


Figure 6.2
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2000 2,441 1,863 : 565 150
SR MUSFIs RPAs SRS SN S 578 ......... 150 ..................
2002 597 156
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2008
Note: Since the system of theatre statistics was changed in the 2004-05 season, the data for 2004 can only partly be
compared with the data for previous years. Please also note that owing to faulty reporting the data are not always
complete.
1 Interest and repayment services, special funding, construction costs.
2 Due to a new allocation system, these data cannot be compared with previous years.
Source: Compiled and calculated by the German Music Information Centre from Theaterstatistik, vols. 2000-01to 2008-
09, ed. Deutscher Biihnenverein (Cologne, 2002-2010).

ballet and drama). Even small opera houses have staff numbers in three figures. It
has become a recognised economic fact that opera productions are structurally un-
able to cover their expenses and need to receive third-party funding. The reasons for
this were first examined by the British economists William J. Baumol and William
G.Bowen in 19663 In general, the dilemma facing the performing arts is the virtual
impossibility of increasing productivity in the core area (i.e. stage performances).
While the industrial revolution has caused immense productivity increases in pro-
gressive sectors of the economy over the last two centuries — increases which were
accompanied by rapid wage development — staging a standard repertory opera still
requires more or less the same rehearsal time, the same number of employees and
the same number of skilled man-hours that were necessary at the first performances
some 150 or 200 years ago. This means that theatres have inevitably needed increas-
ingly large injections of money, which can no longer be made up by raising ticket
prices. As a result, every public theatre ticket is subsidised by approximately € 100.
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These economic conditions are the reason why cost cutting and efficient ma-
nagement alone cannot resolve the structural financial problems of the theatre.
Of course, in recent years theatres have been exploiting the existing possibilities
in order to economise; and, despite shrinking subsidies, they have been able to
boost their revenues (i.e. the percentage of total expenses covered by their own
proceeds) from 16 percent on average in the year 2000 to 18.5 percent in 2008 (see
Figure 6.5). However, roughly 8o percent of expenses are still not covered by box-
office returns. In other words, music theatre companies are inevitably loss-making
concerns whose upkeep is only legitimate because they fulfil a cultural mandate.
Regional and local authorities can justify taking over the funding of theatres be-
cause, otherwise, the public need for performances of appropriate quality would
be assumed by non-subsidised private theatre businesses, and this would mean
higher prices and a significantly reduced range of productions. The repertoire
would suffer greatly because many productions would not find a market.

The mere fact of belonging to one of the three types of publicly funded theatre
(state, municipal or regional) says little about a theatre’s finances and even less
about its artistic capabilities. The budgets of some of the larger municipal theatres
(e.g. Frankfurt, Cologne or Leipzig) can rival those of leading state theatres, while
smaller municipal theatres, such as Meiningen or Oldenburg, are somewhere in
the mid-range of Germany’s league of opera houses. The annual budget of music
theatres depends on the size of the building, the number of productions and per-
formances as well as the fees payable to the staff of a given show. Accordingly,
budgets vary between a mere € 7 million for smaller establishments (e.g. Liine-
burg or Annaberg) and far in excess of € over 8o million for larger ones (Stuttgart
State Theatre, Bavarian State Opera). At the Stuttgart State Theatre, for example,
staff costs amount to more than € 75 million per year, of which about two thirds
go to artistic and one third to non-artistic personnel.

Singers are the heart of any opera, operetta or musical performance, and there
is no other stage profession offering a comparable career range. The largest en-
sembles of singers, over 40 per theatre, are employed at Deutsche Oper am Rhein
(Dusseldorf, Duisburg) and the Gértnerplatz Theatre in Munich. By contrast, the
Berlin State Opera has just 29 in-house singers left on its regular roster, while
more than 380 guest contracts were signed for the 2008-09 season.4 The number
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Figure 6.3
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2001-02
2002-03 21,205
2003-04
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2006-07
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Note: Since the system of theatre statistics was changed in the 2004-05 season, the data for 2004 can only partly be compa-
red with the data for previous years. Please also note that owing to faulty reporting the data are not always complete.
1 Not including actors or children’s and youth theatre.
2 Including management staff and non-performing artistic personnel (also in spoken theatre).
3 Technical equipment, workshops, make-up, costumes (also in spoken theatre), including admin, in-house staff, sales and
trainees.
Source: Compiled and calculated by the German Music Information Centre from Theaterstatistik, vols. 2000-01 to 2008-09,
ed. Deutscher Biihnenverein (Cologne, 2002-2010).

of guest contracts in Germany today far exceeds the number of people employed
in any ensemble: the number of permanent positions dropped further, after a ma-
jor initial downturn in the 1990s, and has fallen from 1,462 to 1,323 since the turn of
the millennium. At the same time, the number of guest contracts has risen sharply
(see Figure 6.3). This development poses a danger to Germany’s emphasis on en-
semble theatre (see under ‘Types of Production’). Career opportunities for soloists
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in music theatre have declined in recent years, partly due the greater numbers of
graduates and young, better trained up-and-coming singers from abroad.

Staff numbers in artistic collectives (orchestra, chorus, ballet) have also de-
clined in recent years as orchestras and theatres have begun to merge. Grading
an orchestra into salary brackets according to the number of permanent positions
(category A/F1: more than 130 musicians; A: 99-129 musicians; B: 66-98; C: 56-65
and D: up to 55 musicians) is an important indicator for the artistic capability of a
music theatre (see Gerald Mertens on ‘Symphony and Chamber Orchestras’in this
volume). For example, most theatres have a B-level orchestra, i.e. an orchestra large
enough to permit performance of the standard opera repertoire without needing
outside assistance. Choruses are also included in this system of grading orchestras,
meaning that theatres having an A-, B-, C- or D-level orchestra will have a chorus
on a corresponding scale. The corps de ballet has recently suffered greatly from the
fact that many theatres have closed down one or another of their departments,
with corresponding major staff cuts.

In the 2008-09 season there were only 15,266 artistic personnel in permanent
employment, far fewer than non-artistic personnel (around 21,000). Most people
employed in German theatres work in various technical capacities. Moreover, be-
cause of cost pressures and the choice of some theatres to switch from repertoire
to (semi-)stagione operations, more technical jobs have been cut since the 1990s
than any others (from about 23,300 in 1993-94 to 21,000 in 2008-09). However, this
has been at least partly offset by the increasing professionalisation and speciali-
sation of the work of stage technicians, many of whom have only recently begun
to receive officially recognised formal training.

TYPES OF PRODUCTION

Two distinguishing features of the German theatre system, besides the great
number of permanent institutions, are the repertory system and the ensemble
principle. Both are being eroded by the internationalisation and globalisation of
the music market. German music theatre has traditionally worked with a perma-
nent ensemble of singers who have become a closely-knit community over time
and who share common artistic outlooks. While large opera houses give many

139



singing roles to international guest soloists, multifunctional theatres tend to re-

cruit soloists from within their standing ensemble. On the whole, the importance
of fixed ensembles vis-a-vis guest soloists is declining.

The traditional repertory system is characterised by maintaining year-round
operations; productions change every evening and the performance venue is only
closed for a few days. This approach presupposes a permanent ensemble, ideally a
suitable person for each type of role. The main advantages of the repertory system
are programme diversity and the artistic quality of an ensemble attuned to each
other over a long period of time.

The ‘stagione’, ‘semi-stagione’ and ‘en-suite’ theatre systems have established
themselves alongside the repertory system. An exclusively repertory system is vir-
tually unheard of outside of the German-speaking countries and some other parts
of Central and Eastern Europe.

The Italian word stagione (literally ‘season’) defines a theatrical operation
where only one production is shown during a given part of the year. Originally the
term was used to describe a season which comprised less than a full year, perhaps
only a few weeks or months, such as the carnival season, the summer season, the
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Cologne Opera House, stage photos from Lincoronazione di Poppea, 2010

autumn season and others. Both in Italy, its country of origin, and in many other
countries this principle still holds sway today.

For some time, there has been a heated debate on the relative economic merits
of the repertory and the stagione systems. Basically, the repertory system allows
a far wider range of performances, which translates into such an overwhelming
advantage in terms of cultural politics that it should not be put at risk by focusing
exclusively on economic factors. At the same time, it is useful to compare the two
systems on a strictly economic basis. The daily rotation of productions in the re-
pertory system means continuous set changes requiring a large number of stage
technicians, lighting experts, stage hands etc. And the sets need to be stored over
longer periods and maintained in the workshops. Simultaneously performing and
rehearsing several pieces requires additional rehearsal stages. Disadvantages of
the ‘stagione’ system are the limited exploitation of the potential audience and
the reduced number of performances per season. In a repertory-type opera house,
the same production can be seen many times by visitors who return at regular in-
tervals. However, with a ‘stagione’ system, it frequently happens that a production
is no longer running by the time word of its high quality has made the rounds.
In any case, there are significantly fewer performances per season in a ‘stagione’
system compared with a repertory theatre, because theatres close between show
days and there are periods of closure between productions.
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Figure 6.4

»
Productions mounted in own theatre® New productions
Opera,
Season Opera Ballet Operetta Musicals operetta, Ballet
musicals
2000-01 14,291 6,725 2,648 1,775 3,143
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Season Attendance at own and visiting productions®

2000-01 9,273,244 4,743,882 1,618,775 : 933,154 1,977,433

2001-02 : 805631 © 1746943 |

2002-03 : 848621 | 1736969 |

2003-04 o 838737 © 1805008 |

2004-05 o 796493 | 1525777 |

2005-06 o 654036 © 131043 |

2006-07 D la17864 ¢ 720755 1 1231548 |

2007-08 7,868,547 2421802 1415864 : 749,379 i 17281484

2008-09 | 7904103 | 4407987 | 1467224 | 631038 | 1397854 |

Note: The data in the time line can only partly be compared, since some theatres were shut down for construction work or the

data are incomplete owing to faulty reporting.

1 For concerts and attendance of theatre orchestras see the table ‘Concerts and attendance of Kulturorchester’ (Gerald Mer-
tens on ‘Symphony and Chamber Orchestras’ in this volume).

Source: Compiled and calculated by the German Music Information Centre from Theaterstatistik, vols. 2000-01 to 2008-09, ed.

Deutscher Biihnenverein (Cologne, 2002-2010).

The so-called ‘semi-stagione’ or ‘block system’ provides a tried and tested com-
promise between the ‘stagione’ and repertory systems. This divides the season
into several programme blocks, within which a small number of different produc-
tions are shown alternately. Many German opera houses have gradually shifted
to a ‘semi-stagione’ system in recent years. Theatres using the ‘semi-stagione’ ap-
proach work overwhelmingly with guest soloists.
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Figure 6.5

Music theatres and theatre orchestra concerts only Music and spoken theatre

Attendance as percentage of available seats Box-office Subsidies per

Season Opera % Ballet % Operetta % Musicals % Concerts % receipts % visitort in €
2000-01 76.7 734 75.6 76.8 71.9 16.0 i 9130
o010 .. .. [N OO .

2002-03
2003-04
2004-05
2005-06
2006-07
2007-08
2008-09

Note: The data in the time line can only partly be compared, since some theatres were shut down for construction activities or
the data are incomplete owing to faulty reporting.

1 Including regional theatres with visitors at outside venues, but excluding other events and theatre-related programmes.

Source: Compiled and calculated by the German Music Information Centre from Theaterstatistik, vols. 2000-01 to 2008-09, ed.
Deutscher Biihnenverein (Cologne, 2002-2010).

In Serientheater, or ‘en-suite’ theatre, the same production is shown continu-
ously over a longer period. Unlike the ‘stagione’ system, ‘en-suite’ theatres operate
on the basis of considerably longer runs, which are not initially restricted to a fixed
period. ‘En-suite’ productions continue until audience demand dwindles away. This
type of operation is almost exclusively limited to the production of musicals, this
being the only form of music theatre which can financially sustain such a mode of

presentation.
VISITORS

Among the different types of music theatre, opera is the number one crowd
puller: a total of 4.4 million people visited around 6,500 opera performances in Ger-
many in the 2008-09 season. Ballet comes second, numbering 1.5 million visitors,
which puts it ahead of musicals with 1.4 million and operettas with 630,000 visi-

tors per annum.
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While previous years have witnessed reduced audiences in all four categories
(see Figure 6.4), this does not reflect a decline in audience interest; on the contrary,
it reflects limited availability. In the new millennium alone the total number of
performances in music theatres has gone down by 12 percent. The effect of this
decline on theatre categories varied greatly. While the number of opera and ballet
performances remained more or less constant, performance figures for musicals,
and particularly operettas, dropped considerably. Operetta performances have de-
clined by about 30 percent since the 2000-01 season, and in the case of musicals
the decline is as much as one quarter.

Frankfurt Opera House, stage photos from Die Meistersinger von Niirnberg, 2006

However, the large audience interest in music theatre, compared to spoken
theatre, is reflected in the fact that seating capacity utilisation in this segment
is consistently higher than for plays, even though straight theatre is usually per-
formed in halls with fewer seats. Comparing capacity utilisation in each sector
(see Figure 6.5), we find that ballet score best with 75.5 percent, followed by mu-
sicals (74.9 percent), operetta (73.0 percent) and opera (72.8 percent). But capacity
utilisation is not a reliable indicator of public taste, for it relates to the size of the

auditorium, which varies considerably even within genres.
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TRENDS IN PROGRAMMING

The smaller number of successful contemporary works for music theatre, un-
like spoken theatre, makes for a generally more stable repertoire. This comprises a
canon of approximately 5o pieces written by Verdi, Mozart, Puccini, Wagner, Bizet,
Rossini, Strauss, Donizetti, Offenbach, Beethoven, Gounod, Humperdinck, Janacek,
Smetana, Mascagni, Leoncavallo, Lortzing and Weber, who appear more or less reg-
ularly on German programmes. In addition, there is an ‘extended’ range of about
100 to 200 works not only by the composers mentioned earlier, but also by Bellini,
Massenet, Nicolai, Britten, Handel, Berg, Stravinsky, Monteverdi, Henze, Menotti,
Gluck, Giordano and Cilea, a range regularly augmented by rediscoveries (e.g. Zem-
linsky, Schreker or Meyerbeer), revivals of Baroque repertoire (Vivaldi, Monteverdi,
Rameau, Cavalli or Lully) and a few contemporary pieces (e.g. Adams, Boesmans,
Glass or Lachenmann).

The German Theatre and Orchestra Association (Deutscher Biihnenverein)
publishes annual statistics of works in the categories of opera, operetta, musical,
spoken theatre and dance performed during a single season in the German-speak-
ing countries. The listing is alphabetical with date of premiére, venue, number of
performances and attendance. In 2007-08 the most frequently performed operas
in Germany were Mozart’s The Magic Flute (453 performances), Puccini’s La Bohéme
(280), Humperdinck’s Hansel and Gretel (252) and Verdi’s La Traviata (228) (see Fig-
ure 6.6). Recently the popularity of Rossini has been noticeably increasing, as has,
even more strikingly, that of Donizetti. Donizetti is prominently represented in the
top 20 with three operas, while no single Wagner opera achieves a corresponding
number of performances. At the same time, there are indications of a slight decline
in performances of the three composers most frequently performed world-wide,
namely Verdi, Mozart and Puccini. The relative stability of the core repertoire is re-
vealed by comparing this list of pieces with the works performed most frequently
over a longer period of time. Accordingly, among the 30 operas most frequently
performed in the 2007-08 season, there is only one post-World War I composition
(Gershwin’s Porgy and Bess, 1935). Contemporary works stand no chance of reach-
ing the top 30. Only two 20th-century operas, Puccini’s Tosca (1900) and Madame
Butterfly (1904), manage to find their way into the front rank.

145



Figure 6.6

Operas most frequently performed in Germany

2007-08 06-07 | 05-06 [ 04-05 [ 03-04
Title (Composer) r:(;r:(z; P;‘i)::so Akt e eSS
1 The Magic Flute (Mozart)? 453 ¢ 40 © 232,809 (399) 694 756 1 541 0 485
2 Lo Boheme (Puccin) zso ......... 30182974(269) 155 ........................
3 Hansel and Gretel (Humperdinck) 252 29 197649(241) 321
4 LaTraviata (Verdi) 2820 1 146230 (186) 243
5 The Marriage of Figaro (Mozart) 208 19 121704 227
6 DerFreischuetz (Weber) | - 1 %8 22 117454 114
7 Carmen (Bizety | 1 171 18 147199 (157) 169
8 Tosca(Puccin) | 1 169 0 20 112774 a7
9 The Barber of Seville (Rossini) | - 1 é7 18 103926 118
10 The Tales of Hoffmann (Offenbach) | - 1 éS ‘]..3 95,777 ............ 90
11 Orfeoed Euridice (Gluck) | 1 1 é8 &3 39469 ............ 34
12 Abduction from the Seraglio (Mozart) | - 1 é4 ‘:I..7 93600 287
13 DonGiovanni (Mozart) | - 1 i7 ‘:I..S 76922(107) 267
14 MadameButterfly (Puccini) | - 1 iS ‘:I..6 93152 111
15 Rigoletto(verd) | 112 13 ‘sses7 116
16 EugeneOnegin (Tchaikovsky) | 54 10 59529 ............ 45
17 DonPasquale (Donizett) | 52 h 22765 ............ 16
18 Lucia di Lammermoor (Donizett) | éS ‘]..1 48136 ........... 54
19 UElisir damore (Donizett) | é3 ‘iO 39,995 ............ 77
20 Otello(Verd) | 82 10 easse | 128: 58
21 PorgyandBess (Gershwin) | él h 41389(29) ...... 0
22 Tannhduser Wagne) | %7 15 64999 ........... 39
23 TheFlying Dutchman (Wagner) | %5 11 : 77094 188 :
e 74 ....... 927913 ......................... 48 ........................
v 73 .......... 375336 ......................... 60 .....................
26 The sartered aride et 17 P 729340 ......................... B R
27 Gttt oy 65 ......... 1149057 R P
28 Cavalera osticona ascagm) 1 65 .......... 751563 .......................... 44 .....................
2 Der Roseniaier Gomnsy 1 64 ...... 1244784 ......................... 45 ......... 67 ......... 77
30 laCenerentola (Rossin) | 64| 8 29665 (58) | 218: 12: 124 58

1 Brackets indicate the number of performances on which the attendance figures visitors are based.
2 performances figures for Mozart's Magic Flute also include versions for children and young adults.

Source: Compiled by the German Music Information Centre from Wer spielte was? Werkstatistik [Who played what? Statistical
overview], vols. 2003-04 to 2007-08, ed. Deutscher Biihnenverein (Cologne, 2005-2009).
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Figure 6.7
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1 Brackets indicate the number of performances on which the attendance figures visitors are based.

Source: Compiled by the German Music Information Centre from Wer spielte was? Werkstatistik [Who played what? Statistical
overview], vols. 2003-04 to 2007-08, ed. Deutscher Biihnenverein (Cologne, 2005-2009).

Obtaining international repertoire statistics is done by compiling the different

national performance data, although these vary in point of completeness. Interna-

tionally, the most frequently staged operas in the 2007-08 season were The Magic

Flute (Mozart, 58 productions), La Cenerentola (Rossini, 53), La Traviata (Verdi, 44),
The Barber of Seville (Rossini, 42), La Bohéme (Puccini, 39), Tosca (Puccini, 37), Rigo-
letto (Verdi, 36), Carmen (Bizet, 30), Don Giovanni and The Marriage of Figaro (Mo-
zart, 27 each), Madame Butterfly (Puccini, 27) and Falstaff (Verdi, 25).5 Verdi is the
most frequently staged composer internationally, followed by Mozart and Puccini.

Wagner operas play only a minor role outside the German-speaking countries.
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Where operetta is concerned, the repertoire is less stable than in opera, even
though no new works have been written for this genre since World War II. But
the ratio of composers performed most often has changed because of the growing
interest in ‘excavations’. While Die Fledermaus continues to top the charts in virtu-
ally all theatre seasons, Johann Strauf? as a composer (four operettas in the top 20),
has been overtaken by Franz Léhar (five pieces). Comparing the programmes of
recent decades shows that several previous success stories are entering a slight
decline. At the same time other pieces that were rarely performed in the past are
reappearing in the repertoire (see Figure 6.7).

The repertoire of musicals is subject to even greater fluctuations, due in part to
the large number of newly composed and/or produced pieces. Moreover, cost and
capacity considerations have led more and more municipal theatres to stage musi-
cals and rediscoveries in an attempt to stand out from their competitors. For a long
time the musicals of Andrew Lloyd Webber ruled supreme in their market, but
in recent years the greatest successes have been achieved by musicals featuring
music by composers who are really stars from the world of pop music: Elton John
(The Lion King), Benny Andersson and Bjorn Ulvaeus (Mamma Mia!) and Queen
(We Will Rock You). The business of musicals is driven entirely by popularity and
commercial success. Musicals staged in Germany — beginning in the 1980s with
Lloyd Webber’s Cats in Hamburg — tend to be in private and non-subsidised thea-
tres with no permanent orchestras or ensembles, following in the footsteps of the
world’s most important centres for musicals, New York’s Broadway and London’s
West End. The German musical market seemed saturated at the end of the 1990s
after a long-lasting boom. Market consolidation and mergers by the big promo-
ters followed, while unprofitable theatres were closed. A run of seven years was
considered standard for a successful show in the mid-1990s, but since then there
has been a clear trend towards runs of just two or three years. But by and large the
market for musicals in Germany remains strong, despite a stark decline since the
1990s. Hamburg is Germany’s leading market for musicals and the second-largest
market for musicals in Europe after London. Besides commercial theatres, German
theatres with public funding are also mounting classics from the standard reper-
toire as well as a few original German musicals. The newest musical hits from
Broadway or the West End head the statistics. They are usually produced commer-
cially and ‘en suite’ and shown at one German theatre only.
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Figure 6.8
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2007-08 06-07 | 05-06 | 04-05 | 03-04

Title (Composer) rzear:tc,(re—s P;?::sc- A elice feliclnatc=s
1 Mamma Mial (Andersson) 741 827 0 831: 432
S e Lo s s S S D D S
N T r— e TS Rt S S
St s e B e
5 We Will Rock You (Queen)
6 My Fair Lady (Loewe)
7 Wicked (Schwartz)

1 Brackets indicate the number of performances on which the attendance figures visitors are based.

Source: Compiled by the German Music Information Centre from Wer spielte was? Werkstatistik [Who played what? Statisti-
cal overview], vols. 2003-04 to 2007-08, ed. Deutscher Biihnenverein (Cologne, 2005-2009).

When comparing categories, it becomes clear that, as far as musicals are con-

cerned, production quantity does not count for very much. In just a single season,

the most popular musicals in Germany reach audiences larger than those for the

most frequently performed opera, Mozart’s Magic Flute with 40 productions dur-

ing the last season. But all categories show a trend towards greater diversity in

repertoire, which raises hopes for a vibrant continued evolution of the still extra-

ordinary German landscape for music theatre in the 21st century.
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