miizikas [imeni. Si ir t. s. pilna vakara izrade (divi célieni), un pirmaja
mirkli skiet, ka kolaza iesaistito skandarbu vai to dalu (17 miuzikas
piemeéri plus epilogs, katrs ilgst no divam lidz desmit mintitém) nav
daudz. Tomeér stilistikas, Zanriskas ievirzes un atskanotajsastava
atSkiribas rada visai iespaidigus kontrastus.

Ne tikai altizijas ir vienojosais elements muzikas, horeografijas un
scenografijas mijiedarbé. Vairak neka desmit gadu laika izveidojies
kaut kas lidzigs Spuka radosajai komandai. Lai ari ta nav bijusi pilnigi
nemainiga grupa, tomeér tas kodols (Emma Riota/Emma Riot, Dirks
Bekers/Dirk Becker, Reinhards Traubs/Reinhard Traub, Martins Donners)
sadarbojoties ir radijis vairak neka desmit baletiestudéjumus. Pats
Spuks atzist, ka vinam ir svarigi stradat kopa ar savu rado$o komandu,
jo tadejadi raditi baletuzvedumi, kas iezimigi ne vien ar tehnisko
meistaribu (katrs no vina komandas ir savas jomas specialists), bet ar1
ar skaidru sizeta pamatlinijas izcélumu (Spuck 2011). Tas attiecas ar1
uz Smilsuviru: starp septinam galvenajam virieSu un trim svarigakajam
sievieSu lomam vérojamas dazadas dramaturgiskas saites ar intensivu
attistibu, tacu prieksplana spilgti izvirzas pati butiskaka — Natanaela
subjektiva pasaules izjita. To var raksturot ari ka baleta realitates
simulakru vina uztverg, jo visi notikumi tiek raditi atbilstosi Natanaela
izpratnei par to, kas ir patiess un kas nav.

Lai gan Kristiana Spuka balets Smilsuvirs nepiedava pilnigi jaunu
zanra traktéjumu miuzikas, horeografijas un scenografijas mijiedarbes
plakng, tas sniedz iesp&ju paliikoties arl uz satura interpretacijas
ipatnibam laikmetigaja baleta; un, tieSi raugoties no $ada viedokla,
Smilsuvirs pelnijis apziméjumu postmodernais balets.

SANDMANN BY CHRISTIAN SPUCK IN CONTEXT
OF POSTMODERN BALLET

Liva Grinberga

Summary

Keywords: choreography, scenography, collage, allusion, quote,
irony, Schumann, Schnittke, Donner, Hoffmann

In this article, the ballet Sandmann (2006, choreographer Christian
Spuck) is researched in the context of the aesthetic of postmodernism.
This raises the question of what exactly is a ‘postmodern ballet’, what
is “‘postmodern dance’, and what are the differences between the two.
The main part of this article is intended as an example of the ballet’s
analysis, and certain criteria have been selected. Therefore, the analysis
is based on three pillars that are of major importance in every ballet:
music, choreography and scenography. The article is divided into two

103



104

parts: the first one stresses the main theatre and dance related events
and movements that are associated with postmodernism; the second
one concentrates on the ballet Sandmann.

Postmodern dance has a well-defined start in the USA, where it
announced itself almost with a manifesto. This movement began at the
Judson Dance Theater in New York City in the 1960s. In the afterword
of her work Parts of Some Sextets (1965) Yvonne Rainer put into words
all of the things that are no longer necessary in dance. Other important
figures of postmodern dance are Lucinda Childs, Trisha Brown, Steve
Paxton and David Gordon. The most important thing about the dances
developed by these choreographers is the complete avoidance of
anything structure or spectacle related.

The term ‘postmodern ballet’” has not been used as often or
as consequently as ‘postmodern dance’. However, there are
articles about specific ballet performances which are described as
‘postmodern’. Regarding the creative work of Christian Spuck,
where certain postmodern-aesthetic-related qualities can be seen
(deconstruction, collage, irony, for example), another question emerges:
can certain of his ballets be considered as “‘postmodern’?

Spuck’s ballet Sandmann is based on the short story with the same
title, written by 19" century German author Ernst Theodor Amadeus
Hofmann (1776-1822). Events are being viewed from the protagonist’s —
Nathaniel’s — viewpoint, his obsession with his father’s death together
with loss of reality brings him to consummation.

The ballet’s music is made using a collage technique, it consists
of works by three different composers, three different genres and
styles and three different performing possibilities. Music by German
composer Robert Schumann (1810-1856) is performed on stage; his
chamber works and romantic piano pieces are played just beside the
dancers and illustrate the surroundings and epoch of the story. The
orchestra in the pit plays symphonic pieces by Russian-German
composer Alfred Schnittke (1934-1998) and via the sound system,
the electro-acoustic suite Sandmann by German author Martin Donner
(1974) is performed.

The scenography of the ballet Sandmann is close to the Biedermeier
aesthetic, but there are some quotes from cinema added for a more
dramatic affect. For example, little Nathaniel’s toy — the rocking-horse,
can symbolise his anxiety. In Anthony Pelissier’s movie The Rocking-
Horse Winner (1949) there is a similar figure. Nathaniel’s twin sisters
are a cinematic quote from Stanley Kubrick’s horror film The Shining
(1980). The choreographic language is based on classical dance, but
Spuck’s individual style enriches it with elements from neoclassical
ballet and modern dance. There are some allusions in this area as



well: for example, the choreographic expression of the doll Olympia is
strictly based on classical dance, portrayed ironically.

Although Christian Spuck’s ballet Sandmann does not present a
completely new interpretation of the genre, it offers another perspective
on contemporary ballet. The postmodern aesthetic characteristics
(collage, allusion, irony, deconstruction) in this ballet emerge the
brightest in close union with the content of the story.

Literatura un citi avoti

Baleta “Smilsuvirs” programma (2008). “Stasts / Koncepcija” no
originala iestudéuma bukleta (Stutgartes Balets 2006). Tulkotaji
Dagne Reinika, Rihards Kalnins. Riga: Latvijas Nacionala opera

Banes, Sally (1987). Terpsichore in Sneakers. Postmodern Dance.
Middletown: Wesleyan University Press

Banes, Sally (1997). Postmodernism, the emotions, and the dancing
body. Emotion in Postmodernism. Edited by Gerhard Hoffmann,
Alfred Hornung. Heidelberg: Universitatsverlag C. Winter, pp. 109-
122

Burve-Rozite, Anda (2008). Mazliet arprata katra no mums. Diena, 105
10. oktobris

Galkina, Ramona (2013). Moderna — postmoderna — laikmetiga deja:
pasaules konteksts. Miizikas Saule 2 (73), 60.—61. Ipp.

Grinfelde, Dagnija, u. c. (2008). Par operu un opera. Latvijas Radio 3
Klasika raidijums 23. septembri

Kister, Michael (2016). Gefahrliche Sehnsiichte eines Aussenseiters.
Opernhaus Ziirich Magazin 39, S. 29-32

Lasina, Inese (2008). Spéle zem virspuses. Miizikas Saule 5 (49), 28.—
29. Ipp.

Pavis, Patrice (2016). The Routledge Dictionary of Contemporary
Theatre and Performance. New York: Routledge. http://www.
inmobiliariamanuelruiz.com/the-routledge-dictionary-of-contem-
porary-theatre-and-performance.pdf (skatits 2017. gadal. decembr)

Reinholde, Indra (2013). Balets: no klasiska lidz laikmetigajam.
Miizikas Saule 2 (73), 59.-60. Ipp.

Shachar, Hila (2011). Can ballet be postmodern? The Australian
Ballett. https://australianballet.com.au/behind-ballet/can-ballet-be-
postmodern (skatits 2017. gada 1. decembr)

Spuck, Christian (2008). Runa preses konferencé Latvijas Nacio-
nalaja opera pirms baleta SmilSuvirs pirmizrades. 22. septembris.
Pieraksts Livas Grinbergas privatarhiva



