ANTJE PFUNDTNER IN GESELLSCHAFT &
BARBARA LUBICH

LETZTE SCHRITTE"

- A DISCUSSION -



What led to ,Letzte Schritte“?



Antje Pfundtner:

In 2016, ,Antje Pfundtner in Gesellschaft” started work on a choreographic trilogy on the subject
of melancholy. Our lead figure for this process was the fallen angel in Albrecht Direr’s ,Melencolia
I“ and along with it, the timeless question that can always only be answered in the present
moment: Who am I? We asked ourselves what happens when one takes on the position of that
fallen, inactive angel, gazing off into the distance. What is she looking at? What am | looking at? |
am looking at - in an immobile state - the beginning that is still to come. Or rather: the beginning
is far behind me and | am looking at the end. And what would actually happen if one just left out
the beginning and the end? What if they didn’t even exist? What would | then be looking at?

The ,Letzte Schritte” [Last Steps] were created in the course of our research process for our piece
.ENDE". We sought people who were willing to share ends with us - we met dancers who already
had their last dance steps behind them - ,advanced dancers”, whose steps had already been
taken.

The idea was thus born to collect their last steps. | wanted to know what happened with their last
steps. | asked if | could collect them. Not to bring them to their end, but rather to bestow them
with a new beginning.

The more | thought about it, the more | liked the idea of appreciation and transfer - and also the
potential for archiving. | wanted to create the possibility of shaping an independent project with
them, which not only exists as a part of our research for a stage piece, but receives its own
visibility.

In the knowledge of the intimacy of receiving last steps, | still definitely wanted them to be
documented. Above all, in order to not only make the steps visible, but the associated people as
well.

And so | thought of you, Barbara, because | believe that you have a similar interest in biographies
and life stories. | suggested that you record these meetings with your cinematic eye and think
about a form of documentation together with me.

Barbara Lubich:

Yes, and | find the subject quite fascinating. As well as the question of how we can make this
appreciation visible.

Of course, it's not ,just” about dance: it's about a purpose in life and finally transcendence. The
subject makes reference to a moment of upheaval. The exciting thing about a dancer’s biography
is that his or her last steps don't necessarily take place at the end of a life, but rather in the midst
of it. Thus an end is always also a new beginning.

In addition, dancing is an activity that is constantly based on ,re-inventing yourself*, ,beginning
anew”, and ,reshaping®. And it takes place where having a body and being a body are not just
two perspectives on human essence, but rather a personal experience in dance. Everything that is
addressed in dance has a metaphoric, a transcendent meaning. Such a project thus also ,uses”
dance in order to express something universal, in order to address an anthropological constant -
and thus touches on my fundamental interest in dance.



Antje Pfundtner:

In addition, the moment of transfer - the gift - is decisive, because this is when the realization of
one’'s own last steps is repeated again.

Was it an end? Was it really a last step? Were those the precise last steps? And now I'm going to
give them to you. That is another very vibrant moment. Of course, the communication and
dialogue that takes place in the process, verbally and physically, plays a role.

It's also always a very personal moment for me: their bodies show me something that my body
takes on. And still, | can't just understand it through the mechanics; | need the context: these last
steps took place in what context exactly? What did that mean for the respective individual? What
kind of a time was that?

Barbara Lubich:

Yes, and the whole thing was framed by our interviews that almost create a certain kind of
narration. What | find exciting about it - in contrast to usual interviews - is that the questions that
you posed always had a poetic component.

Antje Pfundtner:

Of course, the narration you are talking about also occurred because everyone got the same
questions, the same choreographic process - and everyone was filmed in the same set. So
everyone took part in the same procedure, where they could be observed as a whole - but their
personality, their steps and their narrative can be observed very individually.

Barbara Lubich;

By using this framing, we could construct an indirect dialogue.

We also consciously avoided doing a portrait, but rather a dialogue - that didn't actually take
place, but was created by the common framework. Thus the individual talks become universal
talks.

Antje Pfundtner:
But would you say: those aren't portraits?
Barbara Lubich:

Well. We called them ,portrait”, but the portraits are more tied to the last steps. The dance is the
actual portrait, at least for me. And the talks are just a third thing. Or a second thing. Because
they are not shown in completion.

And because we structured these interview excerpts according to chapters that show where the
interviews were done, they are given an internal narration that then is our interpretation of this
event, of this meeting. It is an event that happens here. And it resonates in this installation in the
story.



There are three phases that we want to talk
about:

Berlin — Dresden - Catania



Antje Pfundtner:
The first four portraits were in Berlin. We show three of them.

For me, it was a powerful experience to see that the ends of last steps, on the one hand, were
quite recent, and on the other, in a way, very classical-dancer ends.

| could identify with that.

For example Stanislav. A ballet dancer, who simply symbolizes getting old in this career - to
summarize: he just wasn't asked to take on that many roles anymore.

Or Petra. She even injured herself during a performance. So a real (stage) drama. Which clearly
demonstrates this dependence on the body.

And then Annegret, who actually stayed on stage, but due to changing interests or by growing
older, simply danced less and less - and found other forms of presentation, and then determined
after the fact: ,I'm not dancing on stage anymore.”

Barbara Lubich:

| found it fascinating that these were ends that hadn’t ended yet. They were still in the midst of
ending.

And it became clear to me what it even means that they are arriving - in our project. What that in
itself means as a step, to participate in such a project. That was something very special, to be
asked about last steps. Then we are back to the issue of appreciation, but it is not just the
appreciation, but the moment of talking about an end - as the end.

Antje Pfundtner:

And somehow there is a moment of shame here, | think: to be in this end and in a career with
which you probably identify completely, and which is your identity. Simply being a dancer. And
that then enters into every single facet of your being: how you live, what your position is... you
can't uncouple or separate from yourself. And that a decoupling has to take place, eventually
resulting in a new identity or a transformative identity... | had the feeling of sensing shame or
better: a major fragility. This may be the reason for their almost humble happiness about seeing
that people are interested in their last steps.

Barbara Lubich:
Let's come to Dresden.

The most essential difference to Berlin is that here almost everyone knew each other, more or
less. On average, they were older than the Berlin group and all had a connection to the Palucca
school.

This gave us the opportunity to see them as a group, which was important for Dresden as a city
and also played an important role for the East German scene. In addition, | also found the political
connection interesting.



Antje Pfundtner:

Yes, and also their physicality. Some of them are over 70 years old, and for me, it was something
also sacral, when they moved... Almost something sacred. These aged dancer bodies in which you
see their entire dance history physically: then age doesn't play a role anymore, even though it is
so present. And it elicits a sense of respect within me: these wise teachers, almost gurus, or even
icons.

Barbara Lubich:

Maybe you have to describe it: the fact that Heidrun Mdller staged political life in Saxony after the
fall of the Berlin Wall, or that Jan Kaboth went into politics - and with huge enthusiasm and
willingness to shape his world. That Hanne Wandtke was asked to take on the directorship of a
school. These were and are defining moments. And Olimpia Scardi, who took the opportunity to
go from Italy to Germany to reinvent herself and later, after the Wall fell, to go from the West to
the East to have an influence there.

Antje Pfundtner:

And also the question from our interview: ,Who decided on the end?” ... In Heidrun Muller's case,
for example, | found that the political system determined her end. At least for the opportunity to
continue working as a choreographer in the field of opera.

Barbara Lubich:

Yes, exactly. Self-determination was over.

Antje Pfundtner:

As though self-determination had to be punished or prevented. Of course, that is a political
system hugely interfering with your personal system.

Barbara Lubich:

Exactly! This is why the willpower at the new beginning, the ,I'm taking this into my own hands®,
impressed me so much - and it had a huge relevance for me in this interview. As though there
was a higher goal that would have to be reached. Regardless of risk. Self-determination of
creative people means tormenting yourself in a particular way and not letting yourself be too
impressed by personal or other aspects. That requires a certain level of stubbornness.

Antje Pfundtner:

Yes, a stubbornness, and maybe even a ,calling” or the question: What is my profession and what
is my calling?



Barbara Lubich:

They had to achieve this themselves, to really work for it. And in new conditions. In this East-West
issue, appreciation was not given - and maybe, because of this, an attitude of ,now, more than
ever” took over. In a variety of situations they spoke about how ,Wessis“ came and then defined
the new rules of the game - and they then suddenly found themselves in the role of beggars.
Even though they knew that they had more insight that those who came and asserted that they
could set the rules. And, of course, this was also an insult, which plays a role that added to the
self-empowerment in differentiation.

And maybe Palucca also played an important role as a kind of ,figure of admiration and
orientation” in terms of ,self-determination®. This is not without its own contradictions: Palucca
was someone who created free spaces, but also knew that she needed people who would pass
on her ,spirit” - in her sense, but with their own personality. Maybe that was in fact an important
influence for the ,Paluccas” - as they call themselves.

So let us address Catania:

Of course, | found it enormously fascinating that the dancers spoke in my mother tongue. And |
also had to think about what metaphors pathos enables and allows for in language. And this was
pointed out: we are not just in Italy - we are in Sicily! And that makes it even more magical, more
pathos-ridden and more existential - also because the church and machismo still have a high
significance and the raison d'étre of art is anything other than assured. Choosing art is all the
more a question of identity when this raison d'étre is not a given. And the motivation has to be
unconditional in order to be a dancer there. It's a decision for life. And a decision that you have to
repeatedly make because the conditions tell you that there is no art that is recognized and paid
for. So the decision to be a dancer means practically transcending those conditions. You have to
ignore the conditions in order to be what you feel called to be.

Antje Pfundtner:

For me there was almost something religious in these portraits. As though it were not important
to these dancers whether or not they had an end. What seemed to be far more decisive was that
something constantly echoed; | will say it in a totally exaggerated way: as though they were the
chosen few. And always were! And this is why there can be no end for them. In this sense, their
answers almost had something philosophical. And | could identify with it, because it
corresponded to my own personal position that there is no end for me.

Also the sound of her voice was, as you say, full of pathos. Sometimes it seemed to me as though
they were praying. That impressed me greatly. Above all, since the social recognition for their
profession as dancers was apparently very low.

Barbara Lubich:

Yes, exactly. The motivation is completely unconditional. Because when you start to think about
what it means to have this profession in terms of insecurity and precariousness, then you would
stop immediately!

The other thing that was really apparent in these portraits was the body/soul duality. This topos
of modernity - | understood it, or critically examined it, for the first time then. Because | actually
spoke to someone for the first time who took on this position with such vehemence. The dancing
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body will be understood! But still the body itself was completely disembodied! As though they
don't identify with their bodies as dancers, but rather with the sublimation of the body - defined
as a woman, as a dancer, as an artist, etc.

Antje Pfundtner:

You describe it as a dualism. And that's what it probably is. However: what | wanted to express
with the religious element and the pathos is also that it's about the unity. Maybe even the divine
unity? And, as a consequence, the determination: | am the unity.

Barbara Lubich:

Yes. And | have never examined it so closely. | rarely meet someone who is so strongly involved

in this transcendent/metaphysical approach to dance and the body. It's anachronistic in Germany.
And in Catania, it has never stopped and is closely tied to the language.



What are your first steps when you start with
others’ last steps?

Who will these steps be made available to in
the future?
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Antje Pfundtner:

First | ask myself what | should do with these gifts of last steps after their appropriation. Do | end
them again? Do | bestow them with a new beginning, already just with my physical appropriation?
Do | dedicate them to the people who took these steps - or a new audience, so that | can pass
them on?

Is my point to reference these biographies through the medium of ,dance”, or use dance to make
reference to the fact that it's about larger, universal questions, such as: what are transitionary
spaces? What are ends? What are life decisions? What are separations? What remains?

In terms of content, that is certainly my interest. However, | was also given something real:
»steps”, physical material. So when | claim that there is no end, and my first motivation was to
collect these steps, so that they never have an end, then the question remains: if | don't keep
them alive, or pass them on, what are they then? Then they gather dust. They gather dust within
me. They gather dust because of me? That would not be the inventor’s intent.

So the question is raised of an endless transfer and endless transformation.

Barbara Lubich:

Given my activity as a researcher, | find this unbelievably exciting. The attempt at reconstructing
the meaning of these steps. And if you have the voice of these people, then you can also better
comprehend the self-understanding that is in these steps. They are formed by history, by these
biographies, and have thus influenced the self-understanding of these people and their era.

Antje Pfundtner:

In addition, | now also have a personal connection to the people. By meeting them. When | pass
on these steps, then | have to tell these people’s stories. How | perceived them. Or can | really
disconnect the steps - the material - from their origins?

Barbara Lubich:

After all, it is an artistic form. And it is the carrier of an intensity, dance. And when you know more
about it, then the actual execution or the use of these steps is understood differently.

One speaks a lot in dance, and thus transports certain intentions verbally while passing them on.
And the older the steps are, the less of a chance you have to comprehend the intensity from
which they were created. It transforms. And what | find melancholy is that we make the possibility
accessible to comprehend this intensity from its origins.

Antje Pfundtner:
Yes, exactly. And I, on my part, can only pass on my own identity. But these are often influenced

by other identities. In this sense, it is a nice chain of appreciation.
Or, to cite Monty Python here: ,But we are all individuals.” - ,Not me!”

1



So, what would your last steps be?
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Barbara Lubich:

| have an image of a very specific experience, in which | took last steps, before the first one even
existed. | used to dance myself, and the question then came up: are you going to decide to
commit to a different career, or are you going to choose dance as a career? And it seemed to be
an all-or-nothing decision: either | decide to do it, or it plays no further role in my life. The result
is that the subject of ,dance” has been accompanying me to the present day.

Antje Pfundtner:

| won't have any last steps because | never had any first ones. The biographical angle appears
again: when | was born, | couldn't move. It wasn't a matter of course for me, and had to be
trained with external help. In order to even land at movement, even as a profession, rehearsing,
stimulation and encouragement had to take place from the very beginning. So that fits well to my
opinion that there is no beginning and no end.

Thus I didn't have a self-evident first step, and | won't have a last one.

13



Antje Pfundtner in Gesellschaft & Barbara Lubich: ,Letzte Schritte” (performative video
installation)
World premiere: 24. January 2019, Kampnagel Hamburg

Concept & artistic directors: Antje Pfundtner & Barbara Lubich

Performance: Antje Pfundtner

Camera & sound: Barbara Lubich

Postproduction: Barbara Lubich

Outside eye: Anne Kersting

Production manager: Hannah Melder

With portraits by/of: Annamaria Campione, Donatella Capraro, Claudia Fichera, Jan Kaboth,
Heidrun Mdaller, Stanislav Novak, Olimpia Scardi, Annegret Thiemann, Petra Vigna and Hanne
Wandtke

.Letzte Schritte® is a production by Antje Pfundtner in Gesellschaft and Barbara Lubich in in
cooperation with Kampnagel Hamburg, Z0 centro culture contemporanee and Zentralwerk
Dresden. ,Letzte Schritte® is supported by Fonds Darstellende Kinste e.V..
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