are more prone to focus on ironic meta-theatrical performafcglthough this form
also has many interpretive possiblities, it is still a limitation. Furtbeznthe need for
performances to be transportable means that artists must divert atteraiofr@anm
heavy scenic elements. Instead, artists are now relying on mediat@onaerte and
bare-bones aural and visual effects in order to establismtis®ren scenand to lend
their works aesthetic complexity. This creates the tendency fstsadirecycle global
mass culture (i.e. from television, film, commercials, and popular mi¥sic).
Conclusion

This chapter provided a basic overview of some of the aspects restricting the
actual liminal potential of transnational fringe artists who participakurope’s network
of co-production venues, of which Tanzquartier and Brut are part. In this network
Vienna itself can be understood as a co-producer. Vienna relies on the transnational
networks to keep its niche fringe market alive and the city’s politicians tia by

virtue of its artists participating in the market, Vienna'’s brand will moltg be

29 Here | refer to the often-theorized Brechtianradigion effect, also called théerfremdungseffektr the
A-effect The twentieth century German playwright, direcémd theorist, Bertolt Brecht (1898-1956),
coined this term in order to refer to his own pi@ebf making the familiar strange. This often peped
by distancing the audience from the emotional ¢ffef the theatre and/or by having the actors digta
themselves from their given circumstances by uasides and/or soliloquies that drew attention o th
constructed nature of the theatrical event.

309| define metatheatre as a form of theatrical pemfmce where the performers, director, and/or
playwright manufacture self-conscious discourseutite theatrical process within the piece. Thetmo
famous example of a playwright’'s use of metatheatfeund in William Shakespeare’s treatment of the
Rude Mechanicals in his play Midsummer Night's Dream

91| define mediated culture as a form of performathee is derived from the use of recording devices,
such as film. When the recording is played backrit@udience the event signals distance between the
original performer, whose image the audience nasg,send the audience. Mediated culture is coetlast
with live culture, although the former has a prafdunfluence on the ways that the latter is comséa and
perceived. Walter Benjamin’s influential scholapieceThe Work of Art in the Age of Mechanical
Reproductiorand Philip Auslander’siveness: Performance in a Mediatized Cultprevide excellent
examples and theories of how and why this phenomenours.
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associated with the notion of a European cultural metropolis. These transnational
networks include Tanzquartier and Brut, which are essential institutions iretiteon of
an integral community, or subculture, of fringe artists who ascribe to sieiiinetic and
ideological notions. This community constitutes what Bourdieu would call a “taste
culture.” It is this very taste, which enables the community that alsatéms it from
within. As the ensuing chapters will convey, the artists who are currenthinthtinder
this system derive their aesthetics and ideologies from their partcipathe material
circumstances highlighted above, which appear to be self-contradicting. #\dtafe
the artists’ awareness of this reality, they engage in selfisntiand parody as a way of
dissassociating themselves from their heretical practices, atldasns of their “avant-

garde impulses.”
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CHAPTER 3
THE DUALITY BETWEEN VIENNA'S FRINGE AND ESTABLISHED SCENES:
CONVERGING AESTHETICS AND DISPARATE SUBCULTURES

At the end of chapter two it was argued that artists in Vienna'’s traosalat
fringe scene define themselves according to fluid concepts of national idélrtisy
fluidity towards national identity spills over into the artists’ aestBetithe artists’ belief
that they “transcend” the nation state is linked to their conviction thattreglso
“transcend’explicit categories of performand®. Initially, it may appear that the fringe
scene has somewhat of a monopoly on this type of flexibility because thésbsi@bl
scene is far more rooted in language and, therefore, more prone to be locally-bounded.
Although this may have been the case in previous decades, at the present moment, even
Vienna's established theatre scene appears to be more open to Europeanizatiot and flui
production concepts. In this chapter | tell the story of how the ideological and i@esthet
gap, or antagonism, between the established and fringe scenes in Vienmawsgarr
partially as a result of Europeanization and globalization. As the difiesdretween the
scenes diminish, fringe culture makers must find new ways to legitimateeivessr
else fall prey to more budget cuts. In the recent decade this strugglaréssted as a
bottom-up battle, which all fringe artists, regardless of their status as ‘f&irore
“losers,” must fight. It has also manifested as a top-down imposition of nevaroldtw

looking initiatives in the scene. The primary outcome of the bottom-up struggle and top-

%92 Here | refer to the artists’ comment that theyrisider the borders between disciplines, categaries
nations to be fluid, dynamic and osmotic.” | ateter to their statement that they “are aware afesth
anxiety over the loss of ‘cultural identities’ inet European context today but have no fear of the
‘homogenisation of cultures’: operating on a traasional level, our artistic practices dismantletsu
concepts or logics.”

Jerome Bel, et al “Manifest: an die Europaeischenkission und deren Kulturpolitische
Vertreter/innen,'GIFT (July, 2002),
http://www.freietheater.at/?page=Kkulturpolitik&dit®1304&jahr=2002accessed December 13, 2010).
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down impositions has been the bold articulation of a new genre of performance, which
resists explicit categorization, but which is often placed under the broad label
“contemporary performancezéitgendssische PerformariceGerman)® Although
previous chapters hinted at some key aspects of this new genre, this chapter expands
upon these features and lead into a descriptive analysis of specific products from the
groups Toxic Dreams and Superamas. This chapter also offers a more uskshl Eng
term,conglomerate performanctyr identifying the genre that these two groups
exemplify.

Within Vienna'’s cultural field artists perceive a pronounced split between the
consecrated transnational fringe performance scene and the mainstreeass thea
(hereafter referred to as the established theatre scene). Both scentgetmst own
unique subcultures and the performances generated by the diverse subculutes cat
different niche markets within the local context. Although Vienna’s fricgae
historically developed in opposition to the established theatre scene, the iddaagic
aesthetic gaps between the two scenes are narrowing, prinsaailseault of both scenes’
exposure to canonized avant-garde styles, global mass culture, and localfioaias
market concerns. But there are other reasons for the disintegration of the gedrbetw
scenes. For example, fringe and established artists tend to favor the idea of
Europeanization and adhere to a cosmopolitan outlook. Also the majority of Vienna’s
culture makers in both scenes stress the value of difference, which ha®lzekeyway
for them to establish their legitimacy in a market-driven globalizedrenacterized by a

deluge of stimuli that competes for audience attention. Due to the narrowing gap

303 As | stated in the introduction, | include thi®éin quotation marks because it differs fromuhe
guoted term contemporary performance, which maeralgns performance happening today, and carries a
more specific meaning and other levels of culturgdlications.
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between the established and fringe scenes, fringe artists and adminianes®sking
new ways to legitimize their work. They are doing this by: one, mixing gesigéss,
and mediums; two, creating collaborations between artistic disciplines; éxganding
the domain of performance from the realm of venues to found spaces; and four,
harkening back to the historical avant-garde’s emphasis on the entangleméandf ar
life. These activities are being conducted in an atmosphere of perceivednexpation
and being labeled “contemporary performance.” Along with the fringe scene’s
internationalization, the development of a new genre that is intentionallyaséfram
the work being done in the city’s established scene has effectively coceatditons
where fringe artist’'s work may be more legitimized. However, the nevege still
highly ambiguous, in its nascent stages, and prone to controversy.
The Split, or Duality, Between the Established and Fringe Scenes

There are two distinct subcultures within Vienna’'s performing arts agmiyn
These are the text-based German language established theatr@nsictreenon-text-
based, multi-lingual, transnational fringe scene. Although this digsertas heretofore
focused on artists’ struggles for legitimacy within the macrocosm of Europksal
field and the microcosm of Vienna'’s fringe community, the city’s transmatfringe
scene is also influenced by its local struggle with the more hegemaathtigstd scene.
Thomas Frank of Brut, readily acknowledges the “duality of the fringe stahéhe
(established) theatre scene.” This is his way of articulatinglbed ts a separation
between the fields and a general antagonism on the part of the fringe coynavbith

is directed towards the established commuifityln many ways this animosity is an

34 Thomas Frank, artistic director of Brut, interviey author, 17 May, 2008, Vienna, field notes.
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outgrowth of the seemingly disparate operations of the venues in both ¥€ebespite
their growing ideological/aesthetic convergence, the following matespaicés keep the
two scenes divided: differences in funding, approaches (i.e. text-basederesspsle
creativity), and cultural/linguistic orientations.

Large rationale for the “duality” in the scenes is the great disparggvuarnment
funding allocated to the established and fringe venues. For example, according to the
2006 European Off Network country report on Austrian performance, in 2003 the Federal
Republic of Austria dedicated approximately 173.3 million Euros of its arts btalge
performing arts venue’§® Of these 173.3 million Euros, approximately 77.3 percent
(134 million Euros) went to the national theatre institutions, like the Burgthéage
Vienna State Opera, and the Volksoper. Of the remaining funds 21.5 million went to the
federal state and municipal theatres and 14.8 million went to 12 “big” and “midsize”
theatres in the form of operating grants. This left a paltry 2.1 million Edresleral
funding to be shared among 86 “small” theatres and fringe affis®he small sum
allocated to fringe artists from the Federal Republic of Austria meargubhtartists
needed to rely more heavily upon local sources of funding controlled by the city of

Vienna3*® However, despite the disparate funding sources, i.e. the Federal Republic of

395 Although later in this chapter | argue that thegitss between venues are diminishing, here it is
important to highlight the major established venaied how their material circumstances separate them
from their fringe counterparts and position themxdlation to the fringe scene, as the local hegegeno
cultural forces.
3%° The European Off Network (EON) is a transnatiaretivork dedicated to increasing the awareness of
fringe performing artists’ working conditions andling them to increase their transnational mahilfor
a further description of this network, go to thédaing website.
http://www.freietheater.at/?page=europeanoffnetwadcessed March 11, 2011).
397 Barbara Stiiwe-ERI. “Austria Professional indepabgerforming arts - financially still on the
fringe,” IG Freie Theaterarbeit Country Repo(fanuary, 2006),
http://www.freietheater.at/?page=europeanoffnet®@stlbpage=country report#22
3% vienna also heavily weights their funding in fawdrthe major established local venues such ast&hea
in der Josef Stadt (14-15 million Euros per year).
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Austria and Vienna, the city’s fringe artists have consistently seerutigghBater as a
source of competitior’

In Vienna the Burgtheater has a tendency to overshadow work being produced in
the city’s other theatrical venues. The Burgtheater itself is an expanstitution
featuring a number of venues scattered throughout the city. These includéothimfpl
the Burgtheater’'s main venue, a grand neo-classical structure featesogs by Gustav
Klimt located across from tHeathaus Plat{the city hall's major square); the
Akademietheater, a smaller venue seating approximately 600 patrons and ilothée
same building as Vienna's academy of music; the Kasino am Schwartzenlze@gplat
late-nineteenth century imperial construction with a top floor converted intgilalée
playing space; the Vestibuel, a small, versatile experimental venue hhitt the
Burgtheater’'s main house.

Because they are affiliated with Austria’s national theatre, andati@atiby the
Federal Republic of Austria, Burgtheater productions have far greatarcesat their
disposal than Vienna'’s city-run fringe venues. The Burgtheater has an epersing
budget of approximately 65 million Euros, which makes the annual operating budgets of
Tanzquartier (approximately 3 million Euros) and Brut (approximately 1.5omiluros)
seem paltry in comparison. The greater operating sum means that the Bergtlseat
has a far more expansive advertising campaign, even for its more expatiment
productions. The venue itself, with its central location and allure for touristeasbat
its performances will perpetually meet their capacity quotas. In contiasfad/s fringe

venues are slightly less centrally located and must rely more on aewestits to draw

39 Some of Vienna’s major venues are funded by tyeagid the federal republic. The Volkstheater, with
an operating budget of 11.3 million Euros per yeag, notable example.
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audience attention. This process is complicated by Vienna’s advertisirty baléed
Gewista which places restrictions on where performance groups and venues may hang
posters and other advertising materfafsGewistahas been accused of having a near
monopoly on the city’s outdoor advertising spaces. One of the few locations where Brut
is able to advertise is the subway terminal located in the immediateyizirthe venue.
Unless people know that Brut exists and have ventured to find its production schedule
online, it is very difficult for them to be exposed to the venue’s advertising campaig
Such circumstances, and more, make the Burgtheater Vienna’s uncontestablie leade
the production of a vast array of theatrical pieces. In any given season asidi@mce
view a play by Austrian playwrights (i.e. Franz Grillparzer and Thomas Bty
classical European playwrights (i.e. William Shakespeare and JearRacid by an
assortment of contemporary playwrights from around the world (i.e. Yasmina iRteza a
Neil Labute). In addition, a variety of more experimental German languagerights
produce plays in conjunction with younger and/or more experimental directors in the
more fringe-oriented venues, i.e. the Kasino and Vestibuel. Some of these prexlucti
enjoy such success that they receive placement in the Academiethesgiertoire and
are shown to an even wider, more mainstream Burgtheater audience.

The major differences between the Burgtheater’'s more fringe-attiertiek and
the productions shown in Vienna’s other fringe venues (i.e. Tanzquartier and Brut) are
the tendencies for Burgtheater directors to work from establishedgendsated by

playwrights and the Burgtheater's near-exclusive German languageonepeHowever,

39Gewistais the name of Vienna’s advertising board, whicts weeated in 1921 and is under the control of
the municipal department of the city of Vienna, g¥hitself has long been under the supervision ®f th
SPOe This organization places restrictions on theesypnd sizes of advertising that companies may
utilize throughout the city.
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although the Burgtheater is defined by its use of German language, the venue does not
often showcase the regional Viennese or Austrian dialects. The majdBitygtheater
actors receive their training from a network of German language tiseawels, which
emphasize a more northern-oriented form of German ddtbetht Deutsclor
Buhnendeustch&! Often, Austrians who are integrated into the training system must
adapt to this way of speaking. By doing so they lessen their Austrian dialects, whic
have negative stigmas attached to them associated with rural life aessreg
conservative outlooks. The training system leads to an established Germagdangua
scene within Vienna that is already somewhat divorced from the local c8Hteébtiose
actors who were not fully able to abandon their Austrian dialects may appear on the
Burgtheater stage, but this is seldom. Primary rationale for this is the inoasgound
created by the intermixing of dialects on stage. As former Burgtheatceavid
Oberkogler remarked in a May 2009 interview, “when you are the only Austrian on stage
you hear it.*'® Furthermore, as Oberkogler highlighted, at the time of the interview, he
was the only male native Austrian actor under the age of 40 to work at the Buegtheat
and his contract was about to expite.

Contrary to actors in Vienna'’s established scene, the small amount of native
Austrian fringe artists tend to avoid the negative stigma attached toapenal dialects

because they often perform in English and/or a mixture of other European languages.

31 Hoch Deutsclis a German word that is literally translated kighh German;” however it is often
considered “standard German” in the way that theiNBastern dialect of the United States is often
considered standard American. Its name derives ft® usage in the higher elevated areas of German
speaking lands closer to Europe’s Alpine regiBuehnendeutsds a German word used to denote the
type of inflection used by stage actors who tenspiakHoch Deutsch
%12 A primary exception to this is the Volkstheatehioh emphasizes stage work written by Austrian
playwrights and performed in the Austrian dialect.

313 David Oberkogler, former Burgtheater actor, inievwby author, April, 2009, Vienna, field
notes.

34 bid.
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Rationale for this is both pragmatic and ideological. Pragmatically, doiagigiions in

the locally-bounded German language “limits possibilities for exchange imopEg.*°
Utilizing English, even an unsophisticated trade version of English, meansdbps gr

will be more successful abroad. Even artists in the fringe scene, like thtatedffvith
Toxic Dreams, who rely more on language in performance claim that they nee
justification in order to produce something in German. For example, if the English is
deemed too complex, then the Toxic Dreams team will either translate it imt@Ger
include German subtitles® Toxic Dreams tends to operate in English primarily because
it is the common language among the artists’ international group. Wanunu himself has,
at best, a rudimentary knowledge of German. Furthermore, even though Iren&iGoticc
one of Toxic Dream’s principal actresses, has a strong command of Germaateshe st
that it is easier for her to act in Engli&i. Other groups, such as Superamas (primarily
composed of five Frenchmen, many of whom have a limited command of German)
produce their work in English for similar reasons. Of course, this cam@gations
regarding which audiences will be able to fully comprehend the performances.

In ideological terms, the artists have a desire to cohere to the dominant
cosmopolitan model, where value is placed on English as a marker of the fring/s scen
transnational orientation. Austrian native and fringe performer Thomab&eiser
argues that performing in English allows him to eschew the stereotypemstadth

his Tyrolean Austrian dialect, which is highly apparent when he speaks German. As he

315 Christine Standfest, member of theatercombinateriiew by author, April, 2009, Vienna,
field notes.

318 yosi Wanunu, artistic director of Toxic Dreamsgirview by author, April 2009, Vienna, field
notes.

37 |bid.
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claims, “Doing it in English, it feels more universat® Having the ability to perform
almost exclusively in English also allows Kasebacher to align hims&lfaxspecific
type of cultural capital. Whether for pragmatic or ideological reasons, Vefimaje
scene is now dominated by English language. This factor automaticalilyagedst from
the Burgtheater, which is composed almost exclusively of German-languagetimmsiuc
The Burgtheater’s practice of producing text-based theatre in the dominant
German language means that the artists within the venue (i.e. actotsrsréesigners,
and more) are intrinsically part of a specific performance communityhvizis
historically played in an extensive German language repertoire sgetaposed of state
theatres throughout German speaking lands. This system has its own complex
organizational structure and also accounts for its own subculture. For exanggle, lar
established German language theatres are part Dietischer Buehnenverefthe
German theatre organization), which serves as an important center of comiourfczat
German language theatre practitioners and helps them lobby for bettgraind working

conditions®*®

Actors who play within the system are part of a union called the
Betriebsrat the German equivalent to the American Actor’s Equity Association, which
places limitations on how often actors can rehearse/play a show in a giegpetiiod.
Many directors are also part of a union callégreemium although this is less official

than the actor’s uniotf° Such organizations link the Burgtheater to its own transnational

network, albeit one found exclusively in German speaking lands, and this network helps

318 Thomas Kasebacher, artistic director of Not Foviet Theater, interview by author, April
2009, Vienna, field notes.

319 http://www.buehnenverein.de/de/theater-und-orchéfiehtml (accessed January 20, 2011).
320 There are many more complexities to the systeinl, will not include them in this study becauseythe
are not wholly relevant to my investigation of fnege scene, which has its own complex organizatio
structure (see chapters one and two).
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define the established theatre as its own subculture with a unique set obogeaat
orientations. Although the Burgtheater is a part of this system it is slgwiit entity,
which consists of unprecedented power within the network.

Due to the Burgtheater’s unparalleled resources it is often calledghthéatre
of the German language. Consequently, it acts as a magnet for the Germage&ng
most noteworthy celebrity actors, directors, and designers. When Gengaade
actors are employed at the Burgtheater they become a part of a uniqugppsesind
integral community. They are the established German languagesthedite class.
Being grafted into this prestigious institution is an indicator that onadtasved great
success and being ousted from the network is often a severe point of hardship. In an
interview with Patrick Beck, former Burgtheater actor, he lamentectleiase from the
theatre claiming that it would be unlikely for him to get hired at other hesdres due to
the elitist stigma that Burgtheater actors have in the larger ebt@&blizerman language
theatre community?* In an interview with Sylvia Haider, former Burgtheater actress and
stage adaptor of the Burgtheater Kasino’s version of Sandor Maria’s\Wawvellungen
einer Eher she stated that when Matthais Hartmann was appointed leader of the theatr
in 2009, she became one of causalities of the new arrangement. Haidesexkpegs
extreme disappointment upon learning that she would not return for another season at the
Burgtheater stating “why should | leave the Burg...this is my holiéedaider claims
that the Viennese have a unique relationship to theatre, which does not exist in Germa

cities, and that being a part of Vienna’s most renowned theatre means that pag f a

321 patrick Beck, former Burgtheater actor, intervieyvauthor, 11 April, 2009, Vienna, field
notes.

322 Sylvia Haider, author dvVandlungen einer Eheinterview by author, April, 2009, Vienna,
field notes.
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a special community. Upon being grafted into the Burgtheater’'s own integnahanity
Haider, an Austrian herself, began to perceive the Burgtheater as her henpeosition
at the venue became a fundamental aspect of her identity rather than aneere c

A subculture is usually defined as a smaller group of people within a larger
cultural system with rules, norms, and methods of socialization that somehow rdinert f
mainstream culture. The word subculture is sometimes used almost as a symonym f
countercultural movements, where participants intentionally operate according to
principles that counteract mainstream tretfdsFor the purpose of this dissertation,
subcultures are defined as smaller, integral communities located withen tamtexts of
socialization. These subcultures may or may not be intentionally counter-cultutaé
case of the Burgtheater, which contains its own unique subculture of artistsftina cul
agents who comprise it are decisively not counter-cultural, but rather througivaohlei
they help to define hegemonic conceptions of Viennese and Austrian culture.

While in Vienna and freely traveling between the established and fringesste
became aware of several aspects that lead me to label these twoascesesrate
subcultures of performing artists. For example, artists at the Burgtheateften kept
busy with tight production schedules associated with the Burgtheater’s extensive
repertoire system. Vincent MesnaritsclBwehnenbilde{designer) who often works at
the Burgtheater informed me that during the production season a typical deyscohs
working 13 hours and then ending the evening with a drink in the Burgtheater’s cantina
along with his fellow Burgtheater artist$. There is literally no time for most active

Burgtheater artists to see productions outside of the Burgtheater commumitif, tees

323 See the studies of Dick Hebdige for a more detaileatment of these concepts.
324 Vincent Mesnartisch, interview by author, ApriQ@, Vienna, field notes.
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had the desire. Furthermore, the long hours spent with fellow members of the German
theatre’s established companies means that it is common for thesetattiave the

majority of their professionalnd personatelationships within the network. The same
holds true for the fringe scene. Although | found many fringe artists to bectesstaan
their established counterparts, they often expressed disinterest or outridiy host
towards Burgtheater productions. They also showed little attempt todafgssional
friendships with people at the established venues. These aspects, and morsomase rea
why one should understand the two scenes as separate, non-overlapping communities
within the larger context of Viennese society.

The tendency of Vienna’s fringe artists to eschew work being done at the
Burgtheater often takes the appearance of a conflict of generations, witmgjee fri
representing the young and “hip” and the Burgtheater representing the oldtadd =i
this is a problematic perception. Although he acknowledges that fringe scerndsar
populated with the young, Pierre Bourdieu suggests the possibility that there may be
aging artists in the fringe sceff@. He further claims that there may be a gap between the
artist’s chronological and generational age, which means that anagtbe older but
exhibit ideological and aesthetic leanings that are more commonly dsdogith
younger generations, such as the fringe’s general antagonism tosestaibtaditions.

There are many aging artists within Vienna’s fringe scene that aoteuneacross into the
established theatre’s subculture and who, therefore, remain in the fringes scene

subculture. Indeed, according to the findings from the European Commission report

3% Bourdieu states, “it is true that the initiatiiechange falls almost by definition on the newcosnée.
the youngest, who are also those least endowedspbific capital: in a universe in which to exssto
differ, i.e. to occupy a distinct, distinctive ptien, they must assert their difference, get itknand
recognized, get themselves known and recognizeakgna name for themselves’).”
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entitledArtists’ Moving and Learning Projecthe typical age where fringe artists come
into success and demonstrate the greatest amount of mobility is between 30 and 40
years>?® The separation between scenes is, therefore, not a matter of old verses young.
Instead the division results from the linguistic distinction between thgefiand

established scenes as well as from Austria’s rigid social steyetith its resistance to
vertical and horizontal mobility?’

Despite the differences between scenes’ subcultures, there is salwbahof a
negative stigma attached to those who operate exclusively within the &amgmunity.
As Christine Standfest of the Vienna-based fringe group theatercombinarg, angioh
of the Viennese public believes that an artist is not successful until he/she bas@erf
at the Burgtheater. This creates a situation in the fringe scene wharde#&y you are
condemned to being a never-ending juvenif&. The words of Toxic Dreams company
member and Superamas actress Anna Mendelsohn appear to confirm Standfest’'s
assertion. Despite her success within the fringe scene, Mendelsohn adnsit® thizll
has a dream to be an actress at the Burgtheater or Volkstheater. She thatdrar
grandmother, a playwright who had pieces staged at the Burgtheater, would not be
particularly proud of her because she is nBtiegactress?° Even though the

completely bi-lingual Mendelsohn is enjoying a solid career in the friogigesand has

326 Amilhat Szary Anne-Laure, Louargant Sophie, Kodpstén, Saez GuyArtists Moving &
Learning Project (Education and Culture DG: Lifelong Learning Phang, 2010), 50,
http://www.encatc.org/moving-and-
learning/files/European%20Report%20ARTISTS%20MOVINPDAND%20LEARNING.pdf(accessed
March 14, 2011).

327 pjerre BourdieuThe Field of Cultural Productiored. Randall Johnson (New York: Columbia
University Press, 1993), 58.

%8 Christine Standfest, member of theatercombinateriiew by author, April, 2009, Vienna,
field notes.

329 Anna Mendelsohn, member of Toxic Dreams, intervigwauthor, April 2009, Vienna, field

notes.
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the ability to perform in German as well as in English, she does not antieyzate
earning a position in an established theatre ensemble, even as she matures in her
profession. Rationale for this is that she occupies a separate sphere of inflaartoert
established counterparts and her work is not likely to be seen outside of her own
subculture.

The seemingly impermeable nature of the two subcultures suggests that the
supposed “duality of the fringe scene and the (established) theatre sceon&alsynot,
as many fringe artists claim, an explicit battle between fféfti.o argue that there is a
battle implies that there is outright antagonism on both ends of the spectrunm@ie f
and established scenes) and that the possibility exists for the fringe scesp@dce
certain segments of the establish scene. In Vienna, no such factors exestd, st
appears that the antagonism is mainly the product of the fringe side alonetahttha
antagonism is, at most, superficial and stems from the artists’ jeatouesiyhe
Burgtheater artists’ resources. The artists who articulate taesrational orientation do
so in part by demonstrating their disinterest in and dissociation withuttggh@ater.
Conversely, Burgtheater artists exhibit little interest in threigé performance
counterparts while admitting to their intrinsic separation from them and supesibion
over them. Furthermore, fringe administrators attempt to combat the lack af publi
attention brought on by the Burgtheater's hegemony over local audience’®attent
new work by calling for increased communication between artists, the putdlithe
media®**! However, such programs aimed at getting more audiences to see fringe shows

will never enable the fringe scene to displace the work at the Burgtheeaeisbehe

3% Thomas Frank, artistic director of Brut, intervieywauthor, 17 May, 2008, Vienna, field notes.
331 ||hi
Ibid.
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venue’s reign over the scene and its historical, local importance to the peopdmioh 4
too great to ever be challenged. The above circumstances manufacture the teed for
fringe scene to somehow articulate its legitimacy independently from gjeentoaic
Burgtheater. One of the ways that the scene does so is by highlightimtgrit&iional
gualities and its value of newness. However, as Europeanization exerts its profound
influence over all subcultures within Vienna, especially subcultures withiruttuead

field, even these qualities are not exclusive to the fringe scene.

Although the Burgtheater’s artists are entangled in a specifit&elanguage
community, which values text-based approaches to theatre and enjoys admegeadie
support from the Austrian nation, there is evidence that the venue is beingcafgc¢he
onslaught of globalization and Europeanization. Factors such as an increased use of
English language, the incorporation of directors and designers from non-German
language countries, and more attention to generating corporate support are deidence
such change. In general, these factors and others are leading to mooerelaéian
between Vienna's established and fringe venues. This correlation is abettedibgid-
spread, recent historical practice of the established venues co-optingthtietieesf the
fringe scene.

The Absorption of the Fringe Scene by the Established Scene

To a large extent, fringe artists pioneered necessarily legitignzork in the
1980s and 1990s, thus assuring that the fringe scene would remain a viable subculture
within Vienna’s performance scene and a community legitimized by govatalme
support. However, the support was granted with the expectation that the scene would

become a viable tributary to the established scene. It was not initiallgafieth the
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understanding that the fringe scene would develop independently of the established
theatre scene, which it has over the past decade.

From the late 1800s to the collapse of the Austria-Hungarian Empire in 1918,
Vienna was a hub of fringe (or avant-garde) art. What followed was a period
characterized by growing conservatism and a tendency to focus on classitsabf
theatre rather than on experimentation. Although Germany experienceccaigrsicial
upheaval in the 1960s and 1970s, mainly spear-headed by the members of the
Nachgeborenthose born after the Nazi period, which rebelled against their parents’
practice of denying and/or keeping quiet regarding their complicity in thecHiast,

Austria witnessed far fewer social conflicts. However, up until Claus By, a

German, was appointed as the controversial leader of the Burgtheater, the revislations
did occur in Vienna’s artistic community were far more grassroots andiegbtar those

to the North. For example, the Viennese answer to the German’s neo-expressionist
Tanztheatemovement, which also began in the 1960s and 1970s, was the Viennese
Actionists. The Actionists’ performances were characterized bglided mutilation and
carnal actions staged in found spaces and without government consent. The Actionists
were one strand of a small number of experimental performance groups, \alieth st

their work primarily in the abandoned basements and common rooms of Vienna’s failed
socialist apartment buildings and received a great deal of criticism aressigor from

the local government. In the late 1980s a shift occurred, which brought frirgge iatb

the institutionalized mainstream of Austrian society. At this time Rotemauer

published the study calletlr sozialen Lage der freien Theaterschaffen@emslated as

Study on the Social Welfare Situation of Independent Artigksch argued that Austria’s
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performing artists have poor living and working conditions and should be better
supported by the local government. This study met with growing initiatives for
transforming the fringe scene into a viable, governmentally-legitahspace for creating
artistic innovatior?>? Barbara Stuewe-Essl argues that, as a result of these reforms,
through the 1990s fringe artists were able to develop more work while subsisting on
government funding® In theory, with a more visible, governmentally-sanctioned fringe
scene, the established venues would be able to gain new artistic insights bygdkopti
scene’s more experimental aesthetics. This happened more during the 1990dhthan in t
ensuing decade when the fringe scene was transformed by the governmententd anor
space for legitimizing Vienna’'s brand in Europe’s transnational fringeespaHowever,
within Vienna the established scene is still accused of co-opting the foege's
aesthetics.

Vienna’s major established theatres have been known to absorb and adapt avant-
garde aesthetics, re-packaging them for mainstream audiences. rRpteexadthough
the Viennese Actionists were frequently imprisoned during the 1970s and 1980s, in the
late 1990s they had become absorbed into Austria’s mainstream. Evidence fasthis w
in 1995 when Herman Nitsch was invited to design the dgéremdadeby Jules
Massenefor the established Vienna Opera and then later in 2001 when he designed the

operaSatyagrahay Philip Glass at the Festspielhaus of St. Polten (an established venue

332 This study met with the developmentl&FT (the Austrian Association of Independent Theadre)
"IG-NET," an organization that subsidized artists’ sosedurity contributions. These motions enhanced
the legitimacy of work within the fringe scene.

333 Barbara Stuewe-Essl, “Austria Professional inddpenperforming arts - financially still on
the fringe,” GIFT, (January, 2006),
http://www.freietheater.at/?page=europeanoffnet@stbpage=country_report#Zaccessed January 21,
2011).
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located in a town on the outskirts of Vieni).A similar event occurred a decade
earlier as well when the avant-garde playwright Thomas Bernhard’s vesrpreduced

at the Burgtheater under the leadership of Claus Peyiianthis resulted in copious
studies generated within the scholarly community. Perhaps the most resraplexf

the established theatre’s power to overtly purchase the fringe occurretieviKhgino’s
2009/2010 season opener, a collaborative event between the New-York-based fringe
group The Nature Theater of Oklahoma and Burgtheater actors.

The Nature Theatre of Oklahoma is an example of a grassroots, fringe
performance group, which garnered a great deal of critical and audiencemthatitin
Vienna'’s fringe community. This happened when the New York-based company was
discovered by Florian Malzacher, dramaturg of the Austrian contemporéoyrpance
festival Steirische Herbst, and subsequently given public funds to travel tiafarst
perform at the international evetit. As a result of the group’s backing by Steirische
Herbst, which provided them the necessary travel money to fly to Austria, gieyabie
to subsequently perform at the less well-endowed transnational fringe Benua/here
the group generated a great deal of attention among Vienna’s fringe copfunit

Vienna's interest in the Nature Theater of Oklahoma culminated in a 2008 win for

334 http://www.nitsch.org/index-en.htnfaccessed March 11, 2011).
33> General overviews of the controversies that CReymann and Thomas Bernhard’s legendary
partnership are available in English language studuch as those mentioned below.
Gitta HonnegerThomas Bernhard: the Making of an Austri@dNew Haven: Yale University
Press, 2001).
Linda C. Demeritt, Margarete Lamb-Faffelberger,.gdestwar Austrian Theatre and
Performance(Riverside, California: Ariadne Press, 2002).
33 For more information on the Nature Theatre of ®&laa visit their website.
http://www.oktheater.orgfaccessed March 11, 2011).
337 Steirische Herbst is one of Austria’s few inteimiaal festivals to showcase transnational fringisisr
who display “contemporary performance.” This festihas a larger international audience than tbleeni
co-production venues of Vienna. It may be compaodtie Wiener Festwochen; consequently it attracts
great deal of private sponsors, who increase thahility by funding the event. It is rare fordgHestival to
showcase works generated within the context of Maen
http://www.steirischerherbst.at/2011/deutsch/mi&bl (accessed March 11, 2011).
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Austria’s Nestroy Prize for Best Off Production (Off is synonymous witigé). As a
result of the group’s critical and audience praise, Malzacher who hadffh&seme
absorbed into Austria’s established scene when the new director of the Bangtheat
Matthias Hartmann, appointed him as freelance dramaturg at the Buegth&asino,
suggested the group as the venue’s 2009/2010 season opener. In this instance the
Burgtheater’s co-optation of the fringe was fairly transparent, lsibiten far more
opaque and difficult to verify empirically. The opacity is increased due toitige fand
established scenes’ division. Indeed, even though the scenes are convergincgsnst
like the absorption of the Nature Theater of Oklahoma are extremely rare.
Rationale for the Disintegrating Gap between the Fringe and EstablisheScenes
Although the fringe and established theatre scenes are separate, they are
converging, and there are three primary reasons why the aesthetic andicgaps
between the separate subcultures are narrowing. All of these seenlttraasor relate
to Europeanization and globalization and appear to have little to do with their close
geographical proximity to each other. The first reason is that artists in leo#gssend
to emphasize their identities as Europeans. The second rationale is thatrfdinge a
established artists follow the developments of global mediated mass cllhedinal,
and primary reason, is that artists in both scenes stress the value of cliffevkith has
become a key way for them to establish their legitimacy in a marketrdiglobalized

era characterized by a deluge of stimuli competing for audience attention.
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The EU attempts to establish and strengthen a unified European identity among its
citizens, while still emphasizing the motto “unity in diversit§?” Although this unified
identity would seem to be more prevalent within the transnational fringe scene than
within the more localized established theatre scene, artists in both sceeastap
identify with Europe. A key pragmatic factor in creating a unifiecbfean identity is
language. This central aspect of identity construction poses a largeairaatblem to
monolingual EU citizens who find that linguistic limitations are barriersigiifig
connections with people in the EU who come from areas beyond their own nation’s
borders. However, such mono-linguistic citizens are a rarity in Eurgpegially among
cultural agent§*® Since 2007 the EU has recognized 23 so-called “official” languages,
which correspond to the dominant languages of EU member nétfoAsthough
German is actually one of the most common mother tongues of EU citizenshEagli
the language that is typically used for practical communication amoratizéns,
especially within the highly mobile group of European arfiStsAmong members of

Vienna's established theatre subculture, German is the primary method of

338 This motto was adopted by the EU in 2000 to stilesss despite the union’s wishes to unite its fesop
politicians do not wish to alter the great cultutlersity that characterizes Europe. More infdiora
about this motto can be foundTihe Bridge a quarterly report on European integration.
http://www.bridge-
mag.com/magazine/index.php?option=com_content&teiske&id=213&Itemid=74

339 According toThe New Federalist56% of the citizens are capable of joining av@nsation in another
language than their mother tongue” and “Almost Sif%he citizens that know at least one languageroth
than their mother tongue, use the foreign lang@dgest every day.”

http://www.thenewfederalist.eu/Viva-Europe-anddeguagegaccessed March 11, 2011).

340 For further information on how the EU categorilmsguages as “official” visit the following website
http://ec.europa.e(accessed March 11, 2011).

31 The New Federalisttates, “English is the most widely spread languiaghe world as a first foreign

language and it is also the most spoken in Europ@rthermore 68% of Europeans claim that it is the

most useful language to know.
http://www.thenewfederalist.eu/Viva-Europe-andigeguagegaccessed March 11, 2011).

161



communication and the dominate performance language. Consequently, the cultural
agents in this community are far more fixed to their mother tongue than transihationa
fringe artists are. This pragmatic notion prompted one Burgtheatert@idigjue that

Europe, as a conglomerate culture, “does not exist in the th&&trB&spite the apparent
reality that the Burgtheater and the established German languageiniynconstitutes a
subculture intrinsically connected through its use of the German languaigg antists at

the Burgtheater are gravitating towards the idea of Europe as a commitetythrough
common cultural reference points that exist outside the bounds of a sharedéanguag
Furthermore, these artists express a general interest in aligningrtiveith their

European ideologies. Through my conversations with Burgtheater artists t¢necsta

that “Europe does not exist in the theatre” was revealed to be an anomaly. Even though
Haider, who made the statement, does not see the immediate benefit of the EU for her
profession as actress, she exclaims that the “EU is wonderful.” To her the&is m
freedom to travel in the continent without needing a passport, even if the institution does
not often mean the ability for her to work across borders as an actretserfore, she
exclaims that the EU is allowing her fellow Austrians to reconnect with Hastern
European roots. As the primary voice behind the adaptation of a Hungarian novel, which
tells the story of the breakdown of the Austro-Hungarian Empire during WWI, the
connection between Austrians and Eastern Europeans was at the forefront osHaider’
mind when | spoke with her in 2009. Perhaps other rationale for Haider’s tendency to

emphasize Austrians’ attachment to their Eastern neighbors was hericomant

342 Sylvia Haider, author dvandlungen einer Eheinterview by author, April, 2009, Vienna,
field notes.
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involvement, at the time, with a Slovakian nt&h.Such personal connections like these
have a profound impact on artists’ feelings of Europeanness.

Like artists in the fringe scene, many artists at the Burgthdater that they
get inspiration by traveling and partaking of the cultural benefits adsdawith
Europeanization. Former Burgtheater actor Christian Nickel proclainhen't want to
be 20 years in Vienna...it's boring...if you are always in these rooms and
thoughts...you get ill*** Like others | met while observing at the Burgtheater, Nickel
claims to be “more European” than German or Austrian and laments thatites lim
command of English decreases his ability to work in Europe’s more expansive
performance communi§’> As Nickel states, “it's a pity... (that) | can only work in
three different countries* It appears that many Burgtheater actors express a desire to
partake in the cultural capital that comes from aligning themselves witip&and
claiming a cosmopolitan outlook for themselves. For example, Alex Medentaassis
director at the Burgtheater, defines Europe as a place where cultureiynateidhand
integrate. He argues that the mixture of German and Austrian artisésBuirtgtheater
is merely an extension of this “natural” process. Medem identifies Hiasahlf
Peruvian and half German. Although he now works at the German language
Burgtheater, he trained as a director in LondfdénHe expresses gratitude for the larger

perspective he received having grown up in a multi-cultural family and haaingd

3 |pid.

344 Christian Nickel, former Burgtheater actor, iniew by author, April 2009, Vienna, field
notes.

5 |pid.

346 Alexander Medem, Burgtheater assistant directoerview by author, April 2009, Vienna,
field notes.
347 Due to his mixed background and English languagéqgiency, Medem was selected to assist with the
Burgtheater/Nature Theatre of Oklahoma collabonatio
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in Britain3*® Regarding Burgtheater artists’ cosmopolitan, European outlook, in an
interview with David Oeberkogler, former Burgtheater actor, he infdrme that
patriotism is a “silly” and outmoded notion. Oeberkogler ridicules the idea that one
must be uniformly attached to one geographically-bounded political territohyas
Austria or Germany. Furthermore, he lauds Europe for the increased educational
opportunities and outlets for creative collaboration that it provitieBurgtheater
scenic designer Vincent Mesnaritsch states that “Vienna is likeYek/ before
correcting himself and proclaiming “not like New York, but cosmopolitah.Here
Mesnaritsch refers to how the city’s atmosphere is changing in favanofeaglobal-
orientation. The Burgtheater artists’ own words regarding their Eunopea are a
reflection of this change. It appears that artists in Vienna’'s most pnohas&blished
German language theatre have an ideological, if not practical, orientatiards
Europe and that this translates into a disinterest in creating products thatdoll
specific national line. As Britta Kampert, Burgtheater dramaturgeesy, “it's about art,
not about a nation®>*

The ways that Burgtheater actors articulate their European idetigesimilar to
the ways that Vienna’s fringe artists stress their orientations toardge. The fringe

scene’s Europeanness is highly evident, and arguably the community’s prirfiairygde

348 Alexander Medem, Burgtheater assistant directoerview by author, April 2009, Vienna,
field notes.

349 David Oberkogler, former Burgtheater actor, inievwby author, April 2009, Vienna, field
notes.

#0Vincent Mesnaritisch, Burgtheater designer, iri@mby author, 8 April 2009, Vienna, field
notes.

%1 Britta Kampert, Burgtheater dramaturg, interviepanthor, March 2009, Vienna, field notes.
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feature®? Former city curator Andre Turnheim claims to be “more European than
Austrian.” This stems from his primary training in Germany and his interé¢isé
transnational European festival scérie Furthermore, he states that he “wouldn’t have
anything against it if in 20 years (he) has an EU passport rather thantaamus
(one).”®®* Similarly, Uwe Mattheiss, one of the original authors offtheaterreform
argues that to live in Vienna is quite comfortable, but that it is important for people
working in the cultural sector to extend their reach outside of the city. Hiesdlat this
will give them a good artistic “equilibriun? Valerie Oberleithner a performing artist
in Vienna’s fringe scene states that she is fortunate to be involved in a network of
performers that enables her to work freely in Belgium, Paris, and Viennaridelsf

and colleagues are in a similar situation. For example, her boyfriend ahé&)&tivier
Tirmarchefrom Superamas, traveled on a weekly basis. This allowed him and his
colleagues opportunities to gain information on other fringe scenes and to inarporat
new practices into their work® Oberleithner and others in the scene credit the EU for
their cosmopolitan orientations, which have also appeared in Vienna's establisies the
scene. For example, Christine Standfest claims that the EU “enabigs) &otthink

more than locally, which is great” Also, when Sigrid Gareis began her tenure at

%2 Although until now | have merely been highlightitig material factors of the fringe scene’s noraloc
orientation, at present | focus on the words ofdtiests and administrators themselves who artieutzeir
identification with the concept of Europe.
%3 |n the same interview, Turnheim claims that 80%oé$trians outside of the fringe community would
disapprove of this change. This is further evidefor the fact that fringe artists tend to accaptitiea of
Europe more than non-artists do.

%4 Andre Turnheim, former curator for the city of Wi, interview by author, 8 May 2009,
Vienna, field notes.

355 Uwe Mattheiss, co-author of tAéeaterreforminterview by author, 29 April 2009, Vienna,
field notes.

¥%valerie Oberleithner, Vienna-based performingsarthterview by author, 25 June 2009,
Vienna, field notes.

%7 Christine Standfest, member of theatercombinaterview by author, April, 2009, Vienna,
field notes.
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Tanzquartier, she claimed that it was very important for her to “create maodel in
Europe.®®® Situating her venue within a larger European context is one way that Gareis
articulates her own European identity and encourages artists who displayatkeat w
Tanzquartier to orient themselves towards Europe as well.

The tendency for agents in the cultural field to identify with Europe is by no
means unique to Vienna. Artists’ mobility throughout Europe does not stem purely from
economic motivations, but from their desires to somehow refresh their creatigg ene
and increase their feelings of being connected to a larger network. Accordieg to t
Artists’ Moving and Learning Project “Geographical mobility is essetdiartists, since
confrontation and exchange of ideas is essential to the creative process.ngdisto
have the possibility of working away from their normal surroundings in order tolrefres
their creative drive*®® The report cites artists who confirm its findings. For example,
Maarten Vanden Eynde a contemporary artist from the Netherlands btdtks tgained
confidence by exhibiting internationally*®® The combination of economic and
ideological motivators mostly translate to periods of one to three months penatear t
artists spend in European nations outside their own, the majority of these appa@ntment
consist of displaying in co-production venues and festivals and/or being parsbirarti

residency prograni$! Artists working in the established and fringe scenes express the

%8 Sigrid Gareis, former artistic director of Tanzdiex, interview by author, 15 April, 2009,
Vienna, field notes.

39 Amilhat Szary Anne-Laure, Louargant Sophie, Kodgstén, Saez Guyrtists Moving &
Learning Project (Education and Culture DG: Lifelong Learning Parg, 2010), 50,
http://www.encatc.org/moving-and-
learning/files/European%20Report%20ARTISTS%20MOVIPDANDY%20LEARNING.pdf(accessed
March 14, 2011).

¥9pid, 58.

%1 Ibid, 33-34.
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value of aligning themselves with the concept of a united Europe and the waysythat the
articulate this value reveals a great deal about their overall mentalities

People typically belong to several groups, religious, familial, national, ar, othe
which help define them as social beings. Oftentimes, people do not tend tcssee the
identities as in conflit with one another. According to scholar Richard Kdem and
others, identities may be understood as nested, concentric circles, oné¢hiesiteer®?
Following the “concentric circles model,” local identities are subsLim@&ational
identities, which are encompassed under the more general idea of Europearid #pyie
artists in both scenes understand that they are European as well as Austrianaor. Ger
However, artists in the fringe scene are slightly more aware of the Bmregpects of
their identities because it is more a part of their daily socializationrope’s
transnational fringe spaces. It follows that fringe artists plaeater emphasis on a
certain segment of the circle than their established counterparts do even thouaye they
also in tune with their Europeanness. Furthermore Herrmann and others claim that
“people identifying with their nation and with Europe are less nationalistg, les
xenophobic, and hold more cosmopolitan values in gen&ral. have found that
cosmopolitan values define the “winners” in Vienna'’s transnational fringesce
Although it appears that fringe artists are more self-consciously afvtreir
Europeanness than established artists, both articulate their attachmenbttoty c
when asked direct questions regarding it. My findings suggest that artigithiscenes
have converged in regards to their desire to partake of the cultural camtaatesswith

aligning their identities with the cosmopolitan notion of a united Europe.

%2 Richard K. Herrmann, Thomas Risse, and MarilynB&wer, eds JTransnational Identities:
Becoming European in the E{lLanham: Rowman and Littlefield, 2004), 251.
363 [|ai
Ibid.
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Artists’ verbal claims regarding their Europeanness have helped thasesdbl
and fringe scenes converge ideologically and there is other, perhaps equoaikiling,
evidence for the scenes’ aesthetic convergence. One of the most profolarttisisni
between scenes is artists’ widespread use of global mass culture, often fowtiated
forms. For example, in 2007 it was Toxic Dreams’ engagement with mase ¢hltr
caused them to mount a critique of globalization using characters and scengried ada
from the King Kong films. Toxic Dream&ongs, Blondes, and Tall Buildingsgas
followed by the Burgtheater's own treatment of the Kong icon in 2008, erlttidthbe
King Kong zum Weinen gebradnbughly translated dsBrought King Kong to Teajs
In aDie Presseaeview of the Burgtheater production, arts critic Barbara Petsch noted
Toxic Dreams’ earlier performance, drawing parallels between both sstoeg
indebtedness to mediated mass culture and the overall aesthetic and ideological
convergence of the two scenes, despite their lack of communic&tion.

Icons from mediated mass culture, like Kong, often derive from Americalsgreult
industry, which according to Dutch scholar Rob Kroes, is a pervasive aspeet of t
culture of contemporary Europe. In his 1999 text entifiédu’ve Seen One You've
Seen the Mall: Europeans and Mass Culti¢eoes claims that in the late twentieth
century, “America has irresistably moved toward center stage, while Eumndgeatgelf
on the recieving end of a wave of American culture that washes acrosshieg®® His
primary argument is that Europeans, like himself, have,

undergone an Americanization. We have accquire a set of cultural codes that

%4 Barbara Petsch, Review Bfonster, Maedels, und viel Geschwaetz ueber einghdd by
Johannes Schrettles (Burgtheater Kasino, Vieria)Presse4 July 2008,
http://diepresse.com/home/kultur/news/375049/Marstaedels-viel-Geschwaetz-ueber-einen-
Mythos? vl_backlink=/home/kultur/index.daccessed January 22, 2011).

¥ Kroes, 171.
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allow us to understand American cultural products, to appreciate them, and to

consume them as if we were Americans. We have no more trouble deciphering

American messages—»be they commercials, television programs, or Hollywood

movies—than does the average Ameritan.
In Kroes’ study he often equates the phrase “American culture” with thieosadli
gualifier, “mass” to equal “American mass culture.” In the context of cqreany
Europe, Kroes argues that American cultural codes have acquired a European bent,
adapting to the perspectives of people living on the continent. This claim is $omilar
those outlined by Lonergan and Dianna Taylor who state that when elements of one
culture are transferred to another, often through mediated culture, they takalon loc
characteristics; however, the intriguing aspect of Kroes study ibe¢haadily relates
American mass culture to an adapted form of it found in European mass cultuge at la
He spends little time discussing a distinctive method of adapting Amerigss culture
to the local perspectives of his native Netherlands. The implication of Khmsss is
that Europe is producing its own mass culture, which is largely derived fraiaten
elements that rush through the continent from the deluge of stimuli stemming from
America. Although this European form of mass culture is subject to a siniilque
waged by Horkheimer and Adorno regarding the culture industry, it also servedgas a
contributor to the emergence of a unified European citizenry.

It is significant that conversations among Burgtheater artists oftéarcan the
surplus of American films and television series inundating European culture. For

example, Burgtheater set designer Vincent Mesnaritsch informed me thedbenitly

watches the American television shaexterandHouse and draws artistic inspiration

%6 Kroes, 172.
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from them®’ Rudi Frey, who directed the Burgtheater's productiowahdlungen

einer Eheinformed me that he attends the cinema at least two or three times per month
and usually sees American or “international,” rather than German-lgadias. In
addition, he typically selects between two and three films for inspiration o giv
theatre productiof®® While preparing actors to mimic the outward characteristics of
servants during the early 1900s Wandlungen einer Eh&rey had them examine the
Robert Altman filmGossford ParKor inspiration. When preparing to direct a recent
adaptation of Ibsen’a Doll's House(entitledNora) for Salzburg’s Schauspielhaus, Frey
gave his set designer the American filitge HoursRevolutionary RoadandFar from
Heavenas creative catalyst&’ The frequency of conversations that center on such
mediated mass culture and the impact that this has on the development of camgmpor
Viennese performance is staggering and this factor appears to catghgzten link
between the disparate subcultures than other locally-bounded aspects of thegpedorm
cultures as a whol¥?

Another key reason for the aesthetic and ideological convergence of scenes is tha
established and fringe artists alike stress the value of difference, whibbdwse a key
way for them to demonstrate their legitimacy in a market-driven glauhéra,
characterized by a deluge of stimuli competing for audience attention. To a)xéege
the value of newness has been at the forefront of artists’ dialogue sincdylstaggms of

the modernist avant-garde. As Pierre Bourdieu aptly states, “one could point to

%7Vincent Mesnartisch, interview by author, ApriQ@®, Vienna, field notes.
%8 Rudi Frey, Burgtheater director, interview by artiMarch 2009, Vienna, field notes.
369 [|h;
Ibid.
370 Further evidence for this is found in chapters fand five of this dissertation, when | discuss howxic
Dreams and Superamas, two prominent groups witlénna’s transnational fringe scene, incorporate
elements from American cinema and global mass ruitiuo their work.
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‘manifestos,” which often have no other content than the aim of distinguishing
themselves from what already exists.” Some of these “explicitly iettla aim of

‘doing something different.** Myriad critical movements in modernist performance
traditions have been created as a result of this drive for artists to rejetd ted usher

in the new. As Artaud boldly proclaimed “things must break apart if they ararto st
anew and begin fresii*® This modernist motto is still defining the dominant discourse
of artists within the context of Vienna’'s Birgtheater and fringe scendfefBnce” and
“newness” are prominent buzz words. While observing the developm@rdraflungen
einer Eheat the Burgtheater’'s Kasino | frequently heard director Rudi Frey arskhi
designer Vincent Mesnaritsch articulate their desire to enhance the gvedaittion by

making it “different."?

“New” is perhaps the most commonly used word within the
fringe scene’s discourse. For example, inMamifesto for an European Performing

Arts Policythe transnational fringe artists who drafted the document state that their
“practices..offer newlanguages, articulateewforms of subjectivation and presentation

to play with the cultural and social influences which inform us, to createultural
landscapes” (emphasis addéd).The artists’ supposed desire to make things new relates
to their need to believe that they are patrticipating in liminal, rathercdranivalesque

activities®™ This want persists despite many artists’ inherent recognition of their

inability to achieve this.

"1 Bourdieu, 58-59.

2 Dukore, 760-761.

373 Vincent Mesnartisch, interview by author, ApriQ@, Vienna, field notes.

374 Jerome Bel, et al., “Manifest: an die Europaeig€¢bmmission und deren Kulturpolitische
Vertreter/innen,'GIFT (July, 2002),
http://www.freietheater.at/?page=kulturpolitik&diét®1 304&jahr=2002accessed December 13, 2010).
375 Here | am creating a dichotomy between limina$aice. those that actually break existing struesur
and usher in new forms, andrnivalesqueperformances, i.e. those that mock the prevasingctures with
the explicit sanctioning of the hegemonic forcethaiit actually producing long-term structural chang
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Within both scenes, so pervasive is the idea of “making something new” that
many young, naive artists tend to repackage older forms without knowing it. Andrea
Amort, current curator of the city of Vienna, states that when she is detegrtiiei value
of a given project, it is important for artists to articulate “an awaresfegiseir)
position.” By this, Amort means that it is essential for artists to have a basic
understanding of where their projects fit within the wide spectrum of historical
performance forms. If artists do not demonstrate this knowledge, then Amort and her
colleagues make an effort to educate them. She argues that this awargass$oois
helps artists avoid the practice of recapitulating older forms under the guise of
“newness.” This also helps them develop a more sophisticated understanding of what
may actually be “new” and contemporaf§. However, as the curators are apt to
highlight, what artists in the scene actually contribute is oftentirbeis@age or
mixture, of past forms. Juergen Weishaeupl, also current curator of Vienna tn@fue
“almost everything has been done somehdW.This factor, and the curators’ awareness
of it, does breed a certain level of anxiety among them andgb@&#éve artists they fund.
As a result of internal and external pressures, these administratorsistschegtin the
difficult position of trying to develop and market “newness,” which they recedraz
become an elusive and, to a large degree, obsolete tag word.

To a certain extent, the administrators’ and artists’ understanding of their
predicament leads the artists on a highly self-conscious venture to find his/her unique
way to repackage tH#icolageof past forms. By doing so, they hope to somehow

articulate theiuniqguenessif not their “difference.” Weishaeupl claims that the process

376 Andrea Amort, Angela Heide and Juergen Weishaeupétors of the city of Vienna, interview
by author, August 19, 2010, Vienna, field notes.
377 |bid.
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by which, “everyone looks for his own way to do something,” has become essential for
artists as they battle for legitimacy in an increasingly competitieres’® The

competition is related to market pressures and the realties of audidncasendaily
enmeshed in a hyper-mediated context.

How the Struggle of the Fringe Scene Against the Converging Establishedefe
Creates the Need for a New Style/Genre

Due to the narrowing gap between the established and fringe scenes, fring
cultural agents are seeking new ways to legitimize their work. Thejoarg this by:
one, mixing styles/forms and creating collaborations between artistsafivariety of
disciplines; two, expanding the domain of performance from the realm of venues to found
spaces; three, harkening back to the avant-garde’s emphasis on the emrtanglert
and life; and four, even further shifting the focus away from language andlemients
of themise en sceneMany of these “innovations” were called for amidst the transition
of the fringe scene during the time of theeaterreformand they continue to exert a
profound influence.

Fringe artists are venturing further into the realm of mixed media peafare
and more effectively blurring the lines between disciplines than their isbiedbl
counterparts, to the point where rigid artistic borders have all but disapp&a&aD3
artists advocating change called for “interdisciplinary collaboratiatisartists of
various arts (dance, theater, performance, academic, music, visual argraj

The artists argued that their work could only be understood in terms of heterogeneous

378 [|ai
Ibid.
379 The exact German phrasing is as follows: “interigiénare kooperationen mit kiinstlerinnen der
verschiedenen kinste (tanz / theater / performanigsenschaft / musik / bildende kunst).”

Daniel Aschwanden, et dRe-form: Aussendung von im Tanz- und Performaneeeizh
Tatigen,”GIFT, (April 2003),http://www.freietheater.at/?page=kulturpolitik&diét®1 333&jahr=2003
(accessed January 23, 2011).
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forms that involved a variety of approaches to performance. They state thatdo#goe
can be called,

“performance art,” “live art,” “happenings,” “events,” “body art¢ontemporary
dance/ theatre,” “experimental dance,” “new dance,” “multimedia pedoce”
“site specific,” “body installation,” “physical theatre,” “laboratgr§iconceptual
dance,” “independence,” “postcolonial dance/performance,” “street dance,”
“urban dance,” “dance theatre,” “dance performance” - to name but a f&uch
a list of terms not only represents the diversity of disciplines and approaches
embraced within our practices, but is also symptomatic of the problematics of
trying to define or prescribe such heterogeneous and evolving performance

forms3&°

Artists who were succeeding in the fringe scene rejected spectis Jdloping to lead

the administrators and audiences into new ways of perceiving their work. Alttiesgh
works actually appear to lack liminal qualities and the artists themdwevesa level of
awareness regarding this issue (see chapter two) the subculture lig @efirzéd by their
desire to link their products with such qualifié?s.In 2009, at the end of their tenure as
curators for the city of Vienna, Angela Glechner, Andre Turnheim, and Marianne
Vejtisek commented on how the fringe scene had sufficiently reformee tsiay began
their work®? This was evident in the transition from internal conversations about “text-
based verses movement-based performance” into conversations about fluidity withi
performances between “text, movement, music/sound, film/video, new media, and

lectures.®®® Vienna’s fringe scene seemed to have succeeded in legitimizing itseff in pa

330 |bid.
31 The artists’ emphasis on “fluidity” or liminalityartially stemmed from Sigrid Gareis’ practices at
Tanzquartier. As she informed me in an intervi®areis values artists who are “flexible, fluid, age

Sigrid Gareis, former artistic director of Tanzdiex interview by author, 15 April, 2009,
Vienna, field notes.
382 Their period of tenure was from February 2007 ugfoMay 2009.
33 The exact German phrasing is as follows: “Dast ey allem an dem sich auflésenden Spartendenken
vieler Kunstler aus diesem Bereich: Text, Bewegtgsik/Sound, Film/Video, neue Medien und
Lectures sind gleichwertige Mittel, sodass nichhmeon Text versus Bewegung, sondern von eher
textorientierten oder mehr auf Bewegung basiereaformances gesprochen werden kann.” | translate
this as follows: “mainly due to the dissolving diidn, in the minds of many artists, between text,
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by manufacturing a liminal discourse about its own “difference” and “fidiThis
“fluidity” is consistent with the city’s trend towards internationalizirgyfiinge scene,
which is mirrored in movements throughout Europe. For example, the 2008 report on
artists’ mobility states that within Europe, “Over the past ten yddrasibecome clear
that the traditional divisions between artistic disciplines are lesgardlaartists are
becoming increasingly multidisciplinary, multi-skilled and many work in an
interdisciplinary framework®** These transitions coexist with the overall demands of
artist mobility programs throughout Europe to increase the permeabilityiohaa
borders. Artists who are more adaptable to working in an interdisciplinary toatex
traverse such borders more freely.

Fringe artists are further legitimizing their work by expanding the dowfai
performance from the realm of venues to found spaces. This practice is unfounded in the
city’s established venues where more conservative audiences choose not to abandon the
convention of the traditional theatre space. In 2003, amidst the discourse on the
impendingTheaterreformfringe artists proclaimed their desire to locate “other space
concepts, site-specific approaches, and decentralized work in differen¢craieis

throughout the urban spac®&” Perhaps the most prominent examples of site-specific

movement, music/sound, film/video, new media, audures. There is no longer a conversation of text
verses movement in performance, but a conversafiarore text-oriented or more movement-based
performance.”

Angela Gleichner, Andre Turnheim, and Marianne ek, Zum Abschluss der Kratorinnen
Angela Gleichner, Andre Turnheim, Marianne Vejtig®fienna, Austria: Kuratoren Theater und Tanz, 30
May 2009, accessed 23 January, 2011); availabhe fitip://www.kuratoren-theatertanz.at/pressel2.htmi

384 Directorate-General for Education and Culture dpean Institute for Comparative Cultural
Research, Mobility Matters: Programmes and Scham8sipport the Mobility of Artists and Cultural
Professionals Final ReppAn ERICarts Institute Study for the European Consiois (DG Educationa dn
Culture), (2008)http://ec.europa.eu/culture/key-documents/doc/dgeffmal report ERICarts.pdf
(accessed March 13, 2011).
%°The exact German phrasing is as follows: “andavenkonzepte, site-specifische ansétze, dezentrales
arbeiten in wechselnden architekturen, im stadtreaawie in existierenden kunst- und
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work are found in the performances of the fringe groups God’s Entertainment and
Theatercombinant; however, although artists call for more site-sppeificrmances,
these are far less frequent than many fringe artists emphasizes @hesto the necessity
of the artists to be attached to a local venue such as Brut or Tanzquartiarhakec
more traditional black box constructions. Nevertheless, the genuine desipatal ex
local performances into found spaces throughout Vienna is a recent hallmarkcstbe s
and a way for the fringe community to set itself apart from its edtalolisounterpart.
Fringe artists are also legitimizing their work by harkening back to therice
avant-garde’s emphasis on the entanglement of art and life. Vienna'’s trergeis
defined by an integral community of artists, administrators, and audienbiss. T
community is rooted in intense interpersonal relationships and/or parfakiiendships,
which are fostered within the fringe scene’s transnational social spAtake speaking
with Jakob Brossman, a production assistant at the Burgtheater who also helped in the
construction of Brut’s bar, he referred to the mentality within the fringe ssene a
“bohemian,” a word he associates with an overall artistic temperament roatéxyper
integration of personal and professional ties and the tendency for artistiordes¢o
seep into even the most mundane conversaif8nshis mentality is made possible in
part by the presence of a bar in Brut's two venues. Because the bars functamasn
spaces where artists and administrators mingle during work and soeidahey should
not be understood as trivial factors within the scene. To a large degree thdse socia

spaces act in much the same way as Vienna's famous café culture, which nfiptiosvi

ausstellungsrdumen.” | translate this as, “Otpetial concepts, site-specific approaches, dedasda
work in varying types of architecture, in the cfyace, as well as in existing art and performapeees.”
Aschwanden.
38 Jakob Brossman, Burgtheater Production Assisitatierview by author, Vienna, field notes, 22
April, 2009, Vienna, field notes.

176



pattern of the Habermassian public sphere, is an open forum where ideas aredliscuss
and debated by citizens thereby influencing public pdfi€yThis structural feature

allows for the flow of initiatives and the sustainability of connections amomgrall
agents. For example, Juergen Weishaeupl, current curator of Vienna, remahnks that
often attends theatre performances and then afterwards interacts witistheaer

drinks at the bar. This allows him the opportunity to learn of the artists’ philosopldies a
approaches to their work and to help him better understand how to make funding
decisions regarding the artists’ future watk.After a performance at Brut by Thomas
Kasebacher | stood at the bar for several hours while he discussed his show and his
intended revisions with his fellow artist Thomas Brandstaedter. The bar iseleeik
example of a seemingly quotidian structural feature, which actually alleemma’s

integral fringe community to flourish while blurring the boundaries betweeartists’
careers and social livé®’

The entanglement of art and life has even more profound implications, and
distinguishing characteristics. For example, the integral nature oftige tommunity
means that many artists operate in a seemingly egalitarian manngiis ¢bintrasted
with the hierarchical organizational structure of the Burgtheater. Ratmedidr@issing
character psychology, as the actors and directors typically do at thih&ateg,

regardless of the “experimental” nature of their work, artists in thgerscene are

37 Here | refer to the concept articulated by Jurigabermass of the Frankfurt school of sociologists.
According to Habermass the public sphere is a comfmam composed of citizens who debate issues of
political and social relevance, thus influencindlpzpolicy through their discourse.

38 Andrea Amort, Angela Heide, and Juergen Weishaeupétors for the city of Vienna,
interview by author, 19 August, 2010, Vienna, fialates.
%9 The Burgtheater also has features, such a€ain¢ing a backstage bar area for Burgtheater actors,
workers, and friends; however, while observinghatBurgtheater and | found t@antinato be mostly a
space for after-show drinks and light conversatitirdid not appear to have the same implicatians a
Brut's bar.
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consistently engaged in conversations about ideas and artistic movements. géo a lar
extent, the artists in the fringe scene appear to demonstrate charestigypsatally
associated with intellectuals, in contrast to the characteristicsassbwith technical
craftsmen, which | observed among the actors at the Burgtfi&htEe fringe scenes’
artist-intellectuals demonstrate a profound awareness of contemperaty in literature,
art, and politics. This awareness often manifests in their performanchy@er self-
conscious intellectual discourse.

The final result of the convergence of the established and fringe scenes is the
latter’'s increased attention to elements ofrthige en scenether than language. An
article published IlGIFT in 2004 states that one of the initial outcomes of the efforts to
reform Vienna'’s fringe scene seems to have been the waning importaheesoéhe’s
language-based fringe groups in favor of artists who were oriented morelsowa
contemporary danc&' Although primary rationale for this is the latter's greater
potential impact in the transnational co-production and festival venues, wherariteg m
demands non-language-based performance, secondary rationale may be the form’s
difference from the work that dominates the established venues. One of thes nehy
postTheaterreformVienna-based fringe artists are more concerned with contemporary
forms of dance performance appears to be that such forms are unlike the vast ofajor

work done in the city’s language-based established venues.

390 Later | will discuss how this different approasHéading to the breakdown of the distinction betwe
the artist and critic within the fringe scene.
31 The exact German phrasing is as follows: “Das @pteater hat insgesamt verloren, auch wenn
Showinisten, HIGHTHEA und toxic dreams neben dende#n fur eine Konzeptférderung vorgeschlagen
werden.”

IG Freie Theaterarbeit, “Zur Konzeptentscheidungeihalb der Wiener TheaterrefornGIFT,
(19 November, 2004http://www.freietheater.at/?page=kulturpolitik&dit®2257 &jahr=2004(accessed
January 23, 2011).
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“Contemporary Performance” and the Ambiguity of the “New” Form

Ultimately, within the context of Vienna’s transnational fringe scene, a oew f
is developing, which is supposedly contrasted with the more traditional forms oétheat
being shown in the city’s established venues. The term “contemporary perfotnsance
employed in a broad manner to describe forms that are developing within the contex
highlighted above. There is a certain degree of controversy surrounding ths form
creation due to its sheer breadth. Itis typical for fringe artists to mneg@nd styles.
This means that, in theory, artists have a wide array of developmentalsascés the
current curators of Vienna argue “there isLeitmotiv,” or common aesthetic, within
“contemporary performance” because “there are so many different workihgase®®?
These factors have led the current curators to the understanding that a roifice spe
categorical term for what often falls under the label “contemporargnpesihce” cannot
yet be coined. As curator Andrea Amort states, we “don’t define it... (we) dowitlgo
book (definition).®*® By articulating this, Amort is arguing that Vienna’s fringe
community is at odds with academic definitions, which have often been placed on
products associated with the historical, canonical avant-garde. Artistsnna¥&dringe
scene tend to share a rejection of labels and categories. To a certain Hegrdests’
typical rejection of categories can be understood as one of the remainingwestige
fringe scene’s more radical avant-garde impulse; however, the pressisenguish
itself from the converging established theatre has increased the tgadeog the

fringe community to declare that the work they produce is decisnlitpheatre and part

392 Andrea Amort, Angela Heide, and Juergen Weishaeupétors for the city of Vienna,
interview by author, 19 August, 2010, Vienna, fialates.
393 [|ai
Ibid.

179



of a new form that cannot be further categorized outside of the ambiguous label of
“contemporary performance.”

The material realities of Vienna'’s transnational fringe scene, iemaolitical,
and social pressures, limits the liminal potential of its performancesyieowedoes
appear that there is still a certain amount of ambiguity attached toethesacademic
nomenclature. Perhaps the liminal nature of the term “contemporary perfefmanc
merely derives from the form’s infancy and from the reality that it iscditfto articulate
the characteristics of a form while it is still in its nascent stajelevelopment.
Nevertheless, in order to develop a comprehensive understanding of the fringe scene’s
new genre, developing in the early part of the twenty-first century in Vjémil at this
point venture to formulate some concrete characteristics of the productsitesbaath
the term “contemporary performance.” | will do this by highlightinguwioeds of the
scene’s own cultural makers and articulating my own stance regardimgtkewhich |
will develop in chapters four and five by providing specific examples from the work of
some of the scene’s more successful and most transnational groups. At the pot of m
analysis is my observation that thare certainLeitmotivswithin “contemporary
performance” that can best be perceived by examining the scene’s stiuicaunmgem
with its performances.

Vienna’s fringe culture makers pronounce an intentional categorical division
between “contemporary performance” and postdramatic theatre, a teyrdegattibed
by scholar Hans-Thies Lehmariff. For example, Andrea Amort argues that, although
what is happening within Vienna'’s fringe scene now can be called “contemporary

performance,” what happened in the past decade could be defined loosely as

394 Hans-Theis LehmaniRostdramatic TheatrgLondon: Routledge, 2006).
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“postdramatic.” This genre often includes a de-emphasis on plot-driven nareatd/es
character psychology with more focus placed on the audience-actor relationship. The
major technique employed in this genre is deconstruction, where texts aragediira
order to form new, often obscured meanings that are more subjective or peaspectiv
their resonance. In general | concur with Amort and others that neither ‘grostdy
theatre” nor “postmodern performance” are particularly useful terms ¢oilgesvhat is
currently happening within Vienna, and Europe’s, fringe scene. My own position stems
from my belief that the postmodern condition may be nothing more than a mereagxtens
of late modernity. The persistence of qualities consistent with McDaaéilah in

Europe’s fringe scene is evidence for my argument that much of the work being
generated is largely the product of modernist globalization processeasantle in
common with a derivative, albeit conceptual form of global mass culturettdaes with

the past decades’ postdramatic theatre. The performances generaitetheitontext of
Vienna'’s transnational fringe scene do have a subjective bent, but this sulyjedtant
stems from the work’s tendency to provide a maximum amount of stimuli within the
performance so that the audience can select from it, and take what they wish, whi
discarding the rest. Despite the artists’ anti-commercial rlegetbeir work thrives on a
consumer-driven model.

Vienna’s fringe cultural agents are also apt to proclaim that “contemporary
performance” is different from the genres observable on the establishedshsimges
because it is decisively conceptual in nature, meaning that it does not tellfie symeki
accessible narrative and the actors often do not play straight-forwardtehsathat are

consistent with Aristotelian dramatic structures. Because of tisipdssible that
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Burgtheater audiences could not handle the more conceptual variety of contemporary
performance, which is shown in Vienna’s transnational fringe spaces. Due to the fringe
scene’s current trend to focus on such conceptual “contemporary performance,” it is
unlikely that infrequent collaborations between the Burgtheater and fringpsgwill
successfully integrate audiences from the established and fringe.sé#néadings
suggest that the fringe scene will remain a viable alternative to thdigstd scene as
long as it continues to emphasize its difference by employing a form ofrparfoe

where the actors frequently switch between playing characters tirathigonal

Aristotelian sense and playing versions of themselves who frequently coromigret
action as it occurs. This common practice in the transnational fringe s@nexgeme,
festivalized version of the Brechtian alienation effect. It manifestghdyhironic

guoting of the material realities (including economic and ideological facibtke fringe
scene itself and the artists’ participation in it. Thus, the form of actingatiypic

employed by fringe actors within the context of their fragmented, hestatcal

narratives is decisively producer-driven and meant for other producers.

The value of crafting pieces of this nature, i.e. works that are non-commseetial
intrinsically related to commerce, and that are esoteric and yet @pandty of
interpretative possibilities, is related to a specific type of embodied artdtinsalized
cultural capital that is held by a select segment of Europe’s overall popul#s early
as 1925 Jose Ortega y Gasset made the observation that modernist art is unpopular not
because people dislike it, but because they do not understand it and that this “implies that

one group possess an organ of comprehension denied to the other—that they are two
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different varieties of the human specié¥"The hyper-modernist art of Europe’s
transnational fringe will only be consumed by the minority of artists wdguint
Europe’s transnational social spaces and will never effectively be localdeethe
context in which it is understood is decisively non-local. Gasset also dbseittse
defining feature of modernist art, i.e. that it “divides the public into two clas$sess t
who understand it and those who do not understand it,” means that it is often consumed
by artists as opposed to non-artists. As he states, “the new art is anatistf The
producers who consume Vienna'’s transnational fringe performances ate bbéest
about their access to a different type of cultural capital. They behavéhey are in an
elevated intellectual caste, in comparison the those who consume the Burgtneater
“popular” entertainments. By virtue of funding such projects the city of Vienalso
counted as an institution affiliated with the artist-intellectual cl&slong as Vienna’s
fringe scene maintains a level of esotericism, it remains a viable counteipthe
Burgtheater.

The type of performance that | am describing cannot be divorced from the unique
subculture of transnational European fringe performing artists who opecaieliag to
distinct cosmopolitan ideologies. These artists’ nebulous concepts of European cultura
borders translate into a belief that the borders between various artiggirtkscare also
fluid and that various forms and genres may coexist. In this type of performance the
ontological difference between live and mediated forms of performana®assd to be
apparent. Similarly, the ontological difference between the actorsagéfsiersonas and

onstage performances have somehow dissipated as the artists’ individuaégleave

3% Bernard F. Dukore, @matic Theory and Criticism from the Greeks to ®Bwsky (Orlando:
Harcourt, 1974), 756-757.
%% Ibid, 759.
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become intertwined with their group’s corporate-like brand name. Hereedfer to
these tendencies as the artists’ “polyphonic approach” to performance.

| generally concur with Vienna’s cultural agents that it is problematoin one
specific term that encapsulates the diverse array of work that happeesna¥
transnational fringe scene. However, some of the more international ansutcessful
artists within the fringe scene produce work that has enough simgdateonstitute a
distinct genre, which demands a more descriptive term than the catch-all phrase
“contemporary performance.” Hybrid theatre, which is sometimes used byattisseto
describe what they do, does not fully take into account the material realitiessufene
itself, which have a profound impact on the work’s aesthetic and ideological egialiti
order to take into account the performances’ semi-fluid, stimuli-laden, marketxdand
polyphonic qualities | offer the teroonglomerate performancd coin this term because
it best encapsulates the hyper-modernist tendency to provide the maximum amount
stimuli within a product that contains a representational style where the ooc#blogi
differences between live and mediated performance have been abolished.

Conclusion

The development of Vienna's fringe performance scene seems to be chaedcter
by a series of dialectical struggles at the city, national, and glob#.leSach struggles
give rise to the need for fringe artists and venues to articulate théarédi€e” or
“newness” by creating new genres or new ways of coining ¢tbeiglomerate
productions. Such genres are then co-opted by the mainstream through a number of overt
and covert operations, which give rise to the need for fringe culture makensaiatp

even more opposition to the established scene. Within the past decade it appears that the
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struggle of the fringe scene against its established counterpart hasl theaneed for
fringe culture makers at the top and bottom of Vienna'’s hierarchical systenctdeset
even greater difference. This need has given rise to the practice ofplacks
generated in the transnational fringe scene under the catch-all phrasenfoanatey
performance.” At this point | have offered a more descriptive teomglomerate
performanceto describe some specific types of work that are being generated by the
scene’s more successful and most cosmopolitan practitioners. | will datie@esuing

chapters to a detailed analysis of products that fit within this genre.
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CHAPTER 4
NAME BRANDING AND LOCAL DETACHMENT IN CONGLOMERATE
PERFORMANCE: AN ANALYSIS OF TWO “WINNING” TRANSNATIONAL
FRINGE GROUPS IN VIENNA

In this chapter | tell the story of two Vienna-based fringe groups, Toxio3rea
and Superamas, which perform in the city’s transnational social spaces dntl exhi
gualities that align with the genre that | cahglomerate performancd have selected
these groups because, having both been formed in the late 1990s as precursors to the
development of Tanzquartier and fhieeaterreformthey are among the first wave of
transnational fringe groups to enter into Vienna'’s scene. | have alsteddlsm
because the subsequent movements in Vienna'’s cultural field allowed ToxicdDardm
Superamas to thrive and influence other artists who emerged as “winntdrg’saene’s
dialectical struggles. Evidence for the groups’ combined influence includes a 2002
document that called for a restructured funding system, drafted by members of
Superamas and Toxic Dreams in collaboration with a small group of their transhati
fringe colleagued®’ Although they possess certain aesthetic and material similarities,
both fitting into the genre afonglomerate performanc&pxic Dreams and Superamas
must be understood as differing extremes among the transnational fringe scene’s
“winners.” The extremes are manifest in the groups’ contrasting clagasdiag their
audience orientations and postures towards the apparent “problem of fbdafityed as
the disconnection between the ideologies and intentions of the transnationahadists

those of the citizens from the local governments that fund them. Considerinly aptec

%"Daniel Aschwanden, et at,Reform. Ein Papier zur Reform der Wiener Theatelédung,”IG
Kultur Oesterreichhttp://igkultur.at/igkultur/kulturrisse/10551756845604077Zaccessed February 19,
2011).
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alone, Toxic Dreams is a group that claims to honor a local audience, ofteed ¢delry
group members as “the New Vienna.” In so doing they attengpsitentify or enact
counter-cultural change within their circumstances, with their transnafronge

colleagues®®

On the other side of the spectrum, the artists of Superamas explicitly and
provocatively disassociate themselves from local audiences by verballyuctingttheir
identity around the group’s European orientation. Even as they place themselwegwithi
more European and global cultural framework, Superamas, like Toxic Dreambane

the potential to enact counter-cultural change from within the system iotcteasingly
market-driven and de-localized transnational fringe scene. In this chapgetel that

both groups can be understood as complicit in the processes of Europeanization and
globalization and in the imposition of the problematic qualities of mass culture on
Europe’s fringe scene. Their knowledge of this complicity defines their avatkin

some instances, discredits their discourse. The artists’ contradictotiggsacur

through the problematic, yet essential, process of constructing and mainta@ing t

unique brands in Vienna and Europe.

3% Here | refer to the concept disindentificationdefined by Jose Esteban Munoz as a way that, in his
examples, minority subjects distance themselvas fflominate patterns and articulate their non-
conformity. In his textDisidentifications: Queers of Color and the Perfamage of PoliticsMunoz cites
the Pecheux Paradigm as a means of elucidatingphisept ofdisidentification According to Pecheux,
there are three modes by which a subject is castetilby ideological practices. One, the good sibje
chooses the path of identification. Two, the baoject rejects identification, rebels, and coulentifies
with the dominate system. Three, which is assediatithdisidentification “instead of buckling under the
pressures of dominate ideology (identificationjragation) or attempting to break free of its inapable
sphere (counteridentification, utopianism)” onewaipts to “work on and against” by transforming “a
cultural logic from within, always laboring to etgermanent structural change while at the same tim
valuing the importance of local or everyday streggbf resistance.” Although Europe’s historicamy
garde largely appears to have adapted to second,rtiad of counteridentification, Toxic Dreams'istt
seem to adopt the third mode, désidenitification For example, Toxic Dreams’ artists conform to
Vienna's regulations and are counted among therfeiis’ of theTheaterreformeven as they problematize
the existing structures and critique their own cticity in the system. Further evidence for Vierfringe
artists’ disidentificationwill be provided in this and the subsequent chapte

Jose Esteban MunoRjsidentifications: Queers of Color and the Perfamee of Politics,
(Minneapolis: University of Minnesota Press, 1999).
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The practice of branding a group and performance as a commodity has become
important for the city of Vienna and for all of its supported performing artidigs helps
the artists establish themselves as they compete for legitim#uy &urope’s
competitive and increasingly commercialized transnational fringe scdreepractice of
manufacturing and maintaining specific brand names belies the claimutiogtes
transnational fringe artists operate according to a traditional gaadé “winner loses
logic,” defined as an artists’ belief that lack of economic success @&lkenof greater
cultural capital. Furthermore, the artists’ proclivity to brand themsé&ivasommercial
manner integrally connects them to the global capitalistic system tlyatléne to
critigue. Superamas and Toxic Dreams forge their own identities throughststeapl
their commercial brands. These contrasting groups’ inceptions and opedatiates
how they manufacture their brands and exert their importance, or will to power, in
Vienna'’s transnational fringe spaces. Their brands are explicit methodsyused b
groups in their ongoing efforts to emerge as victors of the local and non-localetrugg
within Vienna and Europe’s transnational fringe scene, brought on by its selfexmnsc
internationalization. Furthermore, these brands, which were created throudgwiop-
and bottom-up processes and are maintained through the use of social networking sites
and other elements of the groups’ performance frames, endanger the group< ultimat
effectiveness in their proclaimed effort to wage war against thaudggé forces of
globalization.

Europeanization and globalization are complimentary forces that lead many

Europeans to fear the breakdown of the traditional concept of the nation state and old
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ways of life, for example, local traditions of public funding in the cultural fléldn
light of this it is ironic that although transnational fringesastiappear to embrace the one,
i.e. Europeanization, they are hyper critical of the other; however, the astistbiow
recognize the inconsistencies in their practices and realize tleatlmacing
Europeanization they are also becoming willing participants in glohalzaT heir
participation stems from their tendency to pioneer in the area of workerditgobi
enabled by an extreme attention to the realities of global consumeriseauitiito the
phenomena that keep this culture alive, such as global mass culture and the intesnet. T
recognition is a source of unease, which translates into an overwhelmingtypostire
in their work.
Branding in Vienna’s Fringe Scene

Vienna’s current curators have made statements regarding the impatance
artists establishing their unique identities in order to be competitive in aataorsal
fringe scene, which is marked by internal and external struggles for lagjtiamd a
constant deluge of new culture makers vying for positions in the field. As theoteam
Vienna’s curators claimed in a 2010 interview, it is essential that fartggs make their
“own language” and that audiences begin to recognize their unique aethate
practice of creating one’s own performance language amounts to ainigulewness”
and “difference.” The danger of doing so is that an artists’ “unique” performance

language can easily become commodified as material circumstarated tel

39 Sophie Meunier, “Globalization and EuropeanizatidrChallenge to French PoliticsErench
Politics 2 (2004): 125-150, 10,
https://www.princeton.edu/~smeunier/Meunier%20Glaaéion%20Europeanization%20French%20Politi
cs.pdf(accessed March 11, 2011).

400 Andrea Amort, Angela Heide, and Juergen Weishaeupétors for the city of Vienna,
interview by author, 19 August, 2010, Vienna, fialutes.
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globalization drive the artists to continually reproduce their own style witlein t
parameters of a specific, commercial brand néthe.

A brand name is often used in the market economy to stimulate product
recognition and to signify quality, which leads to financial &nTheOED locates the
entomology of branding in the language of commodity exchange. Its first appear
was in the 2 October 1909 issueltfe Timeswhich reads, “The Government has
introduced the ‘Rune’ brand for Swedish butter...Only the really best butter would be
branded.” Therefore, the act of branding is first mentioned in relation to a foreign
product that is given a stamp of quality approval in order to make it a desirableiobjec
domestic and international markét3. As Europe’s transnational fringe artists compete
within the niche market, which often transcends traditional borders, they ussdheir
brand name, as a means of ensuring their commodity’s profitability. Tiba att
branding occurs with a great deal of frequency as cultural agents cdopstmbolic
and economic capital. This action betrays the transnational fringe aug®sed
rejection of market concerns.

According to the 2008 EICCR report on artists’ mobility, “Historically the
national cultural diplomacy objectives of foreign and cultural ministries in Ethiver

States to promote an image or brand of their country, its culture or language abhsoad, h

01| define commodification as the process wherefged, service, or activity thought to be free ofkea
concerns is transformed into something with ecoraransequences. Inherent in my definition is the-n
Marxist understanding that a degree of personal@ges lost during the process of commodification.

92 The Oxford English DictionarfOED) defines a brand name as “the impression of aymtad the

minds of potential users or consumers.” Furtheanibrdefines branding as the act of marking “asaof

of ownership” or as “a sign of quality.”

“93 The second written entry that features brandiamstfrom similar circumstances. A 1912 publication
states, “The textile manufacturers who are begmtorbrand their goods...seek...to increase theisdale
building up a demand for their product as agaimstdroduct of other manufacturers.”
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led to competition between therf* This competition persists despite recent trends in
Europe that have led to a predominant language of cultural cooperatiorbdébeations,
which act as co-funders of artistic pojects. In light of this continued cdmpetithin a
niche market, the city of Vienn&{adt Wiehis not only a location, but also a brand-
name, which is positioned on the websites, promotional materials, and programs of all
fringe groups and venues funded by the city. The city’s brand name is used to
demonstrate the local government’s endorsement of a high-quality friodgecband to
announce the city’s presence in Europe’s cultural field, composed of transnatrayeal fr
spaces. Often accompanying the establishment of a specific brand nanues ¢
standardize; this is no less common within fringe venues that bear the Viennadmaand
Standardization was an early goal of Sigrid Gareis of Tanzquartier wholmeblis
comments regarding the need to categorize and market a new brand of Vienna-based
“contemporary performance” throughout Europe. This standardization has the tendenc
to subsume the identities of cultural agents (in this case individual artisgg@ups of
artists) under the Vienna brand. The risk associated with this tendencylacéhat
diversity will decrease as agents conform to notions of quality articulatéwbg with

the ability to stamp the artists with the Vienna brand. As | argued in previougsrshapt
Vienna is able to maintain a consistent image of their brand by controlling how much
money they give to artists and how they select artistic directors fomtlagor venues.

Through their elaborate systems of cultural funding, city politicians @sscertain

“%4 European Institute for Comparative Cultural resegyGmbH

Directorate-General for Education and Culture, [Baam Institute for Comparative Cultural
Research, Mobility Matters: Programmes and Scham8sipport the Mobility of Artists and Cultural
Professionals Final ReppAn ERICarts Institute Study for the European Consiois (DG Education and
Culture), (2008)http://ec.europa.eu/culture/key-documents/doc/dgeffmal report ERICarts.pdf
(accessed March 13, 2011).
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amount of standardization and predictibility. These are two prominent aspects of
McDonaldization, a term used by sociologist George Ritzer to refer toaye thvat the
global economic system has created conditions where organizations aragigresi
conforming to the patterns of the American fastfood restaurant, which plaeegphasis
on effeciency, calculability, predictibilty/standarization, and control. niixed in this
context the brand name McDonalds may be analogous to the bran&tath@Vier(the
city of Vienna) and also to the brand names of individual groups within Vienna, i.e.
Superamas and Toxic Dreams.

On a microcosmic level artists and groups who carry the Vienna brand name must
also formulate their own brands and maintain consistency/predictibiltyrdaeg to them.
These brands are not arbitrarily manufactured and maintained by the driggead they
naturally arise from the artists’ material cirsumstances andatteegnaintained through a
carefully regulated performance frame. Circumstances that gevéorthe artists’ brands
include the self-conscious internationalization of the fringe scene. Tlewealsde the
artists’ more independent processes of socialization. There is a degganoy in the
artists’ articulation of their brands; however, as the groups involve themselves
progressively in the competitive field of European fringe performance and gaticat ¢
praise and audience following, they often become slavish adherents to the bréameythat
themselves helped manufacture.

The Superamas Brand Name: Anonymity and Dissassociation with Local dn
Global Contexts

The Vienna-based fringe group Superamas maintains a specific brand, which
conveys a central message that it is highly international in terms ekitsetic and

ideological leanings and frequency of travel. The prominent placement obSwgser
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brand name within its performance frame and the tendency of its group members to
remain anonymous is at once a conscious tool used to increase the group’s economic
capital and an ironic nod to the process of McDonaldization. Superamas’ use of their
brand creates conditions where the individual identities of artists are subsader the
brand name. Furthermore, this brand name neccesitates that the artisteedonti
manufacture products that conform to certain aesthetic and ideologicalkgualit
predetermined by themselves with the influence of externals like the grougl’ suhat
transnational funding agents. An analysis of Superamas’ performances amchaece
frame reveals these realities.

Superamas was formed in 1999 as a result of the collaboration of five Frenchmen
and an Austrian woman, Caroline Madl, who acts as the group’s prd@udergroup
that identifies itself as a “performance collective,” the anonymitgugderamas’
individual artists is so intact that one is unlikely to find the identities of the group
members mentioned in any other publications on the group, aside from this dissertation.
The artists’ efforts to keep their performance personas enmeshed in the grexp cont
even translate to the artists’ personal interactions with the press. Fqlexarduly
2008 publication on Superamas’ performancEmfpire: Art and Politicdor the
Avignon Festival simply listed the interviewees as “two members of Suasra This
statement was followed by quotations with no names attached to them. In an email
correspondance between myself and Madl| she stated “be aware thaiewginvewur
personal names in any text about Superamas. | am the producer part...and the other 5

people share the creative proce®8."Superamas never explicitly provides rationale for

%> The company’s first theatrical production was tediBuilding (1999).
4% Caroline Madl, email message to author, May 70201
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its members’ anonymity, although critics and audience members are agthdheir
own conclusions. For example, in her performance review of SuperBiga®®
Episode (Show/Business)elen Richardson dfheatre Journatlaims that the
anonymity of the group members stems from Superamas’ understanding that “a
trademark name” such as Sony, “provides greater commercial possibffifieAnother
potential theory regarding why Superamas’ artists may choose to iderhfg
collective relates to the concept of alienation, described below. In his 1978&atudy
alienation Ignance Feuerlicht states that, “the submersion of an individualdo@ay in
the mass may be attacked as a loss of self or alienation from self; sotoftaih means
a loss of doubts, fears, and inhibitions and, therefore, is experienced as a @eairdabl
enjoyable state?® A potential rationale for the tendency of Superamas’ artists to
identify exclusively with their brand is the freedom it gives them to aéitheir own
processes as they knowingly engage in self-commodification and objeitificat
Regardless, the artists’ practice of allowing their individuality tsudessumed under the
Superamas brand name is a direct result of the members’ fixation on the masketgwe
wrought by globalization. However, although the members of Superamas may
superficially admit to their own complicity in the process where Europegd scene
becomes globalized and commaodified, they simultanealisigentifywith this process.
The group’s practice of identifying themselves explicitly with the legg of
global, market-driven corporations is intended to be a statement of truth andltreny.

truthful because the artists who compose Superamas admit that they themesehetisa

7 Helen Richardson, review &ig 2" Episode: Show/Businedsy Superamadheatre Journal
58: 4, (December 2006).

“%8 |gnance Feuerlichflienation: From the Past to the Futyr@Vestport: Greenwood Press,
1978), 44.
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participants in a generic, superficial transnational fringe scenesthaavily influenced
by global mediated culture and that requires them to articulate theiedi¢fein order to
be commercially viable. It is ironic because of Superamas’ own claim tcasepad
dismantle “that which in its original state presented a unit or entity,” thepadstioning
“visible facts.” In this instance, the “visible facts” in question argedl#o the group’s
apparent complicity in the commercialization of Europe’s transnatidngeft”® On the
surface, Superamas’ members express no remorse regarding their economimigoport
and lack of a local orientation; however, the artists maintain an overarchingpasture
regarding all the complex issues that they address in their perfornsarttpsrformance
frame.

Superamas disassociates itself with Viennese and Austrian cultueeredging
the economic benefits of the local system. A 2008 European Commission-instituted
report, composed of a variety of quantitative data such as questionnaires detivere
various transnational European cultural agents, on the mobility of Europeas) artist
identifies a byproduct of being funded by specific national, regional, or cityrgyoeats.
The authors of this report concluded that, “when cultural professionals are sent gbroad b
e.g. national cultural institutes to participate in events or programmes, ¢hefyear
regarded as ambassadors of a particular coufffty&ll groups that are funded by the
city of Vienna must carry the Vienna brand name as they perform in Europe’s

transnational fringe spaces. In effect, this brand name makes e euttural

“99 http://superamas.com/nsuperamas.Hmtessed February 19, 2011)

*10 Directorate-General for Education and Culture dpean Institute for Comparative Cultural
Research, Mobility Matters: Programmes and Schem8sipport the Mobility of Artists and Cultural
Professionals Final ReppAn ERICarts Institute Study for the European Consiois (DG Educationa dn
Culture), (2008)http://ec.europa.eu/culture/key-documents/doc/aeffmal_report ERICarts.pdf
(accessed March 13, 2011).
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ambassadors for the local city government and carries the implicationtistst lzaive
certain civic responsibilities. In a 2008 interview with Superamas’ founderglar
Phillipe Riera | asked him if he feels that Superamas’ funding sourcel@ta®s him to

feel a certain loyalty towards Vienna. To this he replied, in an un-ironic attdrrof-

fact way, “a studio is a studio, | don’t give a fuék™ Although I was initially shocked

by the apparent callousness of Riera’s statement, | quickly discover&tighaa’s

funding programs do not tend to breed loyalty and that most transnational fristge arti
who receive the city’s economic benefits do not perceive a problem with the non-local
orientation of their own products or with those of other fringe artists.

Studies on European artists note the importance of them developing
entrepreneurial attitudes in order to survi¥eIn many instances this shift in thinking
involves developing economically opportunistic views towards local funding stesctur
The 2008 report on artists’ mobility states that in the past decades thevenshave
proven to be the most successful internationally are “those who developed a streng hom
base and were able to convince their local decision-makers of the importdahee of
work.”* In the context of Superamas and Toxic Dreams the “local decision-maikers” a
Vienna’s curators, jurors, and the city’s co-production venues’ artistidalise@ho,

despite the rising market concerns that are affecting the local furtdictuses, still

“I1 Philippe Riera, ensemble member of Superamasyiate by author, 20 May, 2008, Vienna,
field notes.

“12 One report on the status of artists in Europestéartists and their activities are increasirsgen as
entrepreneurs/entrepreneurial which contributectmemic development.”

Directorate General Internal Policies of the Unible Status of Artists in Europ@russels:
European Parliament, 2006),
http://www.europarl.europa.eu/activities/commitiegslies/download.do?file=13248ccessed March 13,
2011).

*13 Guy Cools, “International Co-Production and Togyirinternational Network for
Contemporary Performing Artéttp://on-the-move.org/library/article/13862/co-guation-and-touring/
(accessed March 13, 2011)
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offer a greater amount of funding overall than neighboring nations do. Thistlggves
artists many more opportunities of which to take advantage. For example, agtordin
Compendium: Cultural Policies and Trends in Eur@geof 2005 the total government
expenditure on culture in Austria per capita was 254.78 EtitoBhis was 57.58 Euros
higher than the per capital spending on culture in France and, even more sigwpificantl
153.78 Euros higher than Germany’s per capital spending on cliftuféiese numbers
continue to make Vienna an attractive location for opportunistic artists sebking t
economic advantages of a specific location in Europe’s transnationabttitld **°
Superamas’ economic opportunism regarding Vienna’s cultural funding programs
and its own globally-oriented brand are generally perceived as natural otligaiwt
Vienna's self-consciously internationalized fringe scene. Other tramsakfringe
artists based in Vienna either indulge in similar behavior, adopting a detaahee st
towards the Viennese public, or do not fault Superamas for doing so themselves. For
example in 2009, while observing the development of original works at Brut, | spent
significant time in the rehearsal process of the relatively new andssfigiceompany
Not Found Yet Theater. This company resulted from collaboration betweenafustri
born and London-educated Thomas Kasebacher and Spanish-born Laia Fabre whom
Kasebacher met while working at a cooperative European educational program for
children of mixed cultural backgrounds in Norway. The couple decided to forge an

artistic partnership in Vienna, not because of personal ties that they had ty the cit

414 Austria’s total expenditure on culture is stilgsitly lower than the per capital support for ctétthat
the government of Denmark offers, which at 351.9€0E represented the highest number in this cagegor
This figure was taken in 2006.

*15 http://www.culturalpolicies.net/web/countries.phpiRis=1040
1% The figure for France was taken in 2002 and tyeré for Germany was taken in 2007; however, the
report suggests that these figures do not fluctisategreat degree from year to year.

Ibid.
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because of the financial opportunities that the city’s funding structucasiedf them.

Along with many other artists | interviewed throughout my time in Vienna, béaser

and Fabre stated that they could have elected to move to any number of Engirsdm,Ger
or Spanish speaking areas, but that in other cities they could never hope to reach a
standard of living comparable to their current one in Viéhha he pair cited Superamas
as an example of a group of artists who were intelligently taking advanitafienna’s
current funding structure while explicitly proclaiming their independérma Viennese
culture and performing in venues mostly outside of Austria. Fabre herselfeatltoitt
having no moral misgivings related to Superamas’ prattfc@he financial opportunism
of Superamas is by no means unique among artists based in Vienna. Nor is the practice
of taking advantage of the financial opportunities of a given location, while rieglect
other aspects of the locale, frowned upon by most artists in Vienna'’s transniingeal
scene''® The lack of concern that other artists in Vienna display towards Superamas'’
economic opportunism signals their own complicity in similar processes. Badeeken t
findings, the city’'s commercialized brand name is revealed to be an onpéfsrce that
may bring greater symbolic capital to the city, but does not seem to sarfegéhgs of
loyalty among the artists who are associated with it. Nor do artistsrehaaked with

the city’s brand seem to feel a need to reflect a univocal version of Viennese oul

their own brands. This phenomenon does not appear to be linked exclusively with the

transnational fringe scene in Vienna.

*" Thomas Kasebacher and Laia Fabre, interview Hyoauf\pril, 2009, Vienna, field notes.
418 [|a;
Ibid.
“191 find this phenomenon curious, which is one & thany reasons why | situate my study in Vienna as
opposed to other cities, which one may more readiociate with fringe art.
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The 2008 European Commission-instituted report on the mobility of European
artists revealed that the majority of such cultural agents from srialtepean nations
believe that emigration yields greater long term economic capital thartesmvisits to
outside nations. In addition, the report suggests that mobility for many Europstmn art
may not merely be a way for them to accrue cultural capital. Incregsmgbility is the
only way for artists to forge sustainable careers. For this reason, nmgeydrtists are
selecting to relocate to “hotspot” cities such as London, Barcelona, ey iRasrder to
establish themselves; however, due to the ever-rising cost of living in suagbrscat
some artists are selecting to move to cities that still have activeatlitess and heavy
traditions of cultural support, but that are less cd$tlyThe artists’ selection process is
often a financially-motivated investment. Selecting Vienna as a plamigfation has
less to do with the artists’ attachment to the city’s local culture and maiewith the
healthy amount of money that the city is currently investing in the perfgrants and
the relatively low cost of living in comparison to other European metropolises.
Ultimately, the 2008 report appears to confirm my assertion that financial oppartisi
a defining feature of Europe’s transnational fringe artists locatedwatid outside of
Vienna??

To a large extent the economic opportunism of Europe’s transnational fringe
artists mirrors what is found in workers from transnational corporations otitgide

cultural realm. Such workers “are assumed to be willing and able to choose the mos

2 Directorate-General for Education and Culture,dpean Institute for Comparative Cultural
ResearchMobility Matters: Programmes and Schemes to SuppertMobility of Artists and Cultural
Professionals Final RepgrAn ERICarts Institute Study for the European Corsimis(DG Educationa dn
Culture),(2008), 45 http://ec.europa.eu/culture/key-documents/doc/ggffmal report ERICarts.pdf
(accessed March 13, 2011).

2L |bid.
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advantageous work conditions, wage scales and systems of social secudahsfgriting
productive functions to locations which are seen as ‘favourable’: i.e. cheapersand les
regulated.*”? On a microcosmic level Superamas, a group that explicitly identifidfs itse
according to corporate terms, is indulging in the very practices that the large
conglomerate corporations and transnational workers of the global era do. Yet
Superamas’ explicit identification with such economically motivated agenssrae
disinherit Superamas of its cultural capital within Vienna and Europe’s traosalat

fringe spaces. In effect, quite the contrary seems to occur.

The cultural capital of Superamas’ brand name is tied to the group’s success
outside of Vienna and stems from its tendency to treat the local culture that funda the
a superficial and opportunistic manner. In a 2008 interview with Sabine Kdck of
Theatershe referred to Superamas as an “an exceptional model” within Vienna’'s
transnational fringe scene due to their sheer frequency of travel throughout.Btirope
Christine Standfest of the Vienna-based fringe group Theatercombinant argues tha
Vienna’s entire rationale for funding Superamas is rooted in the group’s inbeadati
members and success abroad. Without these factors, the group would probably not be
stamped with the Vienna brafidf. While speaking with Florian Malzacher, former
dramaturg for the Austrian fringe festival Steirische Herbst and cudrantaturg for the
Burgtheater, about Superamas’ place within Vienna’s scene he informedtrhe toes

not even think of Superamas as an Austrian group, despite the funding that the sity give

22| udger Pries, editoNew Transnational Social Spaces: International Mtign and
Transnational Companies in the Early Twenty-Firsn@ry, (London: Routledge, 2001), 145.

“23 3abine Kock, Director of IG Freie Theaterarbeiteiview by author, May, 2008, Vienna, field
notes.
“24 Similarly, Christine Standfest also freely adntitat her own funding probably had more to do wi¢h h
background in Berlin than anything else.

Christine Standfest, interview by author, April 20&ienna, field notes.
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them. Malzacher admits that, to a large degree, Superamas’ brand is departtdent
group’s dissassociation with the very city that funds them and that this dis#issoc
with the local context increases their cultural capital, and power, in Vienndaoati&>
Publicity ads manufactured for the group in local contexts capitalize omeBugs
internationalism. For example, a recent advertisement produced by Tanzqasetad
to Superamas as “a cult shooting star of the international theatre, dancedaad m
scene.*® Due to their frequency of travel, their international make-up, and the wide-
spread appeal of their work within Europe’s transnational festival scene aSigseis
largely understood as the quintessential “European grf5(prhis label is an important
marker of prestige, which is currently attached to Superamas’ branel-araanwhich
allows them to maintain their cultural and economic capital within the loca¢sce

In the broad European context artists generally feel that travelirepses their
cultural capital and, in turn, their economic potential, and that this alone is rafimnale
their practice. For example a study on artists’ mobility states“thét feeling of
economic gains is very strong in most interviews, to the point that some aqistsse
the fact that mobility itself can sometimes appear as an investfiers one artist
interviewed for the study stated, “the moment you add this experience to yohirsCV t
already becomes very important for many people. It's a quality stahdarsl possible

that the artists’ lofty goals of traveling to improve their art byaasmg their inspiration

2> Florian Malzacher, interview by athor, July, 200&w York, field notes.

“28 http://www.tgw.at/en/archive-show-day?date=20.108@&ccessed 20 February 2011).

*27yosi Wanunu and Kornelia Kilga, artistic directord producer of Toxic Dreams, interview by
author, 20 May, 2008, Vienna, field notes.

28 Amilhat Szary Anne-Laure, Louargant Sophie, Kodgstén, Saez Guyrtists Moving &
Learning Project (Education and Culture DG: Lifelong Learning Pang, 2010),
http://www.encatc.org/moving-and-
learning/files/European%20Report%20ARTISTS%20MOVMHZDANDY%20LEARNING.pdf(accessed
March 14, 2011).
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may actually be nothing more than masks for their economic rationale. Tlasltare
of fringe artists who are defined by their ability to increase thaimdis symbolic capital
through travel. This places the artists fully within the trend towards McDiaaébn,
where economic motivations reign supreme. The artists are fully afvtims, even as
they critique it.

Superamas flaunts their internationalism and their detachment to a sloeaiffic
context; these aspects define the group. Their branding as a highly interpational
cosmopolitan, European group manifests in Superamas’ performances as wleas i
discourse that they manufacture as part of their performace ffameprevalent
example of the group’s tendency to flaunt their international brand is found in their 2008
productionEmpire Art and Politicsan investigation of mediated representations of
international conflicts and the alienation caused by global mass spéttablering an
early sequence iBEmpire the live performace is momentarily halted by a film
presentation featuring Superamas at a party for the Avignon Festival thbgrare
brainstorming their next project. Being invited to perform at the interndifona
renowned showcase of performance is an important marker of prestige in Europe’s

transnational fringe scene. By highlighting their participation in the/é&shrough the

“2When | mention performance frames, | am refertingll that occurs within the performance itselflan
within the larger framework of the performance dyee. what leads up to the performance and what
follows it. To formulate this concept | draw fratre works of Erving Goffman, Gregory Bateson, and
Richard Bauman. | also borrow from Richard Schechim particular, who considers all aspects of the
performance frame as essential to developing aifulerstanding of the theatrical process and tharail
product’s impact.

30 Superamas£Empire: Art and PoliticsDVD, Akademie Theater, ImPulsTanz: Vienna
International Dance Festival (Vienna, Austria: Sapeas, 2008).
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film, a prevelant example of the group’s extensive use of metatheatre, Supe&rama
effectively maintaining their brand imag&.

Other examples of Superamas’ use of metatheatre in the construction of its
international brand are found in th&ilg Episode Trilogywhich features several
vignettes in the form of three hour-long performances on commercialization asd mas
culture?® The finale of théBig Episode TrilogyentitledBig Third Episode: Happy/End
begins with a montage of a scene, repeated several times with minor vartatbdns
involves the members of Superamas pretending to be a 1990s American grunge band.
This sequence concludes with a full rendition of Nirvaigaisells Like Teen Spidnd
features all the French members speaking with crisp standard Ameriestsac&nother
central sequence Big Third Episodealso repeated with minor variations, involves a
trio of young women in the green room of a dance hall discussing matters oftyaruali
a candid manner. Superamas themselves stress that the inspiration forethese sc
stemmed from their exposure to the HBO seBes in the Citget in the highly
cosmopolitan metropolis New York City. One particular montage exemplifies the
group’s New York connections in a more direct manner. This sequence begias after
moment of live choreographed dance. The dancers momentarily freeze omdtage a

large projection of a completely filmed sequence begins to play on a screen located ove

3 Throughout my dissertation | refer to metathea@ means of self-referential discourse within
performances, whether live or mediated. Oftentithesdiscourse takes the shape of explicit comargnt
on the creative process. Any explicit commentaryh® international art market within performanises
metatheatrical.
32 Throughout this dissertation | primarily referrezorded productions of SuperamBaj Episode
Trilogy. Each of these was recorded in the Vooruit Aest€r in Ghent, Belgium, significantly, outside of
Vienna.
SuperamasBig 1st EpisodeDVD, Vooruit Arts Center, (Ghent, Belgium: Supeias, 2002).
SuperamasBig 2" Episode DVD, Vooruit Arts Center, (Ghent, Belgium: Supeias, 2004).
SuperamasBig 3° Episode DVD, Vooruit Arts Center, (Ghent, Belgium: Supes, 2006).
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the acting space. The film begins with clips from Superamas’ rehearsadedce
Tanzquartier. The members are trying new dance movements in the spaceievidg
varying degrees of success. At a specific moment, one of théensmell phones rings.
The camera flashes to a scene in New York City with the group’s producer ¢healtya
a Superamas actor playing a character) on the other line, telling Sup¢hatithey have
been invited to performig Third Episoden New York City’'s fringe space The Kitchen.
The scene flashes back to Tanzquartier and the group reacts to the newatioith el
This is followed by several frames of film dedicated to chroniclinggtbep’s travel to
the United States for the New York City premiere of their work. The next meroént
the film feature several more scenes of Superamas’ members in famooNeGity
locations, like Times Square. The film sequence ends with Superamas’ malermmembe
auditioning several female dancers for roles in their upcoming production. The fema
dancers are cast and then appear with Superamas performing atchenKit

This entire New York City sequence carries with it an implicitque of the
commercialization of Europe’s fringe scene andrigeyorkfringeaphilighat is
prevalent among Europe’s transnational fringe culture makers. Simultangousl
capitalizes on Superamas’ international, cosmopolitan, European brand. Audiences are
meant to be aware that the filmed sequence is a fictionalized reconstruction of
Superamas’ (grossly overemphasized) success in New York City. Theffdtiosal
nature becomes apparent at two moments: one, when Superamas celebratesgb®tuc
Big 3rd Episodda production that the audience is now witnessing for the first time) in a
New York City venue; two, when the after party ends with a blatant advertisesnéme f

German beer Trumer Pils. However, the use of real New York City locatioms fitint
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allows Superamas to emphasize their mobility actdal international connections.

Even as the film’s final scene materializes and the commercial nature @ette is
revealed, the image of the group’s specific type of international culturzhlchas

already been branded into the minds of the spectators. Through the use of explicit
imagery, the group’s mobility and transnational connections have been rendered more
real than their ironic critique of them.

Throughout each of Superamas’ performances there is little to no mention of
Vienna or Austria. The one notable exception to this is foularipire: Art and Politics
however, even in this work, which features a brief fictionalized retellinigeobattle of
Aspern-Essling (1809) between French and Austrian forces, Viennatisdia a
surface-level manner. For example, at an early moment during the productsonbeim
of Superamas appears onstage as himself and speaks to a guest at anydfertipa
stage play of the Napoleonic battle. The Superamas member tells the othdreddter
is a member of a performance collective based in Vienna. This elicits ltheihg
response from another cast member: “Vienna, how lovely.” In the DVD version of the
live performance, which | am using for my performance analydiswyfire this
comment elicited a laugh from the audience. Following this minor referémgcpic of
Vienna is dismissed and not mentioned for the remainder of the production. Superamas’
disassociation with the local context is not unique to their relationship with Viehna. |
persists even as Superamas mentions the trials and tribulations faced bgslioesaits in
other nations and regions.

Even thougtEmpireis filled with references to non-local events, the members of

Superamas are quick to articulate their own detachment from them as wedlxaRqole,
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a revision to th&mpireperformance was made when the group members learned that
many audience members assumed that they had actually traveled toigtigihsm

interview Samira Makhmalbaf, a female Iranian filmmaker who esspolitically-

charged anti-war films in the Middle East. The revision was intended to dlaaifyhe

group had not actually visited the conflict area and had instead constructedrealficti
account of an actual interview conducted in the comfort of a European outdoor film
set*® The group’s intentional efforts to make the encounter with Makhmalbaf appear to
be fictionalized mirrors their attempts to make their New York City expeg® appear
unreal. Chris Jones of tihicago Tribunecommented on this superficial treatment of
non-local issues when he argued that Superamas’ production offers “a window into how
European creative types view Americans — which here, as is so often thstickes

me as disappointingly reductive — and the way the historians struggle to be fansmir

the way artists struggle to be tri€™ Although this criticism of Superamas’ product is
probably an undesirable response to the group’s work, as a whole Superamas’ lack of
commitment to specific locales and their superficial treatment of iritena problems

is intentional. In most matters of local or international importance, Supereastas
audiences to perceive their commentary as ironic and self-critical; hovgeymramas’

ironic treatment of real issues serves a dual function. The group cannot have a

consciously superficial attitude towards international issues unlesalfitelgad at least

33 Superamas’ articulated intent behind the changete&make sure people wouldn't think (they were)
duplicating capitalistic strategies,” i.e. creathatse representations of cross-cultural dialogusally
used to abuse people’s naiveté.”

Review ofEmpire: Art and Politicdhy Superamas, (Museum of Contemporary Art, Chiago
New City Stage: Theatre, Dance, Comedy, and Pedncein Chicagp28 September 2010,
http://newcitystage.com/2010/09/28/deconstructiray-superamas-brings-their-metatheater-to-themca-
stage/(accessed 20 February, 2011).

“34 Review ofEmpire: Art and Politicdby Superamas, (Museum of Contemporary Art, Chicago)
Chicago Tribune4 October 201(ttp://articles.chicagotribune.com/2010-10-04/e@miement/ct-live-
1004-empire-review-20101004_1_ war-danube-river-aad-afghanistafaccessed 20 February, 2011).
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minor exposure to them; therefore, by critiquing the superficiality of intierns
connections, Superamas is adding credence to their self-branding as Vieosta’s m
international group.

Superamas also further enhances their international brand by formulatihg hig
self-referential discourse (i.e. metatheatre) regarding their fusduges. For example,
Empirefeatures a segment meant to resemble an after party for a production bdsed on t
battle of Aspern-Essling when a French ambassador causually phasagnch
government for supporting cultural events, such as the one just presented in the live
opening portion of Superamas’ stage pl&@hicago Tribuneeviewer Chris Jones
comments on the irony implict in this segment given that a joint grant from tg@aBel
and French governments was responsible for Superamas’ appearancetysthe ci
Museum of Contemporary Art, which features a season showcasing traveling
performanceé® Such self-referential discourse related to the international fringe marke
is highly prevalent within many productions created by transnational fringesarin
part, this discourse is generated to showcase the artists’ implicueraf the very
processes that allow them to function at the international level.

Instances of metatheatre such as the ones highlighted above are examples of
Superamas’ prevalent tendency to demonstrate their international perforfinaaneen
their products. Indeed, the connection of process to product is one of the most evident

aspects of Superamas’ work. The group’s use of metatheatre, or sedf-digcourse,

35 As Chris Jones of th@hicago Tribunestates, “A French ambassador shows up and yaksesglngly
about his support of culture, which is especialiadous because Superamas’ visit to the MCA is
supported, in part, by the French and Belgian govents.”

Ibid.
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enables Superamas to articulate and maintain their international, cosmopoiitpedn
brand.

As demonstrated by Superamas’ own words and the comments of other cultural
agents within Vienna'’s transnational fringe scene, the group is very intdraimns
articulating their disassociation with Vienna and their attachment tongopaditan
performance culture. This local detachment, which is common among workers who
frequent transnational social spaces, has been flaunted by Superamas amd used t
establish their unique brand, or signature, within the local scene. Toxic Dresons, al
highly international Vienna-based fringe group, tends to take a vastly difegsproach
to its funding source and to the local community of the “New Vienna,” which ihsl&o
serve.

The Toxic Dreams Brand:Disidentification with Vienna’'s Transnational Fringe
Scene

Regarding Vienna’s transnational fringe groups’ tendencies to manufacture
distance from the local context, Toxic Dreams occupies a different position wie
spectrum than Superamas. Although artists in the group adhere to Toxic Dreajus’ uni
brand name and signature style, their identities tend to be showcased in a ntore ove
manner than the identities of Superamas’ artists are. Dominating the Tesim®brand
is the personality of the group’s gregarious and informed founding artistitodiMasi
Wanunu. At the prodding of Wanunu, instead of disassociating with Vienna'’s
transnational fringe scene, as the artists of Superamas do, the membelis dfréams
disidentifywith it. They do this by setting themselves apart from their fellow
transnational fringe artists, and positioning themselves aséhe’saesident artist critics,

while still maintaining their international makeup and orientation towards ghoass
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culture. Unlike many of their transnational fringe counterparts, the membeosxiof
Dreams explicitly acknowledge their debt to the city of Vienna’s fundingsyand
articulate their interest in creating products for audiences that aref plae “New
Vienna,” a title that Wanunu uses to identify the increasingly cosmopolitan makeup of
the city’s residents, in particular its arti$8. Furthermore, Toxic Dreams creates their
cultural capital and displays their integral function in Vienna'’s transnafiionge scene
by linking their brand to their function as the city’s resident artist sritic

In the late 1990s Wanunu was among the first influx of transnational frings artis
to enter into Vienna’s scene. He came to the city because of his romantic insalvem
with Kornelia Kilga, an Austrian fringe producer whom he met at an internationa
performing arts conference. Wanunu decided to settle in the capital beazfteed
him the possibility to establish an artistic car&érHis initial motives for selecting
Vienna as his home base do not seem to be very different from the motivations of the
members of Superamas, Not Found Yet Theater, or myriad other Vienna-laged fr
artists who are now referred to as the “winners” offtheaterreform As Wanunu
himself told me in a 2009 interview, he “was tired of not being able to make a living as
an artist in New York,” and he found that Vienna afforded him more potential fstiarti
succes$*® Wanunu describes his advantageous situation in the following words: “I think
| was a breath of fresh air for them” because they had no real “éiNerparformance”

at the time"*® In 1997, as a result of these advantageous circumstances, Wanunu and

*3 yosi Wanunu and Kornelia Kilga, artistic directord producer of Toxic Dreams, interview by
author, 20 May, 2008, Vienna, field notes.
“37Yosi and Kornelia state that it is rare to haveAastrian couple in the art world because so many
couples meet in the transnational contexts in witiely work.

Ibid.

38 yosi Wanunu, director of Toxic Dreams, interviewduthor, April 2009, Vienna, field notes.

439 [|ai

Ibid.
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Kilga founded Toxic Dreams. With the self-consciously internationalizifogtefof the
TheaterreformWanunu’s economic situation improved. For example, from 2005 until
2009 he and his company were given 150,000 Euros in city funding to develop and
produce new work?® At the end of this term, their funding was renewed for an
additional four years, thus making Toxic Dreams one of the few groups within V@nna t
have the luxury of sustaining themselves almost solely on public city money.teDibepi
group’s international makeup and orientation towards global mass culture, Vienna’s
decision to fund Toxic Dreams was not based on the added cultural capital that the cit
would gain as Toxic Dreams traveled throughout Europe’s transnational fpagess
because the group generally neglected to do so. Unlike the highly international
Superamas, Toxic Dreams rarely appears on the program rosters fodactmn
venues and festivals and it has little to no notoriety outside of Vienna’'s own foege. s
Wanunu claims that his lack of travel is intentional and that it is motivated by his
desire to combat the “problem of locality,” where artists do not serve thegoities
that fund them and, thus, willingly participate in the erosion of cultural diversity a
artistic variety. As a consequence of his philosophy, despite admittingdlitagsiet
Vienna for economic reasons, Wanunu is quick to highlight the personal circumstances
that brought him to the city. He is also swift to argue that the internatiokeumaf his
group did not materialize in order for him to accrue economic or cultural capital in

Vienna's self-consciously international scéffelnstead he claims that the international

*40yosi Wanunu and Kornelia Kilga, artistic directord producer of Toxic Dreams, interview by
author, 20 May, 2008, Vienna, field notes.
41 With the exception of Israeli-born Wanunu, ToxireBms is composed of performers and designers
from a variety of European nations. Anne Mendeatsistthe product of a multi-cultural couple, an ksiy
father and an Austrian mother. Raised bi-lingul educated in England, Mendelsohn claims that
approximately six years ago she came to work folidBreams due to a series of “fortunate accidénts,
which stemmed from loose connections between hénen@and Wanunu, both of whom were Jewish,
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membership of Toxic Dreams mirrors the changes in the city as a whole, s/hich i
becoming more culturally heterogeneous due to (among other things) the breakdown of
national borders caused by the expansion of the EU.

According to the explicit spoken logic of Wanunu and members of Toxic Dreams,
to bear an imprint of the local context means, not to be homogenously native Viennese or
Austrian, but to attribute one’s identity to a geographically-bounded space and to the
daily struggles inherent in the process of adapting to the new environmenarghed
in chapters two and three, many Vienna-based fringe artists confine thety &o the
city’s transnational social spaces, just as international business itsaeeleé to confine
their activities to the airport terminals and large corporate strudtumesonnect them to
locations abroad. Wanunu fancies himself as one whose social activities aler bihaa
this and whose work is owing to experiences outside of Vienna’s transnational social
spaces and within the city’s local public sphere. It is unclear to what ¢xéemembers
of Toxic Dreams actually do socialize outside of these transnational spacs;
however, it is significant that the group articulates its brand accorditgd@tiachment to
the culture of the “New Vienna” and uses this to vie for economic and symbolid aapita

Vienna's competitive transnational fringe scene. It does, however, appetotia

performers living in Vienna. When | first met Masisohn while working on the Toxic Dreams production
Ich Sterbeshe had recently performed with Superamas innfSgpad Germany. Furthermore, during the
work on Toxic Dreams’ production she was traveliagk and forth between Vienna and Linz in order to
rehearse a production, which was being directethéyormer Vienna city curator Andre Turnheim.
Italian-born Irene Coticchio is another of Toxiceams’ core actors. Coticchio received her perfocea
training in a variety of locations throughout Eugopg=or example, she studied with a Lecoque infiruic
Paris and toured the continent as a contemporaryedand singer before settling in Vienna with Toxi
Dreams approximately a decade 4oWhen we began working doh Sterbeshe had just come from a
personal vacation, which she had spent with heénpgrOtmar Wagner, also a member of Toxic Dreams
and a native of Germany, in Sicily, Italy. TheiBlalborn Cezary Tomaszewski is another one of Toxic
Dreams’ core actors. In addition to playing leadiales for the company, Tomaszewski has his own
production company and a record of fringe succeissisding productions at Brut. Although this is a
mere sampling of Toxic Dreams’ core members’ bipgres, it provides an accurate picture of the gioup
international character.

211



Dreams’ international makeup is far more than accidental. Furthermore, thesgroup’
international membership has a large impact on their productions, which seem to belie the
groups’ verbalized local orientation.

The international makeup of Toxic Dreams means that ideas from variouslcultura
perspectives tend to flow and amalgamate, forming culturally nebulous aridcadip-
oriented finished products. This phenomenon is even more pronounced given Wanunu'’s
generous tendency to incorporate the talents and ideas of those that assldatiraist
group into Toxic Dream’s products. While observing Toxic Dream’s rehearsabpesce
in 2009, I noticed that, even though Wanunu created the concept for the group’s
productions, the company’s core actors had significant creative input. Itgidyg hi
common for the actors to make joking remarks to Wanunu about the lack of direction that
he was offering them. Furthermore, the performers exerted their own agehey
process by offering additions and subtractions to the script and improvising sections
through movement and words. Even when Anna Mendelsohn, one of the group’s main
actresses, was not called to perform, she was assisting the production bp@pesat
sound. The actors appear invested in the entire creative process. They are fzo-m
collaborators than they are mere actors who take direction from an auitrerita
figurehead. A personal example of the shared creative power among internationals
within Toxic Dreams is how Wanunu recruited me as an actor in their 2009 production
entitledich Sterbe/I’'m Dyingfter | had already singled out his group as a prominent
staple of Vienna’s transnational fringe sc&ffeAs someone in Toxic Dreams ironically
claimed, “this is what happens in Toxic Dreams, whoever comes (to observa)ajeid s

into performing or doing something.” Wanunu operates according to a certhiet@es

42 Toxic Dreams|ch Sterbe/I'm DyingDVD, Brut Kunstlerhaus, (Vienna, Austria, 2009).
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and ideological orientation to which other transnational artists are attrathis
orientation naturally breeds transnational co-operations and it risks furtaehicet
Toxic Dreams from people outside of Vienna's integral transnational frimgencinity.

As | demonstrated in chapter one, Wanunu is a harsh critic of EU-funded projects
in particular, which involve artists from at least three member nations whocoitee
together based on economic opportunism and cater to the mainstream tastes of Europe’s
transnational fringe venues. Wanunu argues that what often results frone thiedurcts
that lack specific, local orientations. Wanunu calls this a “problem of lo¢aditgd he
refers to products that are created in these circumstances as part o€ Ben'ditls
avant-garde.” He argues that the fringe artists’ economic opportunistenéein their
migration patterns and coupled with their desire to market their products to aisigrpa
fringe venue circuit, is responsible for the tapering out of diversity from Eurapege f
scene'™® Such statements are clear attempts by Wanunu and his company members to
disidentifywith the very transnational fringe community that they are part of and even
helped to create. Although Toxic Dreandssidentificationcan be understood as
rationale for the group’s tendency to perform strictly in local venues, mavigoha's
transnational fringe culture makers are critical of the group’s lack of ryobili

Toxic Dreams’ infrequent travel is often cited by their colleagisea problematic
aspect of the groups’ function. For example, in interviews with two former curators f
the city of Vienna, they criticized Toxic Dreams’ tendency to remain |d0ak former

curator, Marianne Vejtiselaccused Toxic Dreams of fabricating the notion of their

%43 According to Wanunu and Kilga, many fringe produoear no recognizable imprint of the locale where
they originated.

Yosi Wanunu and Kornelia Kilga, artistic directerdgproducer of Toxic Dreams, interview by
author, 20 May, 2008, Vienna, field notes.
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“local orientation” because it was merely more “comfortable” to renmaihe city rather
than to travef** In addition, other Vienna-based transnational fringe artists | spoke with
on an informal basis informed me that, while they were fond of Toxic Dreams’ werk, t
group’s brand does not possess the cultural capital that it could if Toxic Dreams
frequented Europe’s network of festivals and co-production houses. The group’s
practices are often contrasted with Superamas’ extreme frequetmayaifand an

explicit lack of a local orientation. Such comments from Vienna'’s fringerallagents
suggest that Toxic Dreams, at least in their production scheme, is somehocantbtaht
this aspect of a local orientation is unfavorably perceived by their colleaBespite the
ways that Wanunu and the Toxic Dreams core members attediptdentifywith their
Vienna-based transnational fringe colleagues, an analysis of their prositedss the

irony inherent in the company members’ statements of condemnation in reference t
other fringe culture makers’ “problem of locality.”

Toxic Dreams’ aesthetic orientation is rooted in Yosi Wanunu’s own experiences
with New York’s experimental scene in the 1990s. For example, Wanunu’s theatre
credits include doctoral course work with Richard Schechner at NYU and aartssist
directorship with Richard Foreman, where Wanunu consciously adapted Foreman’s
practice of creating conceptual art in performance. This aestheticotionne
something that the groups’ members make an intentional effort to articutatexdmple,
in an email correspondence with Toxic Dreams’ producer Kornelia Kilgatrassed

that “from the standpoint of (a) European fringe producer...Toxic Dreams is very

44 Marianne Vejtisek, former curator of the city a¥ina, interview by author, 3 June, 2008,
Vienna, field notes.
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"unviennese", also uneuropean and much more newyorKistKilga’'s comment is
significant because it suggests the group’s overall articulation of difereithin the
Viennese and European scene at large. Furthermore, it allows Toxic Doeplianset

their work within an identifiable and (arguably) academic performanciidrad

Because the New York genres are more established and more widely thdwizéuet
performance genres of some Vienna-based groups, Toxic Dreams’ meattéeenst to
use their allegiance to the New York genres as evidence for their narigadion in the
more nascent genres originating from what Wanunu refers to as the “McDonalts ava
garde.” However, New York-based fringe work is often understood by Europege fri
culture makers as the epitome of the cosmopolitan extreme towards whichaviester
To this end, it is highly common for other fringe groups to associate with New York
artists and to emulate their styles. As | highlighted above, Superamas’ ppodwadto
include a portion of thisewyorkfringeaphilizand this attraction to New York is not only
something that is evident in the work of these groups, but also in some discourse
generated by Austria’s cultural leaders. For example, Austria ©idsuaal center in

New York City and Michael Spindelegger, Austria’s Minister of Foreign irdfastated
the importance of this center claiming that, “New York is still one of thé mygsortant
showcases in the world. It's a place where new ideas are created andedisSosse
have to raise our flag there and be present with creative cont&pokic Dreams'’

practice of articulating their connection to New York’s fringe scene appede, not

4> Kornelia Kilga, email message to author, Febr4arg010.

4% Manfred Keller Interview with Austrian Minister of Foreign Affailichael Spindelegger,
http://www.acfny.org/about/the-austrian-foreign-mtry/michael-spindelegger-on-the-acfrigtcessed
March 13, 2011).
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only an odd way tadlisidentifywith the group’s transnational fringe counterparts, but also
perhaps one of the Vienna fringe scene’s defining features. The Toxic Dipeanal
accrues no additional symbolic capital by identifying with New Y orkisgei scene.
Furthermore, Toxic Dreams’ symbolic capital is limited due to its lackagkl. Despite
these factors, Toxic Dreams is still considered a viable entity in Viemage

community. This stems from the groups’ tendency to brand themselves as the scene’
resident artist critics.

The most prominent example of Toxic Dreams’ critical brand is found in its
Theatre Cycle, which is a series of performances designed to critiquegasireent
theatrical conventionslch Sterbe/l Digone of the more recent performances to emerge
from the Theatre Cycle, features a largely academic critique pirtloess of recreating
history through the theatrical genre of realism. The performance begins fintled
sequence featuring the voices of several scholars familiar with ehenkif works of
Anton Chekhov debating the nature of the playwright’s death. The film sequence also
includes a group of Toxic Dreams actors, who take their cues from the chafaute
authoritative scholar and reenact the various interpretations of the playsviagiht
moments on earth as they are chronicled in biographies and historical texts. Each
moment of the death narrative is told in a slightly varied manner by the diféerémars.
The actors’ portrayal of the event makes the inconsistencies highly evidetite #im
plays, a small four-walled house-like structure is built on stage in full vielaedive
audience, which is watching the film. During the second half of the performance, the
final moments of Chekhov’s life are enacted in real time within the confines of the house

The only way for the audience to see the live performance is to view it througimsles |
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of several cameras, which are located inside the four-walled structure ardpndject
images of the live performance onto a screen above the acting space.

The production offers a critique of the possibility of representation in an era
dominated by various forms of mediated culture that obscure the real rather t
showcase it. The implication of the critique is that there is no one way to intetfaret da
and that the ways that we interpret data are further altered through the nredibioh
the data is presented to us, i.e. mediated culture. Toxic Dreams’ critiquedcsatized
because it deals with the problem of representation and interpretation, broasiedn
These problems relate equally to performances in New York and ViennaromHecal
contexts are read into the performance event and there is nothing partiadakigtdout
either the explicit theme, i.e. the life and death of the Russia author Anton Chekhov, or
the implicit theme, i.e. the impossibility of showcasing the real using liveediated
performance in an era dominated by subjectivity and accounts of realityehmatay
times removed from the actual events themselves. Even though Toxic Dreamsa®ra
the scene’s resident artist critics is maintained through the criticalrpax the whole
Ich Sterbe/l Digoroduction, the critique itself appears to belie the local orientation that
the group claims to possess. For example, the established theatre, wiphiésieron
mise en scengerived from the canonical avant-garde and global mass culture, has long
since abandoned the notion that live theatre is somehow a representation of the real.
Furthermore, the critique itself is recycled from past criticisnrealism that dominated
segments of the avant-garde since the advent of film was seen ag tothvea

performance.
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To a large extent Toxic Dreams’ performance frame helps them naimésgr
brand despite the inconsistencies and lack of nuances in their actual products.
Understanding the claim that Toxic Dream remains a culturally and ecaywiable
commodity by branding itself as Vienna’s resident artist critics nggtsssan analysis of
Toxic Dreams’ performance frame, composed of the material circumsttrate
accompany the production of a performance and the various tangible matetiedsuha
from it. Such an examination takes into account the ways that Vienna-based fringe
groups’ performance frames help them to manufacture and maintain their brands.
Although groups’ performance frames are composed of a myriad of elememisjtine
aspects of these, under the direct influence and control of the artistsltlemnaee their
programs, merchandise, publications, and company websites. An analysis of Toxic
Dreams’ and Superamas’ performance frames demonstrates how &saentiz forms
of social media, in particular, have become in the construction and reception ef fring
products.

Using Performance Frames to Manufacture and Maintain Brands

Toxic Dreams’ products have an academic, unadorned, and discursive quality that
differentiates them from the popular, glossy, and discursive works of Superamas
Dreams’ qualities are indicative of how the group markets themselvestauthtes
their legitimacy, i.e. through mounting a conscious critique against theithéat
conventions of established theatre and fringe performance. Thus, they brarelteems
as the local scene’s resident artist-critics, establishing a phgdiatany within their
productions that audiences will anticipate despite formalist variations matbe.

Toxic Dreams’ brand is largely constructed through the interplay of theorpehces

218



and their performance frame. Superamas utilizes its performanceiframtker to
construct and maintain its brand as Vienna’s most international group. The use of
performance frames to construct and maintain their brand names is anestssin the
groups’ efforts to secure their symbolic capital and, in turn, their economidctyiabil
Vienna'’s transnational fringe scene. Although they construct their perioenficames in
contrasting ways, the two groups demonstrate a remarkably similar aekigewient of
the need to capitalize on aspects of their performance frames.

Toxic Dreams has a greater tendency to utilize its performasoe fio establish
its brand than Superamas, which is more apt to allow its works to be the major conduit of
its messages. Primary evidence for this is Toxic Dreams’ tendemltstribute
pamphlets with extensive commentaries on their products to audience members. For
example, Toxic Dreams’ series of productions on the familiar ChekhowJplelg Vanya
gave rise to a 60 page hard cover graphic novel featuring images of ToxmDstaple
actors enacting scenes from the pfdyToxic Dreams’ performance &ongs, Blondes,
and Tall Buildingsdiscussed in chapter five, featured a pamphlet with quotes from the
New York City avant-garde artist Richard Foreman as weHllaeau vivant®f Toxic
Dreams’ actors, original color art work featuring King Kong, and exglamabf key
themes in the performané®. Adding to the group’s performance frame was the 2010
publication of a text by Toxic Dreams entitl8dme Suggestions for the Theatre of the
New Millennium (Minus the Last Ten Yeafegturing a diatribe on contemporary theatre

traditions by Yosi Wanunu. Although these are prominent aspects of Toxic Dreams’

*47Yosi Wanunu and Timotheus Tomicdlgxic Dreams: Uncle Vanya Scenes from Country, Life
(Salzburg: Fotohof, 2009).

48 Toxic DreamsKongs, Blondes, and Tall Building3yD, Brut Kunstlerhaus (Vienna, Austria,
2008).
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performance frame, they are not the most essential. Knowledge ofsallgiezlucts’
existence often stems from visiting the group’s more visible website.

The internet is the primary aspect of their performance framealtbas Toxic
Dreams and Superamas to augment their brands. Toxic Dreams in particulhisuses t
tool in order to manufacture critical discourse on their own creative processes ard on t
state of the transnational fringe scene as a whole. For example, the TeamedDr
website was conceived as a cyberspace where the group’s createssprocld be
leaked to their fan base in anticipation of their coming works and as a sort of
retrospective for their past productions. The “notes” section of their wekstiés that
the text was assembled from a variety of collected thoughts written fprapne and
utilized in preparation for rehearsals or during the rehearsal procéfssTtse site has
links to each of Toxic Dreams’ past “cycles,” or collections of performamgeagoed
according to themes. Two recent cycles explicitly tackled the mediliwedheatre
through maintaining a critical stance towards its conventions. Thess gyale entitled
the “Realism or Vanya Cycle” and the “Theatre Cycle.” As the title sstggthe first
cycle consisted of several works that included characters from the Chekhov play of t
same name. The latter cycle involved a more widespread critique of the comy et
performance in general, with no explicit focus on one theatrical genre. Deams’
website enables the cycle approach by serving as a space for the grolgrtatsol
critical thoughts regarding its own creative process and to highlight the @othemes
in their works, thus justifying their inclusion in the various cycles. The webste al
justifies the group’s brand as Vienna’s resident artist critics yngpas a space where

Toxic Dreams’ critical discourse can be manufactured, displayed, and consured bef
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and after the performances are presented to the public. The website dgsenied as
an extension of the performance itself. It deepens the live theatricaiegxgeas it also
solidifies Toxic Dreams’ brand.

Superamas uses their website much less as an avenue for critical diaodurse
more explicitly as an advertising space. The homepage is arranged in &nfasieon
and it features full color production/publicity photographs. At the top of the site (in the
following order) are links to descriptions of past productions, positive pressefgraup,
production photographs, objects, and riders. The “objects” section of the welisiteSea
consumable memorabilia for the group such as clip-on pins with logos of the gBomip’s
Episode Trilogyand T-shirts that read, “Superamas Looking Good!” The “rider” section
of the website is designed in order to provide interested producers and/or festiabkcura
the technical specifics required for each of Superamas’ traveling prodifioRisis
section helps Superamas recreate their performances in a variety ohererts with
minimal technical adjustments. Conspicuously absent from the Superamas sdhsite
group’s own signature ironic stance towards the commercialization of the foege
and global mass culture. Instead, the website appears to be a space thatyishesed b
group for no other purpose than to increase their international visibility aatitan

international fan base. However, the group’s extensive press coverage, accurswdated a

“|n the contract and its accompanying documents {ee technical rider) the invited artist or compa
can define their requirements and the conditiortsosf they want to be received (accommodation, trave
per diemstechnical requirements, etc.) But once thesamegetiated and defined, the invited artist or
company should be flexible enough to adapt or natiegtheir work within the conditions offered byeth
venue; since it is the latter’s responsibility ézeive well, to present and promote the work, thst ienue
should also be given the freedom to do this siheg know how best to function within their own sifiec
context.

Guy Cools, “International Co-Production and Touringternational Network for Contemporary
Performing Artshttp://on-the-move.org/library/article/13862/co-gustion-and-touring{accessed March
13, 2011)
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result of their frequent international travel, is highlighted as if to fuithdarand as
Vienna’s most international fringe group.

The differences between the Toxic Dreams and Superamas websitefiosveal
their brands are manufactured and maintained through their use of the internet, which
links the transnational agents through cyber space. Neither brand could be agedxtens
articulated or maintained in the absence of the internet, a vital aspecgobtips’
performance frame8® The internet, particularly company websites and social
networking sites, is central to Vienna'’s transnational fringe artlstselps the artists
market their products as it also aids them in increasing the presence aral caltital
of their brand across geographical divides.

The role of the internet has become pivotal in the construction and maintenance of
the artists’ transnational community in the same way that it has becorasemtia
element of its continued marketability. According to the Artists’ Moving agathing
Project, “the Internet and professional contacts were the most importantssesedeby
the artists to gather information about (opportunities for mobilf/). The European
Commission's European Job Mobility Portal states that this electronic tdatrgesites
like myspace and You Tube, has also allowed fartaal mobility where videos of

performances may be distributed, thereby further increasing this'antisrnational

% These sites are also vital aspects that helpainsnational communities, which compose Vienna’s
transnational fringe scene, remain intact. Fonmg®a, many scholars of transnationalism emphakize t
role of social networking media in establishig saational communitas. Although face-to-face
communication is still an essential element of camity building, the internet allows the artistdégsen
the barriers historically associated with geogreghilistance or at least to compress their ownucall
constructed notions of space.

Ludger PriesNew Transnational Social Spaces: International Migpn and Transnational
Companies in the Early Twenty-First Centykypndon: Routledge, 2001), 18.

51 Amilhat Szary Anne-Laure, Louargant Sophie, K#aysten, Saez GuyArtists Moving &
Learning Project (Education and Culture DG: Lifelong Learning Parg, 2010), 35,
http://www.encatc.org/moving-and-
learning/files/European%20Report%20ARTISTS%20MOVMHZDANDY%20LEARNING.pdf(accessed
March 14, 2011).
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exposure and potential for economic sucé&sdvark Poster claims that, “if there is to
be a global (or cosmopolitan) culture, it will surely engage the Interneticratr
ways...For global culture can only be global media culture” where “Evetyratibbject
now exists in a (potentially) global context® Such claims, common among scholars
who examine the effects of globalization on performance culture, cotf@nmternet’s
primary role in artists’ lives, even those who do not fully embrace the idea of
internationalization.

Following the influential work on identity building featured in Benedict
Anderson’dmagined Communitie#\rjun Appadauri argues that the internet compresses
transnational communities’ notions of socially constructed space by rendexing t
imagined community more present in daily interactitfisThis mediated construction
effectively renders notions of space less expansive than what was previously
accomplished through the advent of highways, airways, and raifrayerformance
studies scholar Bonnie Marranca aptly highlights this notion when she ttatéhrough
electronic tools such as the internet, “the concepts of live, real, and virtuatheavged

the way we relate to time, which, like space and the text, has collapsed initdle dig

*Shitp://ec.europa.eu/eures/main.jsp?lang=ené&catl86&inyCatld=9190&parentld=20&acro=n
ews&function=newsOnPortal

453 Mark Poster, “Global Media and Culturéyew Literary History39, no. 3 (2008): 689-698.

454 According to Appadurai, “media transform the fiefdmass mediation because they offer new resources
and new disciplines for the construction of imagiselves and imagined worlds.”

Arjun AppaduraiModernity at Large: The Cultural Dimensions of Gidibation, (Minneapolis:
University of Minnesota Press,1996), 3.

%55 According to the 2008 report on the mobility ofrBpean artists, “Many artists/cultural professisnal
argue that breaking into international markets fieméifficult and is mainly achieved through perabn
contracts and connections to Diaspora communities.”

Directorate-General for Education and Culture, [Baam Institute for Comparative Cultural
Research, Mobility Matters: Programmes and Schem8sipport the Mobility of Artists and Cultural
Professionals Final ReppAn ERICarts Institute Study for the European Consiois (DG Educationa dn
Culture), (2008), 52ttp://ec.europa.eu/culture/key-documents/doc/aeffaal_report ERICarts.pdf
(accessed March 13, 2011).
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world.”**® Furthermore, the internet effectively creates dispersed commuhiitesrée
maintained through factors located outside the explicit domain of the traditioiwed nat
state and also outside of the context of actual human intérfadéus, the internet
enables the existence of the transnational fringe community. However, it alst@tisr
to strip the community of its sentiment by divorcing artists from their human
characteristics and by leading them to give way to the dominating press$uine
modern economic system. The internet itself can quickly transform the’ antists
artistic and intellectual discourse into nothing more than economic opportunism in the
form of electronic communication masked by a desire to reach out and form connections
across borders.

An acedotal, and yet highly relevant, example of the link between economics and
social construction brought about by transnational artists’ use of the intecnetsotc
when |, a member of the European Off Network (EON), sent an email through the EON
list serve requesting information on contemporary experimental performangesgn
Europe that resist global mass culture through the use of multi-medianpenfoes. |
received over a dozen emails from professionals who appeared to understand the
communication as a solicitation of advertisement for their own work. A number of the
email respondents sent me information on their recent productions and asked if | would
be willing to sponsor a performance by them in my own country. Although it is common
for communication that | receive through the EON list serve to featurdseméten

with the intention of raising awareness among the transnational artist cotyppmuni

“>®Bonnie Marranca, “Performance: A Personal HistoBAJ28.1 (2005): 3-19, 14.
457 Appadurai, 4.
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regarding events of international importance, the frequency of such sootaros are
equaled by petitions for better artist wages and the self-promotion of'dtands’®
According to various Vienna-based transnational fringe artists, the spatial
compression that results from the internet also has its pros and cons. For example
Sebastian Protl of the Vienna-based Tanz Atelier agues that social kiatystes like
facebook, twitter, performing arts chat rooms, and company websites “efjtiadize
artists by raising their awareness of how art is created in diffgesgraphically-
bounded contexts. In this context artists are apt to mimic each other, even one surfac
level and, therefore, what appears to distinguish artistic practice acroessherd
diminished. Yet Protl also acknowledges that such sites provide an excellent method of
retaining professional relationships, which may lead to a deeper understanding of

difference*®®

Valerie Oberleithner another artist within Vienna'’s fringe scenmsléhat
sites like facebook and Skype help her to regularly converse with hefraatisis,
including her boyfriend from Superamas, who are scattered throughout Etfrope.
Although I recognize the pros of such sites, my observation of the ways thatehesegd
by a majority of fringe artists leads me to believe that they acephlahere differences
are “flattened” rather than explored. This occurs because websiteareised by the
groups as mediated supermarkets where they may further establish theiy brands

increasing their symbolic capital and potential for profit. Although Supetavehsite

is more overtly commercial than Toxic Dreams’, a factor that appearido be

58 A primary example of the EON list serve being usethise awareness occurred in December 2010
when it was used to circulate a petition to helarge the freedom of the director of the BelaresFr
Theatre after his imprisonment following the natiopolitical unrest and his role as a dissedent.

59 Sebastian Protl, artistic director of Tanz Ateliaterview by author, 19 June, 2009, Vienna,
field notes.

40 y/alerie Oberleithner, Vienna-based performingsarinterview by author, 25 June, 2009,
Vienna, field notes.
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Superamas’ claim that their criticism of their own complicity in the dlobenmercial
system somehow absolves them of their guilt, Toxic Dreams’ criticalfube mternet is
no less commercial. This is the case because the internet is an essei@ient of
Toxic Dreams’ brand, which they must maintain in order to remain a financiabie
commodity within Vienna's competitive transnational fringe scene. As the 2008
European Commission report on the mobility of European artists suggests, among
transnational artists there is a pronounced calling to establish a comfilritgwever,
despite this call, the human element in artistic circles may be diminisl@ectsslt of the
funding mechanisms that keep the transnational connections alive.

Another problematic aspect of transnational fringe groups using the internet t
construct and maintain their brands is found in Toxic Dreams’ use of their wabdite
their critical discourse generated online. At the outset of this chaptprddathat Toxic
Dreams claims to be oriented towards a local audience of transnationals witiiewhe
Vienna.” | also argued that one of the primary ways that Toxic Dreamssdlaiengage
with this audience is through their cycle approach to theatre making. Thesapyroach
is largely constructed and maintained through the use of their website arattibis f
problematizes the group’s claim that they are locally engaged. Accoodbeniad Boyd
the internet is a vast cyber space, which “may enable many to broadcast ek
create publics, but...does not guarantee an audiéffcér’ order for a group’s website to
be effectively used for the purposes of audience development, audiences nust firs

possess the desire to search for the group online. Furthermore, there is no gtretintee

“61 Directorate-General for Education and Culturenef European Institute for Comparative
Cultural Research, 7.

52 Danah Boyd, “Social Network Sites as NetworkedliegabAffordances, Dynamics, and
Implications,” inA Networked Self: Identity, Community, and CultomeSocial Network Siteed. Zizi
Papacharissi (New York: Routledge, 2011), 48.
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audiences will percieve this need and there is no way for Toxic Dreams to elgcurat
gauge which audiences are visiting their site on a regular basis. Boyltoetiee users
of sites, like the company website of Toxic Dreams, as an “invisible audience,”
audience that are not and cannot be fully percieved by the creators of thesvebsit
themselve$®® Toxic Dreams’ performance frame is a critical component in theiegyat
of local audience engagement. If this frame is largely kept intact bg Dogams’ use
of the internet, then the groups’ actual ability to target the local audiencengtagavn
into question. The groups’ audiences are more imagined constructs than actual physc
entities. This is further evidence for the groups’ actual inability totrenss
delocalizating forces of Europe’s contemporary fringe scene.
Conclusion

Despite claiming to have a local orientation, Toxic Dreams is revealed to b
somewhat de-localized. This de-localization stems from elements of theimpeances
and performance frames. Toxic Dreams’ lack of a true local orientaeps $hrough
their superficial efforts tdisidentifywith other members of Vienna'’s transnational fringe
community, which Wanunu links with the “McDonalds avant-garde.” On a different side
of the spectrum is Superamas, which embraces their own practice of flagrantly
participating in the de-localization and McDonaldization of the fringe seeae as they
claim to be critical of globalization’s hegemonic forces. Both groupecasaled to be
simultaneously non-local and also critical of the realities of globadizdliat force them
to be non-local. Furthermore, the groups’ practices of manufacturing andimagta
their brands through their performances and performance frames revealkstetdnsi

proclivity towards self-criticism. In the final two chapters | explibris self-critical

483 1bid, 49.
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posture, which mainly manifests in the form of metatheatre, by examining key
productions of both groups. Furthermore, | examine how this posture may by leading to

a degree of self-alienation among the artists.
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CHAPTER 5
TOXIC DREAMS AND SUPERAMAS: MOUNTING CRITICAL DISTANCE
FROM WITHIN THE HEGEMONIC SYSTEM OF GLOBAL MASS CULTURE

Both Toxic Dreams and Superamas’ products fit within the confines of the genre
that | callconglomerate performancerhich is a more specific term for what often falls
under the catch-all phrase “contemporary performance.” The purpose of this chapte
more fully identify the qualities of this genre, which are pervasive in t& of these
two transnational fringe groups and, in the process, to account for approaches to
performance making that may be leading to the artists’ alienation fronone work
and to the overall lack of artistic fulfilment among Vienna'’s fringe attigtoxic
Dreams and Superamas’ works are primarily marked by a self-cptisture, which
reflects their ownership of the role that they play in the commodification of the
transnational fringe scene. Yet even as the groups adopt this selroriticey also craft
performances that have a superficial quality, which may be influenced bypwresrship
of their role in the aesthetic crisis that they currently face. Trstshxtreme values of
self-criticism and superficiality may have the effect of increasieg dlienation and
perpetuating a cycle of self-referential discourse where problenmsgiteyhted rather
than solutions formed.

Toxic Dreams

The 2007 productioKongs, Blondes, and Tall Buildingisereafteikongsg, first

performed in Brut Wien’s Kunstlerhaus, is a staple repertoire performai@xic

Dream’s Theatre Cycl®* Kongsconsists of a live making-of-documentary for a

%4 For the purposes of my analysis | am referring tive performance | witnessed at Brut WieAl&es
muss raudestival in May 2009, my field notes from Toxic&ams’ rehearsal of this performance, and a
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mediated documentary, or mockumentary, on the life and career of a reahlife Ki
Kong*®® The first half of the performance is live while the second half is a
straightforward film with no additional live elements. Despite the veryrdiftenodes

of presentation, the live show is always presented alongside of the mediated pwttion a
the two pieces should be understood as one coherent performance. According to Toxic
Dreams’ audience-as-editor paradigm, described below, the performance neagived

in several ways. For example, according to the explicit intent of Toxic Brehm

Theatre Cycle is designed to provoke commentary on the theatrical event thmughk th
of highly critical metatheatrical conventions in their performances, betstgr a deluge

of stimuli produced by the group as part of its performance frame. Consegkentg,
may be understood as a criticism of the ways that theatrical conventionsaaadters

are recycled over the course of successive generations, thus disenalfiigld toeully
innovate over time. However, the use of King Kong, an icon of global mass culture,
helps to frame the work as a critique of the process of globalization, including the
complexities of artists giving in to a shallow, mass produced, and commodifiachtult
field, and being alienated from their own work. Both of these interpretationslate
Together they form a complete picture of how the artists of Toxic Dregsvalved in

a battle to maintain their own legitimacy in the face of the processésbailigation and

the increasing commodification of Europe’s transnational fringe scene.

2007 DVD version of the hybrid performance. Durthg rehearsal process for Toxic Dreams’ June 2009
showing of the piece, | took extensive field notesich include many remarks made by Wanunu'’s
collaborators, where they struggled with him to m#thie connections between the character of Kinggkkon
the process of name branding, and the mediumsiefra and theatre, more explicit to the audience.

Kongs, Blondes, and Tall Buildinggy Toxic Dreams, DVD recording, Brut Wien Kuensgtigus,
Vienna, Austria, 12 December 2007.

Kongs, Blondes, and Tall Buildingy Toxic DreamsAlles muss raugestival, Brut Wien
Kuenstlerhaus, Vienna, Austria, 17 June 2009.
%> The original King Kong film was the primary impsttor Toxic Dreams’ performance.

King Kong dirs. Merian C. Cooper and Ernest B. SchoedsHul,min., MGM, 1933, film.
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Kongs, Blondes, and Tall Buildingsa hybrid of live and mediated forms that
presents an explicit critique of cultural production in the age of globalizatiothe llive
portion of the show, which precedes the mediated mockumentary on King Kong, Toxic
Dreams’ artistic director Yosi Wanunu appears onstage as himself aflg Beiscribes
the impetus for selecting Kong as an avenue for mounting his critique. Wanunsl claim
that he imagined Kong as an outsider who moved to New York and, thanks to a brief
encounter with thousands of audience members in an upscale-theatre establishment,
began to envision himself as a character with endless reinterpretive anditgnams
possibilities. As Wanunu states, Kong is “just like a Big Mac...you put in the
possibilities likeHamlet KongKing Kong Leay Streetcar Named KonyVaiting for
Kong...and it's endless.” Here Kong is conceived as a branded commodity whose
character and narrative can be utilized in a variety of contexts with maximum
predictability and profitability potential. In this instance the Kong bramctéted
similarly to how the Toxic Dreams brand is treated within the context of Vierfmage
scene, as something that must be endowed with specific capital in order to clyntinual
remain competitive and resonate with an intended audience. The mediated
mockumentary further delves into the power of Kong as a commodity. The critiques of
prominent intellectuals are featured within the mockumentary, which also isclude
interviews with actors (played by Toxic Dreams’ staple acting enségifnbhe a myriad
of (make-believe) Kong spin-off films. The mockumentary is framed with an
overarching story-line of a news crew on the hunt for a real-life massivaqgnedarilla
who is wandering through the wooded surroundings of an unspecified American town.

The news telecast helps to maintain the focus on the search for the real quéitgpé
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character who has been bastardized through several incarnations on film; fpleetkeam
1968 multi-cultural comediKong and his Eight Brideshe 1977 country-boy-meets-big-
city romanceKing in the City and even the 1989 porn filking Kong Cometh Over the
course of the documentary the real-live Kong appears and laments the lorelthess
isolation caused by his foray into mediated culture. In real life, he eatbtlae glitz of
commodity culture only to become fetishized himself. On film, he catered to the
expectations of his audiences only to become a caricature of himself and “salthyver
recognizable commodity.” In the end Kong was banished from the screecgerepiaa
human actor wearing a gorilla suit. His essence was robbed from him and all that
remained on film was a simulated copy of the true Kong.

The irony in Toxic Dreams’ criticism of globalization and mediation (embodied
in Kong's attempt to achieve global recognition through the media, followed by his
transition into a recognizable commodity, and ultimately his alienation liorself) is
that Toxic Dreams consciously engages in these very processes. They do saliogbra
themselves as the fringe scene’s resident artist-critics, astialglia predictable irony
within their productions that audiences will anticipate regardless of thalistm
variations in their work. Despite moving freely from documentary-style video
productions to pieces that superficially resemble traditional theatre andnpainice
installations, Toxic Dreams is constantly critiquing its own forms ofessgtation and
engaging in an extreme form of meta-theatrical practice that (af)tbosgers on
didactic cautionary lectures. All of these activities result from Toxeabrs’ team

adapting to a specific brand that the team has used to compete in the local scene.
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An example of how Toxic Dreams’ artists maintain their critical distavitée
embracing their brand is found in an early frame of the Kong documentaryAilohank
screen with white letters announces “The following interviews and/or coranenare
for entertainment only. The views and opinions expressed therein are those of the
individual speakers and do not necessarily represent the views and opinions of Toxic
Dreams Home Entertainment or any of its respective affiliates plogaes.” Although
this statement may be understood merely as a clever “wink” towards estésesh the
beginning of other mediated documentaries that absolve production companies of, liabilit
the irony of this statement is that Toxic Dreams as a company does nagsige of
the integral community of artists that Wanunu assembles for any given pooduthe
illusion of Toxic Dreams as a corporate structure is kept intact by Wanuwmsstent
use of the same actors, but in a very early frame of the mockumentary, tiitg mfehe
artists who have contributed through creative sessions of improvisations, idissuaad
physical embodiment of ideas is subsumed under a brand name. The use of the
disclaimer at the beginning of the mockumentary is the artists’ ironiowaighlighting
how their own identities have been absorbed under a brand name and become
commodified just as the identity of the real King Kong has been, as the mockunent
that follows shows. The presence of the ironic nod to other mediated documentaries is
more than a trivial matter. It is an early indicator in the performantsiibpes audience
perceptions of the entire event. This instance in the mockumentary evokes adjetache
intellectual posture in the audience members who perceioingsperformance as a
tongue-in-cheek and, mostly superficial, treatment of the commodificatianistfs

personas in the age of globalization. Presenting ideas of this nature with such
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superficiality appears to be one of the only possible recourses that Toxm<dinaa

because adopting a morally superior attitude towards such issues would open the group t
criticisms from their peers who are aware of the commercial demarcgsia all artists

in the transnational fringe scene, which is marked by a series of didlstticayles for

artists’ legitimacy.

ThroughoutkongsToxic Dreams’ tongue-in-cheek posture is solidified through
the juxtaposition of a variety of acting styles, which mostly serve to heigfme
metatheatrical nature of the performance and Toxic Dreamsalbtleeatrical experience.
A full understanding of how the metatheatre is created requires an analyschaél
Kirby's acting scale, utilized by scholar Philip Auslander in order to desbow the
live theatrical event is being defined by mediated performance. Kialyiisg scale is
highlighted in his 1972 essay entitl® Acting and Not-ActingAt one end of the scale
is not-acting (what Kirby calls non-matrixed performance) “where énfopmer does
nothing to feign, simulate, impersonate and so forth” and at the other end of the scale is
acting (what he calls highly matrixed performance). Between not-atith@cting are
“non-matrixed representation” (where the performer does things that, withetdéic
context can be construed as having a specific meaning, but which merely involve the
actor going through various motions as himself), “received acting’réyklespite the
performers’ intention or emotional involvement, audiences perceive characdausée
the context of the performance is so filled with symbols), and “simple actiign( the
actor begins to develop an “inner creative attitude” and starts to indicateédhatoing
this thing” rather than “I am doing these movemerit¥)Kirby argues that as a result of

avant-garde Happenings, i.e. mostly spontaneous performances that invoifie spec

“%¢ Michael Kirby, “On Acting and Not Acting,” 1972:-85.
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actions done by performers outside the confines of traditional stages, experimental
performances began to include more non-matrixed performance. In such Happening
actors began using their own names and personas in performances that lackedl cohere
narratives and the need for actors to take on characters separate fronivésenialip
Auslander argues that mediated forms contain more non-matrixed performance becaus
actors often go through a series of motions that the director and editor comstract i
coherent narrative using the film medium. Audiences then determine the meahiag of t
performers’ actions through the matrices provided by the medium. The directors and
editors have a large degree of agency because they can edit the film ito @rddr a
performance never fully intended by the actor by juxtaposing the actortsmparice

with frames of action, thereby allowing the audience to perceive a ¢mndb@tween

the actor’s facial gestures and the activity represented in the othetifisi®” The use

of performance that is closer to the non-matrixed variety is employed by qmoreEm

fringe performers, including those in Toxic Dreams, as a way of developing and
maintaining a critical stance towards their products. Furthermodtdmpating between
non-matrixed performance and matrixed performance, the actors are alelatéoac

dominant perception of superficialit§?

%7 puslander also claims that because the stylisisgoetween mediated and live performance are
narrowing, non-matrixed performance tends to charae the work of actors in experimental
performance.

Philip Auslander.Liveness: Performance in a Mediatized Culiuteondon: Routledge, 2008).
%8 \Wanunu himself claims to be critical of the tentkenf many contemporary fringe artists to engage in
non-matrixed acting, which is particularly ironieresidering that his actors often do this. As la¢estin
notes found on Toxic Dreams’ website, “| was afitlatn dissatisfied with the direction experimental
theatre took in the last decade or two. | havergitedislike of minimalist theatre, the empty stathe
poor theatre and so on and so on; those ideaddaats by now. In addition, “new” tendencies in
“contemporary performance” became as dangerougsitedious as the old ones. For example, nowadays
on every second stage there is a performer whaud=ctl am not acting I'm just here” etc. etc. this
not-acting became as bad and as boring as the methbd acting one can still see around.”

Yosi Wanunu, comment on “Or I've Got the Blues,”XimDreams website,
http://toxicdreams.at/theatrecyclaiccessed March 1, 2011).
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In Kongs,the Toxic Dreams team allows their critical, ironic stance to take hold
and subsume their creative energies. They begin the piece with a live showh&here t
actors appear on stage as themselves and discuss how they personally bedgando rela
the Kong narrative. This performance also shows the actors engagingaotneents of
moments from the mediated mockumentary that follows the live portion of the
performance. All of the live and many of the mediated moments contain sedfntede
and non-matrixed qualities and often involve the actors enacting a form-pasadfy.

A key element in the mockumentary is the use of field “experts,” mainly
university professors, who comment on the various media representations of Kong. The
experts function in an ironic manner, appearing as themselves and providingsahalysi
is evidently a mixture of parody and genuineness. For example in an earydi éne
mockumentary a University of Vienna-based psychoanalyst appears as hingself
discusses the apparent coincidence that the three main characters’ ndnmad988t
Kong film all begin with “D,” as if this is an artistic choice evoking fiegé from the
original film’s Depression-era context. In a later frame of the mocktanga professor
of architecture discusses how Kong is meant to be understood as a metaphor for
mankind’s troubled relationship with the infrastructure of the modern city. As the
professor states, both the image of Kong at the beginning standing atop his mountain la
surveying the forests’ natural environs and the final image of Kong standm¢hat
Empire State Building surveying the architectural environs are meamijtoreshe
sublime and frame mankind, for all of its advancements, as a mere creatureHest
wilderness of its own creation. The ironic intention of the expert commentarygles ma

evident by the hodgepodge of such experts, whose specialties range from thdytenuous
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related fields of film, psychology, architecture, and gender studies. Abthef each
mock commentary is an emptiness or detachment from the actual subject Batie
commentator is participating in a form of non-matrixed performance wheyeatt as
parodies of themselves. These instances call attention to the overall irdoie pdshe
performance.

The self-parody of Toxic Dreams’ core actors is particularly evichettte live
portion of theKongsperformance, which functions as a making-of-documentary on the
mediated “mockumentary” that follows. According to Wanunu, the live portion of the
show was meant to evoke feelings of watching a “DVD extra,” albeitiire &etting and
before the viewers even witnessed the DVD’s main content. The live show $aire
creators oKongsincluding Irene Coticchio, Anna Mendelsohn, and Yosi Wanunu as
themselves, discussing their own thoughts on Kong as a media icon and theinerperie
constructing the piece. For example, actress Anna Mendelsohn relays thd¢ atgayre
that she and her childhood friend Robert played when they were younger. In it Robert
would pretend to eat her. In turn, Mendelsohn would revel in the fear that stemmed from
this encounter, laughing and asking Robert to play the role of the monster with more
ferocity. Such memories are what allowed Mendelsohn to relate to the chafaate
Darrow and to the global interest generated in the Darrow-Kong screena@ma
Mendelsohn makes this connection when she claims, in an ironic manner, that her elation
caused by the prospect of her childhood friend eating her is similar to thaaitthat
we, as consumers of the Kong spectacle, have when withessing the chafdatgrew
and Kong. As she states, we all wish to be eaten and this wish is reflected inuwraf cult

fascination with the relationship between the major characters. In anotherfisoa the
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live show actress Irene Coticchio appears on stage wearing blackdkeaprand
dreadlocks. She comments on the ridiculous appearance of her Jimmy Hendricks-like
costume. Later the audience will learn that Coticchio’s appearancens tmeairror

one of the native “virgins” that the tribe expects Kong to devour in the jungle, but at this
moment the audience has no definitive way to read Coticchio’s appearance. They are
only made aware of the actresses’ own non-matrixed performancessgfie ambastes

her own costume and makeup choice, setting an ironic tone that will color the remainder
of the piece. In another live moment Wanunu himself appears on stage and explains how
his boyhood obsession with the giant gorilla prompted the piece. As a boy he wished to
grow up to be like Kong himself, “hairy” and “assertive,” a true alpha male (a
characteristic belied by Wanunu’s impromptu and collaborative style of digesnid
generous way of relating to his colleagues). Even as the actors make htw dfioe

their own identities as performers, their live presence is not the primary ébthese
moments. Instead, the focus appears to be on offering fake testimonials asfa way
establishing the work’s overarching ironic tone and representing the idea dmeera
dominated by commodification, even personal testimonials given by cregies t

convey superficiality and cannot be told with unabashed sincerity.

Each of these personal, and yet also superficial, anecdotes is followed by a re-
representation of a moment from the mediated mockumentary that follows the live
performance. For example, immediately following her personal stassact
Mendelsohn, donning a blonde wig and white dress, moves center stage and intentionally
wraps her arms around two large ropes that span the acting area. A voicectegroje

over a loud speaker coaching the character Ann Darrow (played in the original 1938 King
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Kong film by the actress Fay Wray) through her first encounter with #mmoth Kong.
Mendelsohn slowly moves from the more non-matrixed approach to acting (where the
audience perceived Mendelsohn as herself) to a more matrixed approach agske ac
begins to fully assume the persona of Fay Wray who is playing Ann Darrow. Once the
screaming ends and the voice-over ceases, Mendelsohn quickly breaks charifthe
climatic moment was dispassionate and common-place. The effect cre#ted by
juxtaposition of non-matrixed and matrixed performance is made even more irdhie by
fact that the live performance is a re-representation of a moment in the¢ededia
mockumentary that follows the live show. By the time the audience witnesses the
moment in the film production that the actress portrayed in the live show, thepdee m
fully aware that the entire context of the performance was not intended to make se
until the moment when the re-represented action on stage is enacted again by
Mendelsohn on screen.

There is a degree of irony in Toxic Dreams’ very choice to produce a patcsot
completely separates the live and mediated portions of the performance into two
distinctive wholes. Although there is no definitive act break, the live portion of the show
functions as Act | while the film that follows functions as Act Il. The numckntary
appears to have all the qualities of a reel intended for mass production and ghistribut
fringe film festivals. For example, it contains a credit sequence thawfthe action, it
is timed at approximately 50 minutes, and the story that it tells is selfhoediae. it
does not depend on the live show that precedes it. Despite these factors the mediated
portion ofKongsis never presented without the accompanying live show. Conversely,

following the pattern of a DVD extra, the live show is entirely dependent on thatekdi
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mockumentary that follows it. The self-referential commentary of thepbvion only
makes logical sense after the mediated show has been revealed. Foegaaophe in
the live show features Anne Mendelsohn acting as Anne Darrow being tossed about in a
large, plush puppet made to resemble the hand of a life-size Kong. On one side of the
hand is a Toxic Dreams actor pretending to be a member Kbtigsstage crew who
manipulates the hand with large jerky motions and at the other side of the puppet hand is
another member of theongsstage crew who holds a reflector board designed to cast the
optimal light on the actress. In the mockumentary the audience watches tethedia
image of Anne Mendelsohn engaged in the same activity although visual effecta show
jungle scene behind the puppet hand and the camera angles effectively remagethe st
crew from the image. Even though it is shown to the audience prior to the mediated
portion, the live show appears to be constructed as an afterthought and it seests to exi
only to augment the experience of watching the mockumentary. The entiredivase
completely subordinate to the mediated event and this factor seems to divip fdutors
of a degree of agency. The liveness of the first part dltmgsperformance is rendered
less immediate than the mediated event that follows. With the subordination of the live
event to the mediated event and the ironic, superficial, and non-matrixed perforwfances
the live actors, the artists’ presence is twice diminished. This ysifitsdintional, which
suggests that the artists themselves are fully aware of the diminishedlazdpital of
live events in favor of mediated events, which are far easier to disperse amioad a
transnational network.

Another commentary on the live actor’s diminished presence is explicitlglesle

within the intentional framework of the mockumentary itself. Towards the maddile
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the “real-life” Kong laments that his persona was taken over by a ‘idlgdrained

actor” named Randy Serkis, played by Anne Mendelsohn in an ironic nod to the actor
Andy Serkis who provided the voice and motion capture imagery for the paouthof

the Ringdilm franchise. Serkis discusses her methodical approach to playing Kong,
including how she examined actual primates in order to formulate the compendium of
vocalizations for her portrayal of the gorilla. This commentary is intessgdewith

footage of a man in a sound booth looping Serkis’ dialogue with pre-recorded sound bites
from actual gorillas. Even though Serkis has taken over the Kong brand and sgemingl
has more agency than the actual “real-life” primate, she too is stripped of $emqady

the mechanisms of mediated cultéit2.

Kongs’hybrid nature contains the crux of the performance’s metatheatrical
critigue. The implication of the live actor’s diminished presence is that ligdrassless
cultural and economic capital in the contemporary global system, including Vienna’s
transnational fringe scene. Furthermore, live performance does not corssaarate
sphere, free from the trappings of global mass culture and market con¢esnsot in
autonomous field, as Bourdieu would describe it, but a field that is dependent on
externals for its continued existence. In this instance, the realitiaaspatd the scene
to engage in an aesthetic agitation are no longer merely phenomena assdatiade
threatening other; they are also the scene’s progenitors. The redlgiebal mass
culture, most evident in mediated cultural artifacts like American filndscammercial-
laden television, have trickled into the transnational fringe scene itself.isTios

understood by the artists to be a tragedy, but merely a reality thatisie aatapt to their

99t is standard for films to loop dialogue. In ttese ofThe Lord of the Ringa cast of hundreds of actors
had their voices digitally altered or enhanced.
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own circumstances and expound upon for the purposes of furthering their own symbolic
and economic capital.

There is an apparent discontinuity between the live and mediated sections of the
performance that adds to actors’ absence of live presence. This fragonestat
reconciled in part by the audience editors who must make the intellectudbéditvksen
the live and mediated event as they are watching the mockumentary. gied ar the
previous chapter, the Toxic Dreams brand is mainly constructed and maintained through
a deluge of information including internet blogs, speeches, programs, and (in one
instance) a comic book that center around their productions and are used to expose Toxic
Dreams’ process. | call this approach, which relies heavily on the 'atitite
performance frame in order to convey their entire message, the “audieaditoas
paradigm.” This paradigmatic structure is rooted in the belief that the mestieffway
to engage an audience is to inundate them with stimuli, forcing them to select fadtm wh
they have been given and to formulate their own overall interpretation of thecidlea
event. Wanunu describes the genesis of this approach by referring to an encourtter he ha
with a cultural attaché from a New York mission who, after seeing one of his
performances complained, “my head is exploding...| am bombarded with
information...you are the artist and you are supposed to do the selection for me.”
Wanunu responded to the cultural attaché’s comments by stating, “| rehbzedvias 35
and | don’'t know about life anymore than anyone in the audience... (so) | decided to fight
it...1 would put everything that comes in the process and bombard people with a lot of

information and force them to start to make their own decisions...to read the shows via
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their own eye.*’® This quote, taken from one of Wanunu’s speeches in the Austrian
region of Voralberg, is consistent with the mission articulated on his webhsteeate
works that allow the audience to “accept confusion as part of the experience@firsitt
the theatre” and to “make up their own mind.” For Toxic Dreams the audience-as-editor
paradigm coexists with their brand as the scene’s resident artcst betause their
performances’ inherently critical nature allows them to point the provéhgar at a
myriad of sources, at once calling attention to the external forces tretetinte
disenfranchise contemporary working artists like themselves and to thecamplicity
in the process of disenfranchisement.
Toxic Dreams’ audience-as-editor paradigm relies on the work’s fragtremt
which is itself derivative of festivalized, or de-localized and de-contexadylBrechtian
performance techniques. Bertolt Brecht (1898-1956) was an animate opponent of
Richard Wagner's theories of unification in the performance event. He argtied tha
So long as the expressioGésamtkunstwetkor “integrated work of art”) means
that the integration is a muddle, so long as the arts are supposed to be “fused”
together, the various elements will all be equally degraded, and each willeact as
mere “feed” to the rest. The process of fusion extends to the spectator, who gets
thrown into the melting pot too and becomes a passive (suffering) part of the total
work of art. Witchcraft of this sort must of course be fought against. Whatever is
intended to produce hypnosis, is likely to induce sordid intoxication, or creates
fog, has got to be given dp*
Brecht’'s statement reveals his belief that the unified art work threatedesttdrachise
audiences of their agency by anesthetizing them, or deadening thedl taitigdties, and

he sought to remedy this chronic issue by separating the component parts of the

performance, crafting an overall sense of discord, which he labeled the

470y osi WanunuyVorarlberg Online(Vorarlberg, Austria, 2008)
http://video.vol.at/video/11511/toxic-dreams-3-sivanunu(accessed March 2011)
"1 Dukore, 848
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Verfremdungseffekobften translated as the alienation effect). This separation was
accomplished by employing film projections and musical compositions, each independent
works of art in themselves, which had a connection to the live event in so far as the live
event would “unreel” the happenings that were “fixed on the scfé&here was a
dialogical element to the interplay of the works of art used in Brechéidarmance,
heightening the audience’s participation of the theatrical experienceybovby
separating the component parts of the performance Brecht's theati@ evadve, or de-
evolve, into what Theodor W. Adorno deemed the shallow variety show. In the
performances of Toxic Dreams, and also Superamas (highlighted belowgltggoail
elements in Brechtian performances have become unraveled and the persimanc
fragmentation have been rendered more extreme. This process may hav&hduhtime
overarching ability for the artist to objectify a social problem in favdrasfsforming the
overall work into a series of fragmented critiques and statements, whichenpéegkbd
up and dissected at the audience’s will and according their personal tastesh
circumstances criticism is not the principal outcome of the actual pemfmeninstead a
self-referential laughter and an overarching feeling of entertaihraeboredom
depending on audience tastes, ensues.

Toxic Dreams’ audience editors may perceive the link between the grmetf
the Kong icon and the group’s own brand. The group’s very use of the Kong narrative
automatically places the group within the global consumer culture that thbgdée.

This audience perception is established at the outset of the live performance when

42 Dukore, 848-849.
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Wanunu himself states that he selected the character of Kong becausedit wa
universally recognizable commodit§’® Richard Foreman states that,
one’s primary experience (the aesthetic experience) is to realizbelsubject
itself doesn’t matter-but is always in fact the trivial aspect of thevant. That
trivial aspect (the ‘subject’) is what we focus on when we choose NOT to be

deeply engaged with what art is deeply about-the full, multi-dimensional

‘presence’ of whatever subject is being obliterated by the power of

‘presentness’’

This is a factor highlighted by the Toxic Dreams team in the criticahorecthat
accompanies thi€ongsperformance. Presumably this quote is intended to frame the
character of Kong as a device used to explore themes related to glodralérati
theatrical conventions. In this context Foreman’s quote can also be read as @&nod to t
ways that the mediated mockumentary counteracts the live presence oftitanéles
blood actors in favor of an immersive experience that derides liveness asatesdithe
artists themselves from the performance that they created. In anyBwentDreams’
audience editors are not likely to accept Kong fully as an arbitrarycsuinjstead they
are likely to perceive the artists’ choice of subject as the result ofadbpsj own

integral connection to a superficial mass culture, dominated by theyaoficibnsuming
prefabricated entertainment. The implicit irony in this is that the ausbethemselves
are constantly inundated by the superficial culture industry, which thraatdmainish
their agency. This is the case even when they enter spaces like Brut and view
performances like those of Toxic Dreams, which they may believe to beffseeh

influences.

*3 A variety of other theatrical icons could havemesed instead of Kong. Again, this reality maikes
difficult for Toxic Dreams’ audience editors to péathe groups’ critique in a strictly local context

474y osi WanunuKongs, Blondes, and Tall Buildingsogram Notes, (Toxic Dreams: Vienna,
Austria, 2007).
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Through their highly critical posture (achieved through non-matrixed perfoepanc
and their tendency to place the burden of definitive interpretation on the audience
(through their use of the audience-as-editor paradigm), Toxic Dreams aplears t
suggesting that there is no way for artists to maintain a serious postureotrioute a
definitive vision or original work that is wholly their own uncompromised vision. These
qualities in Toxic Dreams’ work likely stem from the very structure envia’s
transnational fringe scene itself. Along with the performer’s cliticdiance comes their
tendency to parody not only the mainstream practices that they agitatst d&ggialso
themselves as artists. By simultaneously parodying the mediated cudtittestyh are
critiqguing and themselves as artists, Toxic Dreams’ performers aegniegconsistent
to their predictable value of criticism. Yet at the same time, despialney
information about themselves as individuals, they are manufacturing distamcnéir
respective work as artists. In other words, even their own artistic peensisosumed
under the value of criticism that rules over the Toxic Dreams brand. According to the
confines of the current transnational fringe scene, this predictable valtiecmasn
constant and Toxic Dreams is somehow victimized by its own success. This is
specifically referenced in the Kongs performance by Wanunu himself ates st[King
Kong] sits on his rock maybe the loneliest creature in the history of cinema” aksd thi
(with exasperation) “I have to go and eat another black virgin.” He further thirdghe
it would have been great if they had given me some great text...Shakespeared.docoul

it, but no luck.*”® Kong is unable to free himself from the persona that has brought him

47> Toxic DreamsKongs, Blondes, and Tall Building3yD, Brut Kunstlerhaus (Vienna, Austria,
2008).
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success, just as Toxic Dreams must remain true to their brand. Toxic Dsdfaihs i
aware of this irony and this awareness dominates their aesthetic.
Superamas

Superamas has many things in common with Toxic Dreams. It is an interhationa
collective of artists that operates according to funding from the tWyenna, it
produces hybrid performances (i.e. a mixture of live and mediated formsgas@a
large portion of the burden of interpretation on its audience, and it consistentligsecyc
mediated forms of mass culture as its actors engage in highly iromg #wit stays
closer to the non-matrixed side of the acting scale. Yet Superamashakeadtices of
engaging with global mass culture and showcasing ironic non-matrixedrpanioes to
an entirely new level, demonstrating the groups’ hyper-ironic condition. Asrperice
critic Rudi Laermans states, Superamas treats reality (livemesgyper-reality
(mediated representations of the self) in such a congruous and continuous maniner that t
differences between the two have “simply implod&§.” This is at once evident in the
artists’ full adoption of their corporate brand name, i.e. Superamas, which appeéars on al
of the groups’ products, instead of the individual artists’ names. This condition becomes
further apparent when examining Superamas’ performances.

SuperamasBig Episode Trilogyepresents the most complete embodiment of
Superamas’ critique, or showcase, of global mass culture and their asgoétigeir
own complicity within it. The “big” in the title may refer to the audacityha group

itself. Each of the three performances includes shameless self-fmomwiothe

476 Rudi Laermans, “Art versus mass culture, episod#9@85 (a [culture sociological] fragment
on the work of Superamas) (1http://www.superamas.com/pagesTexts/texts.mtessed March 1,
2011)
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Superamas brand name as if to proclaim that the group is the “next big thing” in Europe’s
transnational festival circuit. The “big” in the title may also refer toothaipresent
consumerist qualities of the contemporary art market and the ubiquity of commodities
that degrade people into, at best, consumers or choosers rather than individuals with
actual agency or originality. The “big” in the title may also refer to thetiag prospect
of resisting the forces of the consumer-driven globalized society. dride€big” in the
title may refer to all, one, or none of these things as Superamas’ audientityas-e
paradigm (similar to Toxic Dream’s mode of operation) allows for the posgitaiti all
these interpretations to coexist in a superficial melee of stimuli vgingudience
attention but never amounting to a coherent call to action or a real in-depth Waaialc
critique.

As the members of Superamas themselves have stated, mounting a critique
against the dominant forces of global mass culture has never been theit exphtj
even though audiences are welcome to perceive this. Rather than mounting a conscious
critique, against the mainstream other, Superamas members fix theat gaze upon
themselves, admitting that they are unable to offer solutions. They do not badieve t
they can actively play the role of critic of society because they ayenwech a part of the
society that they would critiqu&’ The artists themselves are stuck in a feedback loop
where all they can do is recreate the mediated cultural artifactsitharsd them and

they fully expect that their integral audiences, after having been exposed todHei

" The following is an excerpt from an interview tfB&lgian contemporary performance critic Pieter
T'Jonck conducted with members of Superamas: “Ugeyse the theatre conventions to ask questions.
Not to come up with answers. There are enougtirdheampanies who formulate critical questions, and
immediately provide you with the right answersislalmost compulsive to position yourself as #icof
contemporary society. And people love it. Theyrgprimanded for their compulsive consumption eriv
and they applaud it. That's strange, isn't it?”

Pieter T'Jonck, “Montage and Research Versus RaithDemagogy,De Tijd, (18 June 2004),
http://www.superamas.com/pagesT exts/texts10.faedessed March 1, 2011).
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will participate in this same feedback loop by recapitulating Superamstsiedics within
the context of their own daily lives and artistic products. In this manner Supéramas
audience-as-editor paradigm functions in a different way than Toxic Dreanss’ doe
Superamas sees their audiences as extensions of themselves, humans wapadnle inc
of generating originality within the context of a structure that is domiriatedeas that
constantly recycle themselves.

TheBig Episodeperformances themselves are marked by sequences of lioe, acti
which are acted by living actors who mouth words to a pre-recorded sound track fed
through an electronic sound systéfh.These live segments are broken up by fragments
from films and/or music videos (mostly of American origin, America represgiiie
height of consumer-driven mass culture) and then repeated, sometimesertlati
mostly with slight variations. The variations materialize after tbegshows the given
scene several times using conventions borrowed from mediated culture such as pause,
rewind, and playback. The scenes themselves do not include particularly wagudia
or in-depth ideas. Instead they take the form of American soap operas witutfese-
level dialogue and lack of nuanced subtext. In some instances when the scenes are
played back the dialogue and characters morph into something else entirely&tan w
they had portrayed before, further revealing the superficial nature dfdahtic event
unfolding in front of the audience editors. The implicit superficiality of tlesees have

led some art critics to label Superamas’ work “bad theatre,” but thisisabelied by the

478 SuperamasBig 1st EpisodeDVD, Vooruit Arts Center, (Ghent, Belgium: Supeas, 2002).
SuperamasBig 2" Episode DVD, Vooruit Arts Center, (Ghent, Belgium: Supes, 2004).
SuperamasBig 3° Episode DVD, Vooruit Arts Center, (Ghent, Belgium: Supes, 2006).
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whole-hearted way that Vienna has embraced Superamas and attached itdhbwn hig
valued brand to this foreign artists’ collectit/é.

Empire: Art and PoliticghereafteEmpire, Superamastonglomerate
meditation on global politics and historical representations of war, and Europeans’
responses to it, uses slightly different techniques, also borrowed from rdexlititere?®°
The piece begins with a live performance of a signature battle betweerediaipdbrces
and the Austrian Empire, in which both sides claimed victory over the other. This is
followed by a staged post-performance cocktail party for the live show. Thishms
celebration is also shown live, but it features a mock camera crew pretendingttef
live event. Documentary-style films dealing with the nature of war and teddia
representations of it punctuate the live action and yet even these filmsated in a
superficial manner. For example, a documentary-style interview ofaddmnian
filmmaker conducted by the Superamas crew ends with a staged gun fightrbetwee
Superamas and Afghani terrorists. The remaind&ngireconsists of fragments of
mediated and live performance that roughly follow the patterns highlighted below.

Throughout their work Superamas eschews genuineness while adopting a self-
critical posture and overall superficiality regarding themselves agdudis. This
coexists with their practice of idolizing, or fetishizing, sources exteorlemselves,
such as mainstream medfa. Ignance Feuerlicht describes the complicated Marxist

concept of “thingification” and fetishism, common in Superamas’ works bygtat

*9 pieter T'Jonck, “Montage and Research Versus FaithDemagogy,De Tijd (June 2004),
http://www.superamas.com/pagesTexts/texts10.facdessed March 1, 2011).

*80Superamassmpire: Art and PoliticsDVD, Parc de la Villette dans le cadre des Residenc
d’Artistes, Paris, France, 2008.
“81| include an analysis &mpirealong with theBig Episode Trilogyecause | understand the piece as a
continuation of several themes, especially the digpadity of the current global system, which are
established in thBig Episodes
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While ‘thingification,’ the conscious or unconscious transformation of human
beings and human potentialities into things or the viewing of human values as
things, is often symptomatic of alienation or conducive to it, so is the parallel

phenomenon, the deification or idolization of things or, as Marx put it, the

‘fetishism of commoditites?s?

In SuperamasBig Episode TrilogyandEmpirethe artists self-identify with
“thingification” as they produce commentary on the “fetishism of commodities”
produced in the context of global mass culture. The performances differ ingBag t
Episode Trilogyspecifically references the fetishization of consumer-oriented products,
human bodies, and corporate brands whigire mostly addresses the fetishization of
war imagery and cultural activism spawned by the international news medragewoé
global crisis. Despite the slightly different thematic approaches atifipteach of their
performances, the group maintains its signature performance aesthetigity on the
use of metatheatrical references mixed with highly self-criticalyir In each instance,
Superamas’ members negotiate the rocky terrain between fringenpanice, which has
historically thrived on the presence of the living actor, and mass culture, winiotv is
primarily associated with mediatization. This business would thedhgtdace the
artists at risk of diminishing their own individuality and their derivativersa-garde
impulse, if the artists themselves believed that either sincere postsiqgossible.

The hybridized nature of Superamas’ performances is revealed through the
slippage of mediated mass culture into the live performance eMatike Toxic Dreams,
Superamas appears to have stopped caring whether or not embracing such hybrid
performance results in the live actors’ diminished presence. One of thevidesit
examples of Superamas’ hybridized nature is their use of pre-recorded voicadkers

Big Episode Trilogywhich are projected over the living actors’ own physical activities

482 Fayerlicht, 45.
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on stage. These sound tracks are an intentional nod to the way that the actors’ living
voices, and indeed their very agency as wordsmiths, are lessened by the use of
mechanized projections. The liveness of Superamas’ performances is furtimesteéd

by the fact that in many instances the voice-over artists are diffeoemthie artists who
actually appear onstage and mouth the words. This is apparent in the opening credits for
eachBig Episodewhere the voiceover artists are listed separately from the live cast. The
process by which the live actors are robbed of their presence through thegodede

voice track is made further evident by a specific sequenBigig' Episodeinvolving an

actor from Superamas who plays a caricature of himself, another actor whd qtan

“from the Rolls Royce Company,” and an Air France stewardess who playditore of

her professional persona. In this scene the actor from Superamas asks John several
guestions about the Rolls Royce company and then shifts the conversation byrdjscussi
the ways that the Superamas “corporation” mirrors the Rolls Royce comp&eymany
other scenes in tH&ig Episode Trilogythis sequence is played several times with minor
variations using the mediated conventions described above, including voiceovers that the
living actors mime through their physical, non-vocal actions. When this sceiageésl pl
through a second time, a film projection appears above the live-acting arebngevea
other Superamas actors who are providing the voiceovers for the live action bélew. T
voices and words of the live actors on stage are not their own, but rather their livee bodie
are being used in order to create a living context for the mediated voices of the othe
actors. Juxtaposing this film footage with the live action, which featurestibrefleom
Superamas essentially trying to sell his company to a potential donor from ke Rol

Royce Company, reveals how the actor’s individuality has been stripped from &im as
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result of participating in the commaodification of Superamas’ brand naine live actor
himself is merely a puppet used by the corporate entity, i.e. Superamasg, itadel
flourish economically and culturally. Theg Episode Trilogyg voiceovers conjure
thoughts of Toxic Dream¥ongsperformance where the actor Randy Serkis’ gorilla
vocalizations are replaced by those manufactured in a sound laboratory. This knowingly
ironic use of performance conventions is an integral aspect of Superamas’ wohe and t
group’s consistent use of it signals their belief that they are siynitapped in a
structure where their individual voices are replaced by the voice of the a@lecti
commodified brand name, i.e. Superamas. Yet througho&ighEepisode Trilogy
Superamas so fully utilizes the voiceover convention as if to suggest to its audmatces t
the artists themselves have ceased fighting against the forces ofedediasumer-
driven mass culture and have instead fully embraced their complicit role sgstesn.

The slippage between the actors’ liveness and mediated representations of
themselves is further apparent as the entire live event conforms aadithédi global
mass culture. The effect of watching the various scenes BigHepisode Trilogy
conjures the phenomena of pause, rewind, and playback, products of the VCR, DVD, and
other formats of home entertainment. The use of such conventions creates a distanc
between audience and performers by imposing a mediated frame on the plagengfspa
the theatre featuring Superamas’ live actors. This mediated fmategializes to a
greater degree through the set pieces and props that appear within the pedpaneg
itself. In eaclBig Episodeand also irEmpire several acting areas are made to resemble
different locations on a film studio set. Each stage area consists of a lasgi@noj

screen where films are played at intermittent times during the lii@nacthe lit areas
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are mostly made to look like facades of shops, bars, or living quarters, which when
framed by the camera lens could resemble actual locations. In betwegarthas! of the
stage are dark spaces filled with loose wires and various mechanistraftiog films
such as cameras, boom microphones, and cranes. At certain momen&ignBpesode
Trilogy andEmpirethe film camera and boom microphone are manipulated by actors,
conveying the sense that the audience is witnessing the recording of atfilen,than
merely witnessing a live show. This type of scenery is common in Toxanid'e
conglomerate performances well, particularlych Sterbe/l DieandKongs and it
suggests that the live performance event is merely a precursor or aha@igint to
something mediated. This implies that the Superamas members themsebggsze the
impossibility of manufacturing a live event that can be consumed by its audgence a
something divorced from mediated mass culture. The live and the mediated coexist i
the same playback loop and have ceased to function as separate cultural spheres.
In Superamastonglomerate performancése actors’ live presence is not
ontologically separate from the presence of the mediated actor that thecaumtiéy
knows on a superficial level. This is highlighted by the Superamas team a® thetdrs
frequently recapitulate and reframe scenes from films with intematcommercial
appeal. For exampl8ig 2" Episodefeatures full scenes from the 1999 Ben Stiller-
directed filmZoolander a comedy about a male model trying to dedicate himself to
philanthropy while simultaneously searching for a rogue assassin and & perf
commercial look, which he calls “magmum.” Scenes from the film are playecon th
large projection screen overhead of the live action; and portions of the sceienare t

replayed by the live actors themselves, who use their own bodies to mime thesction a
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they mouth the words from voiceovers taken fidoolandets Hollywood cast.Big 2™
Episodealso features voiceover dialogue from the 1999 Paul Thomas Anderson-directed
film Magnolia an epic existential drama starring Tom Cruise and Julianne Moore about
several interrelated characters in California. ThrougBay2nd Episod¢hese films not
only punctuate and disrupt the action, they &lscomethe action as the live actors, when
faced with moments of heightened emotion, lapse into enacting scenes framghe f
Such moments are obvious nods to the theory that humans’ major modes of operation
have been forever altered by their interaction with global media. Furtresrthe live

actors’ practice of enacting these moments conveys the idea that thelstslves

are somehow unable to relate to each other on a human level apart from thessdmediat
cultural artifacts. The mediated has become the real and vice versa.

The very interactions of Superamas’ live actors allow the group to play with the
notion that in an era dominated by consumer-driven mediated mass culture, the
possibilities for unadulterated human connectivity and individual agency have become
mute points. The neo-Marxist concept of self-alienation appears to be a dominant
principle found in this critique. This notion is defined by Nicholas Churchich as, “an
ontological fact characterizing man’s limitations and the dislocation ohhes life.” It
is “expressed in his powerlessness and helplessness, his lack of control over ifes own |
activity, the feeling of isolation, or in the loss of personal identity, autonomy, and
meaningful striving.**® Indeed, Superamas’ performances present a compelling case that

the pervasive noise of the culture industry has rendered void all attempiget@amor

“83 Nicholas ChurchichMarxism and Alienation(London: Associated University Press,
1990), 307.
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original idea and all efforts to maintain human connections. The most compelling aspect
of their pervasive critique is their own inability to free themselves fit.

In many of Superamas’ performances there appears to be a thin, superficél
social conventions that is tenuously maintained in order to create the illusion of live
presence and true human connectivity, even if other factors annul this notion. For
exampleBig 3rd Episodepens with a segment that features Superamas’ male members
pretending to be in a Nirvana-esque 1990s grunge band. In between rehearsingNirvana’
Smells Like Teen Spirithe male band members discuss their heterosexual exploits. One
of the band members discusses a conundrum of his involving a female band member
named Grace. He reveals that he got Grace pregnant and that he dreads his wife
discovering this. The men console him stating that if his wife discovers thishthen t
will all claim to have slept with Grace. This will damage her creditilityabsolve the
male band member of his responsibility if Grace decides to keep the babycértas s
which is virtually a soap opera cliché, is repeated several times with wariations
using the mediated conventions of pause, rewind, and playback. During one of the last
playback sequences, the actress playing Grace appears in a pausedrabkediately
outside the pool of light that keeps the male band members in focus. At this moment
Superamas is playing with audience expectations. The audience is aw&wmatsawill
soon enter the room and shift the focus of the conversation from pensive and worrisome
to light and cheerful. As the audience hears the gossip about Grace theytheoject
image of the actress onto the interactions of the male band members. By thlacing
actual actress who plays Grace immediately outside of the lit scene, I8apésa

revealing Grace’s lack of agency. She is kept in suspended animation just outside of the
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live acting area due to forces external to herself, mainly the abilihedirector and

audience to keep her in freeze frame until the men finish gossiping about isshes¢hat

a direct bearing on Grace’s personal life. The implication of juxtaposingdiagn

actors with the freeze frame image of the actress is that the chafaétace does not

have the ability to convey her actual presence to the male members onstagewilGrac
remain a superficial object throughout the men’s interactions and she will neaiglebe

to exert her own agency in the male-dominated world of the band. A similar lack of
agency is revealed in SuperamBig 39 Episode which features several scenes that

evoke the popular HBO seri&gx in the City These scenes begin with two women in a
dancer’s greenroom discussing another character, Esther, and lambastiagdiay

skills and overall social graces. In one of the many repeated segments laigring t
sequence, Esther, just like the character of Grace before her, stands jdstafutse lit

portion of the stage in suspended animation as though her live image has been placed on
pause. Although Esther is not in the room and unable to hear the gossip about her
character, the other characters, through their dialogue, perceive acsalpsntl

objectified image of her. Throughout these interactions and othersBngtigisode

Trilogy there appears to be an impossibility of a true human connection that goes beyond
superficiality.

These instances of disconnection between the characters on stagethmerrors
detachment that the actors of Superamas themselves claim to have towsidglcical
events that occur outside of their immediate circumstances. For exanipabepire
scenes of war and rape are delivered by actors in a highly melodréashtan. The

actors would risk tripping over into extremely matrixed performance during these
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moments, and yet their ironic delivery, where they are effectually quotingthei
behavior, actually places their acting closer to the non-matrixed side aftitig scale,
which allows them to maintain their superficial, detached personas. Adding to the
superficiality of the opening sequence depicting the historical Frenchigkubgttle is
the pop sound track, punctuated by segments from Michael JacBsat’'s The lyrics,
“it doesn’t matter who's wrong or right, just beat it,” may evoke the feehagwar is
often marked by struggle with no clear good or evil force. However, theses sifemar
cannot be fully understood as a serious critique of war because they are played wit
exorbitant melodrama and provided in a context where high and low culture are each
given free reign to compete for the audience’s attention. Indeed the thstipetween
the two forms of culture has disappeared. In another sectlBmpifean American
filmmaker talks about war while at an after-show cocktail party as though snoftictcis
nothing more than a sensationalist spectacle. To this a Somalian man, who
incongruously appears in the party scenes, responds with indignation statirkgjjifthe
goes on...We’'re losing a hundred people a day. A hundred people a day.” This brief
interruption in the party’s inconsequential banter is followed by a pause and tlftn swi
by another sudden eruption of elation as champagne is brought to the guests and dancing
ensues. Superamas makes no attempt to reconcile the disparate eleEreipisds
cocktail party scenes. This avoidance of reconciliation suggests thatigret even
be a solution to our complicity in the superficial treatment of issues of glopaltamce,
for example war.

Superficiality is a common thread that runs through Superasoaglomerate

performances This results from the artists’ self-critical posture and detached stance
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towards their own products. Like the actors of Toxic Dreams, Superansis asg

varying degrees of non-matrixed and matrixed performance in order to halp the
maintain and justify their signature superficiality; but unlike Toxic BregaSuperamas
appears to have adopted a “hyper-superficiality” throughout the course afdheir
matrixed performances, which makes it impossible for them to disassbeatselves

from the forces that their work initially appears to critique Biig 2 Episodethe

recreation of the fictionalized scene between a Superamas member andddotimef

Rolls Royce Company” reveals the group’s hyper superficiality and nommxeth

approach. Using the voiceover track from another Superamas member, a Superamas
actor portraying a caricature of himself, attempts to lead John Rosse irdtrigve the
Superamas brand by highlighting the commonalities between Rolls Royce &molgais
company. For example, both companies are based in Europe, and each has expanded its
reach to the United States. The actor also claims that, like the Rolls Roygzany,

which is noted for its automobiles and airplane parts, Superamas is “known for its
extreme diversified activities...performances, installations, filmdis Thstance iBig

2" Episodeis one of the many specific comments on Superamas’ process that are built
into their performances, and it may even be read as a commercial for tmaragpe
brand-name. Yet the superficiality of the entire moment is highlighted aneddjopthe
Superamas team when, after having the scene repeated several timestithan
interaction between the actor from Superamas, John, and a female Air Frdrtce flig
attendant is disrupted by the sudden, incongruous eruption of machine gun fire in the
comfortable quarters where the interaction took place. The actors fleestpéaling

space; the lights and sounds of war engulf the acting area; and the stageddark
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and calm. This sequence is followed by repeating the scene again withrenaef®
the war that previously disrupted the action. Another superficial scene involving a
similar form of non-matrixed performance occurs during the post-show cqoaattyilin
Empire One of the actors, a member of Superamas, states “I'm with Superamas. We are
a collective...l also directed the little performance you just saw. | doympenjoyed
it.” This moment is followed by an immediate pause as if to allow the work’s
constructed nature and Superamas’ brand name to be further engraved nmitedhef
the spectators. These scenes are two of the many instances that reveah&slipe
tongue-in-cheek commentary regarding their own process. They revegabtips’
overwhelmingly superficial stance towards everything, including its atemactions
with fellow members of its integral fringe community. Furthermore gtlsesnes reveal
a hyper-awareness of artistic processes and the ways that amsstsander to a
hierarchical cultural and economic structure while crafting their work.

Superamas’ posture results from its exposure to what its group members
understand to be a culture of superficiality, dominated by consumer-drivercultass.
Yet unlike other groups that attempt to criticize this superficiality tHrabgir use of
methods found within the dominant culture, Superamas is so intensely aware of its own
place within the dominate culture’s framework that its membership belisvesly
recourse is to embrace it. Because Superamas frequently references itarawnitiin
its performances, the performances themselves may be understood as extended
commercials for its own corporate-like entity. Furthermore, the group’adede
commercial-like performances often have actual commercials and/or ppdcement

built within them. For example, iBig 3 Episodethe Trumer Pils (a German beer)
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trademark materializes at the end of the filmed sequence chronicling agétap to

New York. Also, inBig 2" Episodea female actress appears in a Cat Woman suit and
holds a can of Coca Cola between her legs. Furthermdség ii* Episodeone of
Superamas’ actors sits in a Suzuki and has a sudden idea to market his car to the live
audience. This is followed by two females who enter the acting area claghis,bi

strike various sexual poses around the car, and even simulate oral sex wittsthe car
windshield wipers as if to titillate the audience into consuming the commodity. This
instance reveals an intrinsic link between Superamas’ explicit commentgexuality

and their use of product placement and commercials. Throughout its performances
Superamas consistently exploits this link.

Superamas’ commentary on sexuality throughowigsEpisode Trilogyand
Empirehas an intrinsic relationship to its commentary on the commercial nature of the
globalized era and the group’s own complicit participation in it. This is appard in t
connection between sexual titillation and the superficial pleasure derived fodocpr
consumption. Globalization scholar Arjyppadurai refers to scopophilia, the love of
gazing, in order to describe the surface-level and temporary pleasurerioas ftem
viewing a sensual image in the context of a television commercial, whichsgom
titillation but never long-term fulfillmen®* In the context of consumerist society, what
Appadurai calls, the “aesthetic of ephemerality” reigns supreme and otassta

radically new relationship among wanting, remembering, being, and buyihgréwhe

“84 Arjun Appadurai borrows the term scopophilia from Lauraly’s 1975 essay on the love of gazing
in the context of consumer-driven culture. ThisaEpt relates to Adorno and Horkheimer’'s argument i
Dialectic of Enlightenmerthat the culture industry is at once whorish andifsh.
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“emphemerality of goods” is linked with the “pleasures of the serf&4rt this context
ephemeral pleasure, not long term satisfaction or fulfillment, reigns supreme.

Superamas is aware of the allure of this fleeting pleasure because tigemsita
themselves experience it by virtue of their temporal election within thtextoof a
transnational fringe scene that is defined by the rise and subsequent fidt®frdro are
successful for a time but also prone to burnout when the consumers and politicidaes dec
that it is time for a new trend to be brought into the limelight. By frequerdijuging
titillating pictures of the female body and juxtaposing these with imaigesss
consumerism, Superamas is drawing attention to the integral links amongesmort-t
sexual pleasure, consumerism, and the very transnational art market in whiemhsns
participate.

Big 3¢ Episodefeatures many mock sexual encounters between the male
members of Superamas, who play themselves, and the female actressesnedne
sequence takes place in a home and involves sensual communal touching. The irony
implicit in these scenes is that actual human tenderness and sensual pleasusebzan onl
embodied in scenes that are viewed through the lens of the film camera. No such scenes
that involve sensual pleasure and tenderness between members of the opposiie sex oc
onstage. The sensuality and nudity that does occur live appears explaiatiserves to
alienate the actors from each other rather than to bring them togetherarBapetaims
that one extended segmentBif 3¢ Episode involving three female dancers in a
greenroom, developed from the group’s “intense” fascination with the popular HBO

seriesSex in the City Superamas subverts the series, which was originally conceived as

85 Arjun AppaduraiModernity at Large: Cultural Dimensions of Globalfion, (Minneapolis:
University of Minnesota Press, 1996), 84.
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a popular cultural embodiment of female sexual liberation and empowerment, by
transforming it into a showcase of male exploitation of female sexudlisitsa The
exploitation occurs through a number of instances that involve robbing agency from the
live female actresses. For example, each time Superamas mentilgex Riera enters

the stage, he does so as himself, and his performance, closer to the non-matioed sec
of the acting scale, always manages to upstage the female actriegsesaating is closer

to the matrixed side of the acting scale. To a certain extent, instead of emgower
female sexuality, th8ex in the Citgcenes somehow make female sexuality an object of
detached male interest. Even the female sexuality that is discussedthede scenes
appears flippant, shallow, and disconnected. As the women discuss their sexual
escapades, there is no mention of the more lofty human aspirations of love or long-term
companionship. During one section the women discuss the pleasurable effects of a
vibrator, and this mechanical sexual device appears to give them far gieatemre than

the male-female cooperative sexual act itself. Almost as the live parice event has
been eclipsed by the presence of the media, so too has the intensity of theegaalal s

act been diminished by the presence of a machine. A further example Bidh8
Episodés Sex in the Citgcenes may be read as remarks on the superficial nature of
human sexuality in the global era occurs in the middle of the sequence, when a woman
from the group of three females stands stage right with a microphone in her hand and
sings. During this song, another woman from the group moves in a line towarcefttage |
pausing along the way to remove parts of her clothing. She strikes various poses during
the pauses as if to accentuate the sensual nature of her newly-revealed flesh. Thi

moment is slightly incongruous because the female’s pained facial egpsessb the
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audience of their ability to be fully titillated. The female body is hereatedeo be an
object of male desire and yet somehow the living actress herself haalieeated from
her own beauty and her own power to titillate the male audience members.

ThroughoutBig 3° Episodés Sex in the Citgcenes and many others, the actual
intent of human sexuality, i.e. to reproduce and to create feelings of intimadyeda
somehow replaced by a clamoring for personal, ephemeral pleasure. ddrese s
convey Superamas’ dominant idea that personal connection among humans in an age of
mechanization and globalized consumerist culture is relegated to supedelialgs and
to an overall personal drive to be titillated rather than deeply fulfilled. The type of
sexuality, i.e. male scopophilia, that is linked to consumerist culture is peneap® st
pervasive and apparent aspect of Superamas’ performances. In nearlgatesstf this
type of sexuality, sensual activity is void of the possibility of true human coanect
When scenes of sexuality do appear onstage they are not allowed to develop. Instead
they are fractured by a number of mechanisms, ranging froBighepisode Trilogis
frequent pauses, rewinds, and playbacksmpirés sudden bursts of kinetic energy from
actors uninvolved and un-invested in the sexual activity. This is partial rationale for
performance critic Rudi Laermans’ statement that anyone accusinga8gseof
“masculinism” is void of humor and “living on the planet Maf&”

There is an intrinsic link between Superamas’ superficial treatmerarof w
sexuality, the consequences of the market economy, and their treatment ohltsedoe
of Vienna. Riera’s lackadaisical attitude regarding whether he produtte¥ienna’s

money or the money of another local government is a marker of his own opportunism and

“86 Rudi Laermans, “Art versus mass culture, episdi#9945 (a [culture sociological] fragment
on the work of Superamas) (1http://www.superamas.com/pagesTexts/texts.mtessed March 1,
2011)
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of how his performance-based treatment of contemporary phenomena influences his
entire worldview and mode of operation regarding the transnational fringe sakae. L
the mediated and live events in Superamasaglomerate performancethe treatment of
phenomena within the performance and performance frame of this transnairgeal fr
group cannot be fully separated from the treatment of similar phenomena wé&hin t
context of the scene itself. This linkage occurs because the artists’ ecamohcultural
awareness, creative processes, and performances are intringiea#ig.r The artists’
transnational connections bear a degree of superficiality that hinders dutxtered
cross-cultural dialogue within the context of Europe’s transnational fsiogee. In this
context, more superficial concerns, related to the construction of ganee@n scene
rooted in global mass culture, dominate. Thise en scenie used in order to increase
the symbolic and economic capital of transnational fringe groups thatdmaditwithin
their power to stay afloat in a scene marked by a deluge of artists competang fo
integral audience’s waning attention. In Vienna'’s transnational fringe sttee is a
cross contamination of opinions and postures. On stage Superamas treats the live and
mediated events in the same way. This egalitarian treatment of phenomena i
Superamas’ performances influences the postures of the group’s artists @desath&ith
circumstances in the transnational fringe sceneyemedversa In the end, Superamas’
pervasive use of mediated forms is an essential element for their contymizalis and
economic capital. Yet this factor somehow entraps Superamas’ artlsts e@ttain
parameters.

The Similarities between Toxic Dreams and Superamagonglomerate

Performances and What these Reveal about the Aesthetic Crisis in Vienna's
Transnational Fringe Scene
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| have refered to the works of Superamas and Toxic Dreanmgkmerate
performances | use this term to highlight the complete dependency that these works
have on the transnational system of European fringe venues and the massnclulire i
at large. | further use this term because it goes beyond the clasdifiet performance
which is often used to describe the cross-breeding of live and mediated forms (such as
film) in the works of Toxic Dreams and Superam@snglomerate performanaefers to
the myriad of influences that pervades fringe products, which are develdphedthe
context of hyper-modernity. These performances are a synthesis of alldinet oo
stage between the live actors and their mediated counterparts, which avgioaligl
similar, and all that derives from the artists’ highly visible perforradrame (i.e.
internet sites, chat rooms, promotional materials, and more). The works ae@tzed
by non-matrixed performance styles and constant self-referential @otam regarding
the artists’ inescapable complicity in a niche fringe market thateparable from global
mass culture, despite claims to the contrary.

Chris Jones of th€hicago Tribunewrites of Superama&mpirethat, “unlike a
lot of this type of work, Superamas puts its own insecurities and vulnerabilitied on ful
display.”®” As my combined analysis of Toxic Dreams and Superamas reveals, the
artists’ practice of exposing their own vulnerabilities is actually ighbnounced in the
context of Vienna’s transnational fringe scene. Indeed infuginglomerate
performancesvith a large degree of self-criticism, explicit irony, and superfigiahay

be one of the fringe scene’s most defining features.

“87 Chris Jones, “For Superamas Art Means W@hicago Tribung4 October 2010),
http://articles.chicagotribune.com/2010-10-04/e@aiement/ct-live-1004-empire-review-20101004 1 war-
danube-river-irag-and-afghanistéaccessed 1 March, 2011).
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Toxic Dreams and Superamas’ artists maintain a critical stance tothiands
work by embracing non-matrixed forms of performance. While Toxic Drearmnst'sar
intentionally diminish the presence of themselves as live actors byngftsir live
performances with mediated performance, Superamas’ artists abandon tioti@histi
between the two forms of performance and craft hyper-mediated versithasredelves.
Both groups’ critical distance means that nearly all actions of the perooae be taken
as disingenuous, or “tongue-in-cheek” (to use the colloquial phrase), even ifitims ac
are done in earnest. Pierre Bourdieu notes the tendency for culture makgage ia
such parody as a way of distancing themselves and even emancipating\tesrfiem
works of the past?® These cultural agents engage in the practice of “repeating and
reproducing” dominant ideologies/aesthetics in a “sociologically non-congroemixt,
thereby rendering these incongruent or arbitfatyThis theory is consistent with Philip
Auslander’s own belief that many performers in what he calls the postmoalgition
manufacture an absence of presence in their work and that by so doing thegyerform
manages to undermine the culture’s dominant structures of representatiomdausla
cites the Wooster Group, a popular influence on many of Viemoaglomerate
performancesas a prominent example of this tréfitl.In the case of many of Toxic
Dreams and Superamas’ performances, the identities of the artists, erethefn seem
to be portraying themselves through more non-matrixed styles of performence, a
diminished. However, in both instances the performers’ presence has beeslaithini

through a combination of factors, and not all of these are fully intentional. These include

“88 pjerre BourdieuThe Field of Cultural Productigrirans. Randal Johnson, (New York:
Columbia University Press, 1993), 13.

*®9|pid., 31.

499 phjlip Auslander.Liveness: Performance in a Mediatized Culfuteondon: Routledge, 2008),
42-43.
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a conscious attempt to critique the dominate modes of representation, while
acknowledging their inability to break free of them. They also entail [seibgumed
under a brand name for the purposes of remaining economically and cultural viable.
Although the performers’ ironic detachments theoretically allow them to matioalc
resistance from within dominate modes of representation, Toxic Dreams amdrSape
are not effectually criticizing hegemonic cultural forces. Insteaddpoilps appear to be
caught in a feedback loop wherein they are consciously recycling dominant consenti
and manufacturing their own alienation from the work that they are creating.

Based on personal interviews with members of Toxic Dreams and Superamas,
coupled with my analysis of their products, it appears that the superficial pibstutiee
performers take is intentional and that they somehow believe that this stdreendy
truthful option available to them in light of the McDonaldization of the transnational
fringe scene and their own complicity irffit. It appears that these artists are self-
consciously caught in a system that robs them of personal agedaydividual presence,
and that their identity as artists and their overall aesthetics arel indtes awareness.

Perhaps Toxic Dreams and Superamas’ extensive commentary on procdss, whic
often is manifested as explicit self-criticism, stems from thessty of them playing an
active role in the cultural and economic politics of a tumultuous transnationa fring
scene. Because these groups’ artists are forced to play multiple solestdnce
publicist, producer, critic, and artist, a natural slippage of these positions occiss. Thi
may indeed point to an aspect | highlighted earlier: the blurring of many dmterge

performance trends mirrors the amalgamation of cultural perspeciites thie

91 This is even the case with Toxic Dreams, whichalgh it attempts to disidentify with the majoritfy
Vienna's transnational fringe, is far too self-awém be able to fully accept its own rhetoricahst&a
against their fringe counterparts.
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transnational fringe scene. It is possible that the works of Toxic DraathSuperamas
can, almost always, be understood as metatheatrical commentary on, not onlypthe ac
performance, but also on the very actions that give rise to the performance evitdt, i.e
structure of Vienna’s transnational fringe scene itself.

In the case of Toxic Dreams and Superamas, the performers’ diminished presence
stems from a general feeling among the artists themselves that thmlipos$ creating
actual living presence in this global era has been greatly diminished $grtbery
overload of mediated forms of representation and rampant commercialization. The
performers’ presence has been further reduced by their willingness tedsbabinto a
corporate brand name as a way of articulating their groups’ legitiaratyggency within
the deluge of transnational fringe groups that battle for attention and reseithteghe
scene. The latter two of these factors appears to be less a matter musbascice and
more a matter of necessity due to the tenuous nature of cultural and econotaic capi
within a transnational fringe scene that is in the midst of a cultural and eiocrisTs.
Furthermore, the reality that the artists must now rely so heavily on ntedlataents of
their performance frame, i.e. the internet, in order to construct and maintaibréres
means that the immediacy of their live personas are further eclipseGdwylteefore an
audience witnesses a new performance by either Toxic Dreams ori8ape@lurality
of them will have formulated notions of the group’s brand through the digitized
representation of it on the internet. Performance scholar Bonnie Marralyca apt
addresses this issue in a 2005 issuearforming Arts Journalvhen, recognizing the
artists’ prolific use of the internet and other mediated forms even in the cohtmxt

called live performance, she asks “What does ‘live’ mean any longer, iloneiathe
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physical body of the performer, instant feedback, and types of manipulated pf&senc
and she states that “In the intermingling of the ontological, the social, andjitad, cie

are now asked to consider our lives as ‘post-hum&n.th the case of Toxic Dreams

and Superamas, it appears that their highly self-critical posture is evidertieeir own
belief that they are somehow complicit in the breakdown of the resistant powers of the
historical fringe shouldered by the living presence of artists acting upoong,st
individualistic avant-garde impulse that defied the mainstream by acéxatyng

outside of it. Neither group can effectively stand outside of mass cultureas\bkey

desire to critique it. This is their tragic reality and also the fuel for tinghly ironic
performances.

What Marranca has referred to as the hyper-mediated “post-human” natwee of li
performers has also been highlighted by performance scholars such asostarkwho
refers to a “cyborg experience.” This “cyborg experience” is meantdotethe ways
that “Peer-to-peer media technologies (file sharing, Wikipedia, MySpacd,ube,
massively multiple online gaming, and the rest) partially detach the boayits
location in space, loosening the binds to the local, and connect the writer with global
culture.®* The effects of the internet, the major aspect of the transnational frirsgs’ ar
performance frame, on the artists’ living presence cannot be ignored nor ghe the
downplayed. The internet itself enables the groups to thrive in Europe’s transnational
fringe spaces as it allows the performers to fill simultaneously theabbetists and
critics. The use of the internet also effectively places the performetgadieiaf artist

and critic within a non-local framework. Any online contributions that the amate

92 Bonnie Marranca, “Performance: a Personal HistdPgrforming Arts Journa28, no. 1
(2005): 3-19.
93 Mark Poster, “Global Media and Culturéyew Literary History39, no. 3 (2008): 700.
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are enabled by funds from the local context of Vienna. These contributions ack place
into a de-localized domain, as are the artists themselves who somehow become part of
the mediated global icon that enables the transnational fringe sceneliok&dyand the
artists to continue integrating with their colleagues throughout the continent andlbey
Yet even as this occurs, the artists’ “liveness” is compromised by the¢hrnegy i.e. the
internet, which allows the groups to flourish in this increasingly globalizecnet¥
transnational fringe artists. The performers of Toxic Dreams and&unpasrare willing
participants in this “cyborg experience.” They do so because their continuszh@c

and cultural capital demands it, and also because the internet itself has become a
completely naturalized extension of their own personas as artist critics resslt, even
before the performers stand on stage to deliver a live performance, theireddrdite
already been defined by the presence of mediated culture; therefore, tirasablof

their live selves to the mediated, or their attention to the ontological sanoéiedh, is
merely a logical extension of their everyday mode of operation. Furthertherartists’
practice of sublimating their live selves to mediated culture, or viewingvtne t
synonymously, is made complete by the reality that it is far simpleatbparformances

in their subculture of transnational artists by using cultural fragmesrtsfamiliar

artifacts.

Both groups tend to stimulate their audiences using elements from global
mediated performance, e.g. King Kong in Toxic Dreams’ work and a myriad ofi¢ane
films in Superamas’ work. In addition to stemming from the artists’ common
experiences in global mediated culture, their use of these mediatadtarifso comes

from the artists’ belief that ultimately there is only so much new infoondhat
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audiences can process. Tlhe Haunted Stagdarvin Carlson acknowledges Roland
Barthes’ contribution to theories of the theatre, particularly his understgatidin
performances include words and actions drawn from various sources and plattest toge
in a unique package that (although perhaps trying to state something speoiieh to a
multitude of interpretations by the audierf¢®.To a large degree, new information must
be accompanied by the reframing of old information. Also, the old information, when
reframed in a different stylistic package, is able to be interpreted laythence in a new
manner. Acknowledging these factors, Toxic Dreams mounts criticisms bodsedf
representation using familiar characters and scenarios, but does so at sukhexkrea
pace and with so much stimuli (delivered through its performances and performance
frames) that the ultimate act of interpretation lies with the viewer anth@airtists
themselves. Superamas slightly differs because the groups performarafésnase
heavily weighted with representations of familiar characters anéisasithat any true
criticism is stunted or halted by an overwhelming superficiality. Neghaup suffers
under the delusion that it can actually create something entirely new inab&igtd era
characterized by hyper-stimulated audiences. This acknowledgement afdbdity to
craft something new is a marker of both groups’ maturity even as it mendwat
contrarian position in a scene where the call “to make it new” reigns suprezhéhere
does seem to be something problematic about the apparent conflict between both groups’
articulated desires to create innovation while acknowledging their iyabiliireak free

of a tendency to recycle and reframe dominant conventions from global dedizds

culture.

494 Marvin CarlsonThe Haunted Stage: The Theatre as Memory Magck#re Arbor, University
of Michigan Press, 2003), 4.
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Both Toxic Dreams and Superamas operate according to the audience-as-editor
paradigm. This paradigm is a defining feature inciveglomerate performances
Vienna’s transnational fringe scene. Auslander highlights how some postmodernist
theorists are pessimistic about an “information glut” that “overwhelmslsaubgects,
depriving them of the ability to make important discriminations and decisions.” |
appears that Toxic Dreams and Superamas are aware of the “informatidhagltheir
products provide and yet they do not believe that there is a suitable alternative to i
There is something about the state of the contemporary globalized world tlesitates
the mode of operation wherein a maximum amount of stimuli are given in each
performance and a variety of audience interpretations are possible. Témecateas-
editor paradigm is the antithesis of the artist-as-editor paradigm, whickdtémd
dominate modernist performance. However, this approach has something in common
with the economically-motivated tendency to provide a maximum amount of stimuli in
order to increase entertainment value and broaden an esoteric work’s gppeedl To
a certain extent what Toxic Dreams and Superamas are creating withetti@imances
is a large virtual menu of ideas, which audience members may select toefantner
or to discard according to their tastes. To make an intentional link betineeartists’
process and that which they aptly criticize as the “McDonald’s avadied’ | call their
ideas “nuggets” and suggest that audience members may select whichevées theyge
wish as they piece together their own theatrical meal from the works being mtaduce
the context of Vienna’'s transnational fringe. As this occurs, Vienna itssifies less a
benefactor of high art and more a peddler of prefabricated fringe meals, otgjesse

defined by their ability to generate nothing more than ephemeral pleasureeahdvet
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by artists who are aware of their own inability to craft anything beyondftzigke

entertainments.
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Conclusion
Past and Present: Localization and Internationalization in Vienna’'s Fmge Scene
and Some Cross-Cultural Applications

Throughout Europe nations are currently in the throes of adapting to
Europeanization and globalization. The trials and tribulations associated with thi
complex process of adaptation are felt by cultural agents in the cultudal Tibls is
especially the case with artists who are experiencing a Europe-wide pustistowa
increasing their mobility. These artists are also being required to finevagsvto cope
with the reality that globalization creates more competition for lesaurces and
necessitates that they integrate themselves within transnational neswolnkas co-
production venues and festivals. My findings are consistent with other European-wide
case studies on European artists including the 2008 report on artists’ mobility, whic
states that,

Europe's changing political landscape, the enlargement of the European Union,

the radical development of communication technology applications, the growth of

new emerging economies and new market conditions, are among the factors that
have created an environment more conducive to international work than was the
case some 20 years atjo.
But these reports are often created by cultural agents themselves, whéatregr off
employees of groups connected to the EU or transnational networks, who hawve a grea

deal to gain by keeping the transnational networks alive and by advocating idcrease

artist mobility. Perhaps there is a surplus of this type of transnationlal @raf there is

“% Directorate-General for Education and Culture,dpean Institute for Comparative Cultural
Research, Mobility Matters: Programmes and Scham8sipport the Mobility of Artists and Cultural
Professionals Final ReppAn ERICarts Institute Study for the European Consiois (DG Educationa dn
Culture), (2008)http://ec.europa.eu/culture/key-documents/doc/dgeffmal report ERICarts.pdf
(accessed March 13, 2011).
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not a surplus of it, there is at least an excess of artists who feel thatrilyeiray to
create compelling, fundable art is to submerge themselves in a systeaetsavff of
the non-local market. This factor is perpetuated by the local governaientny
European cities, Vienna included, that are crafting policies to improve theg’ @itiage
within the increasingly interconnected European cultural field. Thus, therehiagnot
particularly unique about the movements occurring within Vienna’'s fringe stéeena
is merely one city that in the past decade has created highly visibliepdhiat brought
about a swift shift in the orientation of its fringe scene. This change creaétyd a
subculture within the city that is more self-consciously transnational andetfiso s
consciously critical of its own practices.
The Problem with Internationalization

In 1995 a majority of Austrians voted to enter the EU. This was followed by a
number of polarized uprisings that manifested in the nation’s cultural field, folloyved b
more movements towards internationalizing the scene. Incidentallydenafeer
Austria’s vote to enter the union the same majority concurred that joining the union
brought more disadvantages than advantaje¥/hen | was in Vienna in 2009 |
witnessed the city squares being covered #wRIDeslogansAbendland in Christen Hand
(roughly translated as “the West in the hands of Christians”), a spgeificagainst a
future EU that welcomed cultural outsiders including Muslims from Turkeyadtalear
that a true internationalization in Austria was still meeting with its papaosite, i.e.
xenophobic nationalism. It was also evident that the city’s reforms towards

internationalism in the cultural sector had given rise to a division betweelylocal

98 Michael Wimmer, “Reflections on a Special Case:@Miakes Cultural Policy Truly
Austrian?,”Journal of Arts, Management, Law and Sogi€2p06): 13.
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oriented fringe artists and a subculture of transnational performers wheaveesow
defined by their disassociation with the local culture and, simultaneously, their
disassociation with those responsible for the erosion of the cultural diversigy Bk
The trend of Vienna’s transnational cultural agents to, at once, recognize tleesdaing
eschewing localism while stating that they are not really part of thegonabla
consistent trait that the “winners” of thideaterrefornmshare with their colleagues
scattered throughout Europe’s transnational social spaces. For example, thgp@A08 re
on artists’ mobility claims that, “The most universal artistic statémare often those
which are most deeply rooted in their own, local cultd?é.This statement is made even
as reports of this nature are aimed at improving the overall status of the ticaredna
network, which more often than not creates a certain level of cultural homogenization.
there is a degree of truth in the statement that the most universal axpsésston is
rooted in a specific local context, then it follows that internationalizingreeseenile it
may increase the symbolic capital of the city’s brand name, does not equateitg iafus
scene with more creative vigor, nor does it equal creating conditions whemsoom
assumptions of fringe performance may be truly tested and new forms created.
Cultural agents throughout Europe should more readily acknowledge this and find
ways to allow a new type of cross-cultural, mobile product to thrive. Perhaps this could
take the shape of a performance where the artists fully explore theiseaepl cultural
differences instead of glossing over them in favor of crafting pedoces that will be
more readily understood by their transnational network. Or perhaps cultural agents

should more readily recognize that they are actually participating irotts¢raction of a

97 Guy Cools, “International Co-Production and Togririnternational Network for
Contemporary Performing Artéttp://on-the-move.org/library/article/13862/co-guation-and-touring/
(accessed March 13, 2011)
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unique subculture of transnational fringe artists throughout Europe and that theitymobili
programs do not support the EU’s “unity in diversity” model. Recognizing this might
allow for greater transparency regarding what projects are tailoredds\his unique
subculture, which is here to stay, and what projects are tailored towards foattualg
cross-cultural dialogue, which in light of the persistent xenophobia in Europléas st
much needed conversation.

It may be that the most universal projects are somehow indebted to art that is
created within a specific local context, but the ways that the so-callcctmaexts are
understood should shift. In Vienna, the most transnational fringe artists’ locattsonte
are the transnational social spaces scattered throughout Europe. Theselaceshibat
this growing group of artists calls home. To the other fringe artistsainndis scene, i.e.
those who are more locally-oriented, Vienna is their home. These are not tsendntis
have thrived in the past decade, but they may thrive once again.

Transnational social spaces are kept intact by webs of contacts and power
relations that transcend geographic boundaries; however, in geographicahsens t
spaces are bounded within nation states and are, therefore, subject to nationalsprocesse
The Vienna fringe’s transnational social spaces operate on two levdiscahand the
non-local. In local terms, they are funded by the Viennese government for thegpoirpos
advancing a local and national agenda. In non-local terms, the artists who display
these venues are only able to sustain themselves based on their rooted-ness is Europe’
transnational fringe performing arts market. To a large extent thieehsrpercedes the
will of the local context with its high capitalist demands and subjects alltasgfabe

artists’ work to its stipulations. In this regard, it has become nearly inbp@®$sispeak
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of an “island mentality” in Europe’s fringe venues. Furthermore, it has beconuildiffi
to determine the specific local character of any given fringe scens.isliteécause there
are many artists within one local context who have very different relatps&hit and
who call disparate spaces within it home.

It remains to be seen whether Vienna shifts its policies in the fringe scEawein
of fringe artists with have more explicit local orientations. Perhaps theimemes of
Brut and Tanzquartier are not to last. But to shift the orientation of Vienna'’s sagae b
to the so-called “island mentality” that Sigrid Gareis at Tanzquartieranartistic
directors at Brut, along with the prevailing will of t8®Oepolitical party fought so hard
to eliminate, would disenfranchise the transnational artists who are now ba&edna.
This would create a whole new set of struggles within the scene. It would not I3y so ea
for these artists to relocate to another city because to do so would requirarizimi
themselves with an entirely new system of funding protocols. Reversing the trend
towards internationalizing the scene is not a likely future step of the locahgoser
because the forces of globalization are too great to fight. Furthermopeatiiee of
fostering transnational mobility among artists is so in vogue in Europe right now, to
suddenly shift policies in the opposite direction is unrealistic given Viennk'®w
continually improve its standing within Europe’s cultural field. Once the
internationalism of the scene becomes a self-conscious movement it is vienjtddf
reverse these actions, at least at the government level. Any true movenwseas
reorienting the fringe scene to a more local context will need to come fromaszapts
efforts of the artists themselves; it will not come in top-down initiativessareistria’s

conservative parties gain greater numbers and are able to effecttelyut theSPOe
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from Vienna. The historical power of ti#Oeover the city of Vienna shows this
movement to be highly unlikely.

The Increasing Role of the Market in Europe’s Transnational Fringe Scen

Throughout much of this dissertation | have been concerned with examining the

alienation of fringe artists from their products. In the previous chaptegsedthat the
theatrical outcomes of globalization, highlighted by Lonergan and othernsitansified
within Europe’s fringe scene to the extent that they are beginning to undermarédtse
themselves by alienating them from their work. For example, in Vienmaggefscene a
limited number of artists, i.e. the “winners” of thbeaterreformare being more directly
exposed to globalization processes while the so-called “losers” of thenraferalso
being exposed to these realities. Such processes are interconnected.mipte the
“winners” of Vienna’s fringe scene are now able to travel more freebsamational
borders. This increases their awareness of the social changes wrougtiidby afion as
it also increases their desire to create products, which contain globadignized brands
and which have a less integral connection to geographically-bounded forms of culture,
such as language. In order to become further entrenched in such globalizatioreprocess
artists must first be counted among the “winners.” This happens by adoptireyva shr
and self-conscious awareness of the prevailing tastes of the local poliitiarese also
highly aware of globalization and the necessity of funding art that will be ¢ivgen
terms of cultural and economic capital, in the global market. As a reshés# t
processes, the non-local “winners” are becoming more entrenched inztbalwhile

the local “losers” are attempting to adjust their work in order to be counted ah®ng t
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“winners.” In this situation there appears to be no escape from the chaogehiyy
globalization.

The most intelligent and informed artists within Vienna'’s fringe scene, such a
those of Superamas and Toxic Dreams, are aware that there is no escap@fyjom be
complicit in the forces of globalization, but their awareness has somehow usuiped the
ownership of their work. Perhaps artists should not attempt to escape thesreflitie
globalization through adopting highly ironic postures towards their complicibyrwit
but should instead more readily understand that their complicity in globalization i
something that can be fought by using different methods than they are a@disbon
cannot offer examples of these methods, but | can suggest that they difféindisan
currently being employed by the artists. In other words, such methods do not itnolve
practice of constantly recycling and recoding elements from the cahanad-garde
and global mediated mass culture. Instead they involve creating fronmeabsiract,
internal drive.

Perhaps the shift in perception and move towards becoming part of the solution to
the inherent realities of globalization will come as fringe artists begirote neadily
abandon their historical “winner loses” mentality. Studies on the state df futigts in
Europe point to the reality that they must cater to market concerns in ordevit@ $n
the current globalizing mark&t® Artists who are more adaptable to shifts in the market
and more able to orient themselves as entrepreneurs will succeed and those who ar

unable to effectively operate their companies in this manner, i.e. as interhationa

“®Directorate General Internal Policies of the Unibhe Status of Artists in Europ@russels:
European Parliament, 2006), 11,
http://www.europarl.europa.eu/activities/commitisaslies/download.do?file=13248&ccessed March 13,
2011).
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businesses, will fail. Perhaps the takeover of the market is not entirely negatee

need only examine the great lasting success of the Elizabethan and Jaceatannt

England to note how poignant theatre can flourish under stiff market competition and,

interestingly, among extremely nationalistic sentiments. Ambis recognize that there

is no longer a fringe scene that exists outside the bounds of market concgtaarméo

better adapt to the tightening control over the means of production wrought by reduced

resources allocated by the government. If fringe artists allow tingsde come to
terms with these realities and own them rather than adopting an extremnatypiosture
towards their complicity in these processes, then they may be able to mofedudiyon
making effective artistic contributions to the cultural field. It is fine tiizatirony but
when irony becomes the primary mode of operation, as appears to be happening,
something is lost and not a great deal is gained.
Vienna’s Transnational Fringe Scene as an Extension of Hyper-Modernity

Prominent globalization scholar Arjun Appadurai firmly places globatinan
the modernist context, arguing that the usurpation of the nation state by “etentass
mediation and transnational mobilization” grows out of modefittyyet, Appadurai
does not link globalization with cultural homogenization, stating that this view of the
process is far too simplistic and that it ignores several factors:

that diversity of languages persists and new languages (globallgraglee; that

“foreign” cultures are integrated with local cultures in inventive hybrius; new
local cultures arise among subgroups, increasing diversity not homogématty;

the homogeneity thesis ignores problems of translation and transcoding; that the

mixtures of cultures at the global level are infinitely vai®d.

99 Arjun AppaduraiModernity at Large: The Cultural Dimensions of Gadibation,
(Minneapolis: University of Minnesota Press,1996),
> Ibid, 694.
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Indeed, based on the polarity that is occurring in Austria, it is evident that Appadura
theory is correct. Furthermore, my conclusion that the transnational netwarkgef fr
artists is creating a new subculture is further evidence that supports fes Busthis
new subculture does not necessarily mean that diversity within fringeaattialy
increasing. On the contrary the art that is being produced within this new subcsilt
becoming increasingly homogenized.

One of the ways that this art is becoming homogenized is through the dominant
presence of the commodified English language, which is largely helping ne dhefiv
transnational fringe artists’ products are being constructed and reéci@weliences and
artists are inundated with a stripped down version of English divorced from the “notion
of collective memory, of an identity that is somehow constituted through a common
language and a shared histor{*” A common history is developing among these artists,
but it is still in its nascent stages and still fundamentally more shdilamthe common
history that exists among EU citizens who come from the same nation and region. The
commodification of the English language by transnational fringe artists tea new
cultural context that is still very much prone to misinterpretation. In thisxionte
differences are not highlighted but glossed over in favor of a shallow samestedsds
not lead to fully nuanced art.

Although EU rhetoric attempts to appeal to post-modernist discourse by
proclaiming the mantra “unity in diversity,” at the operational level of Elaoeojects
designed to increase artists’ mobility is the modernist tendency to neffiaterdgie and

create uniformity. Similarly, Europe’s new transnational fringe scenesappo be

0! Rainer Ganahl, “Free Markets: Language, Commaatifim, and Art in Public CulturePublic
Culture,vol. 13, no. 1, (Winter 2001): 23-38.
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characterized by a self-identification with post-modernist philosophy whileg much

of its ontology to a kind of hyper-modernism and to modernity’s trends towards
homogenization through an assembly-line, McDonaldized, and consumer-driven
mentality. The consumption processes have become an important aspect of the
transnational social spaces, such as Viennese co-production venues, where one is
rewarded for consuming quantitative sums of artistic products and for produaikg wo
that allows audiences to pick and choose from an deluge of stimuli. These fextmrs a
the heart of the artists’ general feeling of dissatisfaction, or laakfdirhent, with the
work that is generated in Europe’s transnational fringe scene.

There is an inherent irony in the scene that appears to be reflected in the very
performances it produces, characterized by the fact that the scens kegif intact
largely by the presence of transnational contacts that span the entire caftiBertpe,
and beyond. Yet these very contacts are dominated by a superficial quakty. T
Dreams and Superamas are sometimes engaged in legitimate forrtigué against
this even as they produce works that are indebted to it. Yet even as the groups recognize
the surface-level nature of their artsitic partnerships, and indeed thésaliy that
characterizes the entire globalized system, the artists themsehss@@how incapable
of actually breaking out of the system. Their critique is, therefore, higdictr
However, despite this dissertation’s overarching critique, in the conclusiost ladmit
that it may be possible to percieve the nascent stages of a more entranahedd
European identity within the subculture of transnational artists that Viennaatfigsicr

New Ways of Consuming Regional/European Identity
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Globalization breeds the notion of reflectivity, a concept associated with tise way
that regional identities are constituted, portrayed, and the consumed by others. By
stamping their brand on a given product in the fringe scene, Vienna is able to coastitute
new way of consuming Austrianness within the context of Europe’s cultural fieldh Eve
though there may be a dearth of native Austrian representation within Vienna'’s
contemporary fringe scene, the notion of reflectivity has not become an oluswiegpt.
Instead Austrianness is conveyed through a bracsdrajlomerate performancehich
manufactures visual and textual signs that are intended to be nebulous, intefratmnal
liminal. Despite the intention, these signs have a forced quality, which rhasésries
of dialectical struggles that constituted the brand. Furthermore, theasegns
manufactured in specifically local ways, as only the contemporary contextrofa/ith
its self-consciously internationalizing processes could produce.

A contemporary manifestation of a “united” Europe is still in its infana)itis
possible that the representative artists in this dissertation will be amms®gresponsible
for constituting a new imagined community. This may happen as they develop more
mature, textured signs that can be understood as fundamentally Europe. At pigsent it
difficult to know what shape these may take, but it is likely that the kernédiesd signs
exist within the works of the artists represented in this dissertation. Thepleeat of
these signs, and an imagined community of united Europeans, will also be fdcdgate
transnational European fringe artists forge ahead through the supeyfaidheir
networks and establish deep working relationships. This outcome is only possible in
geographically-bounded spaces where such artists are allowed to petynaseie and

thrive. Vienna is currently such a place.
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Closing Thoughts on the Liminality of Transnational Fringe Artists

This dissertation’s overarching critique frames the representativ&4eased
fringe groups asarnivalesquelayers within a problematic structure. Yet there is
nuance to this critique. Despite being bound within a cultural feedback loop, the artists
of Toxic Dreams, Superamas, and other groups within Vienna’s consecrated frimge sce
are, to a degree, able to stand outside of the prevailing trends of the more rigidfforms
nationalism that once gripped the European continent. The artistsganaingto
forging a new conglomerate identity, or imagined community, of Europetisshighly
unlikely that such a conglomerate European identity will ever come closepsirmgithe
more deeply rooted identities tied to nationalism or regionalism; however, the
constitution of this identity within the context of the subculture of Europe’s traosaht
fringe spaces is one of the most profound contributions of the European fringe scene to
contemporary European culture as a whole.

It is likely that theconglomerate performandbkat | mention in this dissertation
represents a passing phase in the long, complicated, and innovative tradition of European
fringe performance. Perhaps the very artists that | mention in this dissevdl tire of
their ways of producing and develop the next innovative artistic genre that does ot dwe
on the past, but looks to the future with a clear notion of what has come before. Europe’s
new integral subculture of transnational fringe performers is still infésmcy and one
can only hope that the next decade will bring about a true maturity. Perhapstthisyma
will result in ceasing to look to New York and global mediated mass culture for

inspiration. It may result in the artists adopting a new practice of lookirdginsi
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themselves and stripping down the artifice of the mediated mass culturertbanhds

them.
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