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Actualities, o. p. s., 2020. 129 s.

The Special Edition of Dance Actualities/
Tanecn? aktuality is published once a year
as a summarization of the dance events
throughout the Czech Republic, but al-
ways complements this with discussions
on an important dance-related topic. The
first part of the 2020 issue summarizes the
most significant performances from the
ballet, contemporary dance, mime and
non-verbal theatre and new circus. The
journal (now in its third year of publica-
tion) has turned its attention towards the
topic of how dance is perceived from a va-
riety of different perspectives. The pan-
demic has of course made this topic much
more relevant to the discussion of dance
as an artform as well as a necessary con-
versation that practitioners must have with
themselves going forward. The authors at-
tempt to answer a series of relevant ques-
tions:

How do multi-company theatres and fes-
tivals build and take care of their audien-
ces and how do creators see them? What
does a spectator perceive when watching
dance and what is the difference between
young and adult audiences? How to en-
gage viewers through the themes of dance
productions or through the latest techno-

logies? (2)

According the editor Petra Dotlacilova',
the Special is aimed at readers who are
interested in the broader context of in-
dividual works, personalities and organi-
zations but want a more theoretical ap-
proach to the subjects at hand. Compared
with the previous issue of Tanecni aktual-
ity, this more academic approach is obvi-
ous given the footnotes which were not
present in the previous issues. These are
mainly evident in texts written by Josef
Barto$ (“What do we experience when we
watch dance?”) and Jana Bitterova (“Net-
worked performance as a new situation
for working with the audience”). Step by
step, Dotlacilova and Josef Bartos (Tanecni
aktuality’s editor in chief) are transform-
ing the Special into a professional journal
serving as the theoretical platform for the
online magazine Tanecni aktuality which
is a space for further analysis of the top-
ics they have discussed. Yet, it is not the
editors’ ambition to become an academic
impact journal, turning to knowledgeable
spectators and artists as well. The “Spe-
cial” intends to dispel any appearance of
elitism as dance as an artform is already
pigeonholed throughout most of society.

1 Press release. 13th October 2020. Available
online at https://www.tanecniaktuality.cz/zpravy/
prave-vychazi-specialni-vydani-tanecnich-aktualit-
2020-tanec-a-publikum.
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In fact, it can easily be argued that the
perception of dance as an elitist practice
rises from the Czech education system
which prefers hard skills over soft skills.
A spectator growing up in the Czech edu-
cational system then has no support in his
own dance experience. The majority of so-
ciety, therefore, has no desire to engage
with dance productions because they feel
uncomfortable with them. I therefore ap-
preciate these efforts to raise public aware-
ness of stage dance and broaden the hori-
zons of society at large.

In four articles, the first section of the
journal reflects the traditional season sum-
mary of ballet, contemporary dance, mime
and new circus. Although Dotlacilova (p.
2) understands that genre classification of
arts is becoming rather complicated and
not very productive considering the inter-
nationality and multidisciplinary nature of
art productions, the first section is none-
theless classified in this manner.

Roman Vasek (“The ballet half-Sea-
son relied on straightforward humour”)
shortly describes the strange, interrupted
season full of recordings of performanc-
es or online classes, in which, in spite of
everything, two new artists took the lead
of the ballet company in Liberec (Mari-
ka Mikanova) and in Olomouc (Michal
Stipa). Vasek primarily emphasizes Mi-
kanova’s productions, as he believes that
she is “becoming a choreographer of
strong theatrical imagery” (12). In his con-
clusion, the author confesses that the sea-
son was missing any extraordinary event.

Zuzana Smugalova (“Revealed trends in
contemporary dance: Ideas versus reality”)
points out that “the art is mainly a cultur-
al service to the society” (20), and that it
in general has now reached the breaking
point. She considers the potential of con-

temporary dance and the appeal of using
dance as a tool for education and profes-
sional growth as well as a function of the
creative industry. Smugalova also comes to
the conclusion, that

the most significant trend of contemporary
dance today, however, is leaving the closed
space of theatre halls and moving to urban
and natural exteriors or reviving interesting
architectural objects. In the context of the
threat of coronavirus spread, this postmo-
dern phenomenon has now become more
established than ever before. (20)

Roman Hordk summarizes the season
of mime and non-verbal theatre (“Good
news from the world of mime and non-
verbal theatre”) and focuses primarily on
the founding of the Bravo Theatre by Ra-
dim Vizvdry and the Losers Cirque Com-
pany. He anticipates further interconnec-
tion of the art of mime and the popular
contemporary circus. We will see how Viz-
vary would be able to combine these ac-
tivities with his post as the artistic director
of Laterna magika in Prague, which was
announced in January 2021.

The new circus’s season was reviewed
by Hana Strejckova (“A season of unfore-
seen possibilities and solidarity in new
circus”), who appreciated the adaptabil-
ity and flexibility of the genre. “Despite
restrictive measures the contemporary
circus art form is still very much alive, re-
siliently viable and demonstrably sponta-
neous” (36). Zuzana Smugalova calls this
theatre season “ground-breaking” (16)
and the majority of authors featured in
the issue agree with her.

In 2020, Lucie Hayashi carried out
field research concerning dance festivals
throughout the country and collected
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data about “Audience development by
the Czech dance festivals”. She confirms
what was mentioned above - the need to
be open, accessible, and available to every-
one in order to have a chance to become
part of the educational system. Hayashi
declares the need to pay attention and tar-
get a younger audience to popularize this
field to the public. She especially empha-
sizes the need for marketing strategies and
tools when organising dance performanc-
es and festivals. Her article is provocative
and she lets herself be carried away using
directive vocabulary which serves to em-
phasise the seriousness of the situation.

According to Monika Stirovad (“How
theatres take care of their audiences”),
the coronavirus crisis could open new
ways and possibilities to get closer to and
communicate with audiences. She sum-
marizes the means theatres use to take
care of their audience, mentioning pre-
performance talks, ballet workshops for
the whole family, ballet-themed art com-
petitions, autograph sessions, theatre-
operated ballet studios, feedback in pub-
lic inquiries and on social networks and
streams of the productions or viral vid-
eos. The following article (“Contempo-
rary dance for young audiences”) by Lu-
cie Stddlerovd contributes to the known
perspectives of educational support for
young spectators and also the possibility
of education via dance. Stidlerovd men-
tions the most important authors (e. g.
Barbora Ldtalovd, Mirka Elidsovd), pro-
ductions (e. g. Dance and Physic, Animal
Carnival, interPlay) and organizations
(Ostruzina, Dance for Schools, SE.S.TA)
from this field. She defines a quality per-
formance for children in which it is im-
portant to take

into consideration both children and their
parents (who do not want to feel em-
barrassed). [...] Parents accompanying their
children expect to see art and experience
something that would resonate with them
and their children’s knowledge and skills.
In short, nobody expects fabricated and
over-acted stories. People crave new expe-
riences, new adventures, new ways of thin-
king about movement, the body and its ca-

pacities and limitations. (72)

Unfortunately, the current restrictions
do not allow creators or children to meet
and create, play or experiment. These ac-
tivities have been officially forbidden for
almost a year (which was not obvious in
the time of the closing date of the Special
Edition), so the future of the above-men-
tioned artists and organizations is some-
what in doubt. Daniela Machova (“Socially
engaged practice in Czech contemporary
dance”) focuses on the contemporary situ-
ation of socially engaged Czech dance.
Based on the views of contemporary dance
theorists, critics and artists, she interprets
the socially engaged practice in general as
art is naturally integral to politics. Never-
theless, she notices that some creators and
their productions are more engaged than
others (e. g. Farm in the Cave, Mirenka
Cechovi, Ufftenzivot). It appears that for-
eign dancers give “their views on social
and political issues much more often”
(78) but Machovd also deals with the topic
in Czech socially engaged dance. She de-
fines four main topics: 1. Czech history
and historical events, 2. Global issues, 3.
Abusive tendencies in today’s society, 4.
Exploration of the body and physicality
and its image in today’s society. Towards
the end of her paper Machovd refers to
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the overarching theme of the special issue
- to the audience, which is often stimulat-
ed by casual moves, gestures, naked bod-
ies, resourceful scenography, installations,
projections, site specific spaces or dance
interventions in unusual places conversely,
Machova appreciates the courage and ex-
perience of a dancer.

Josef Barto§ immersed himself in the
theory the most. He asks the basic ques-
tion: “What do we experience when we
watch dance?” He reminds the reader of
some theorists (Otakar Zich, Jan Reimoser,
John Martin), who were dealing with the
imitative perception of dance. Their con-
cepts were followed by the interdiscipli-
nary project Watching Dance: Kinesthetic
Empathy, whose outcome, the mind map,
is published in this article. Czech readers
have an opportunity to familiarize them-
selves with the terms and concepts accom-
panying the process of watching dance
in a graphic form. Furthermore, Barto$
briefly presents the conceptual integration
and its application to the theatre experi-
ence citing its most significant proponent,
Bruce McConachie. He also explains the
term flow, mentioning the Chicago-based
Hungarian psychologist Mihdly Csiksze-
ntmihdlyi and McConachie. It would nev-
ertheless be beneficial for the reader if
Barto$ could integrate the term flow more
organically into his discussion.

Petra Dotlacilova (“Dancers: Watching
and being watched”) begins her articles by
pointing out the polarization of two camps,
critics and artists. In her article, consisting
of views and standpoints of more than ten
Czech dancers and choreographers, she at-
tempts to dismantle this dichotomy as she
puts the artists in the position of the spec-
tators. For example, Dotlacilovd was inter-
ested in the ways of how to communicate

with the audience. All the artists directly
rejected manipulation of the audience and
pandering to them. The article also asked
the question whether the performance is
authentic when it is composed with the
consciousness of spectators. Does this art
piece become meaningless or insincere? It
is hard to say, because for many respond-
ents the ideal spectator has these char-
acteristics: open, courageous, capable of
feedback, enthusiastic, emphatic, percep-
tive and curious. It turns out that the art-
ist’s willingness to attend productions “de-
pends on the creative and the life phase in
which the artist finds himself” (110). The
artists as spectators primary appreciate
a charismatic personality albeit technically
imperfect. “Some are extremely demand-
ing and critical, while others are grateful
and tolerant” (114). Eventually, Dotlacilova
points out that the nature of a spectator is
highly individual, no matter whether one
is an artist or an amateur.

In her article, Jana Bitterova deals with
the possibilities of combining the internet
with live performances (“Network perfor-
mance as a new situation for working with
the audience”), a concept that was already
on the increase before the coronavirus
pandemic and, their purpose, the live shar-
ing of art and the connecting of groups of
people, has only grown and become more
relevant and valuable in these troubled
times. The author analyses the specifics
of the genre providing “the collective ex-
perience of an audience located physically
together, but expands it through the In-
ternet, connecting viewers and artists in
different places, in distant cities, countries
and continents” (116). She also refers to
the definition posited by Ian Biscoe in his
doctoral thesis X Reality Networked Perfor-
mance from 2020 where he defines the net-
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worked performance as “an artistic perfor-
mance that occurs simultaneously across
physically distributed spaces, and which by
means of a communication network allows
the participants to collaborate in a single
event” (118). As a follow up to this defi-
nition, Bitterovd describes the typology
of this phenomenon considering the rela-
tionship with the audience.

There are very few misprints compared
to the previous issue. However, I am still
sceptical about the fragmented graphics.
The editorship approached the photogra-
pher Michal Hancovsky and the choreog-
rapher Viclav Kunes, who became a mod-
el for the cover of the Special as well as
its godfather.? On the cover of the issue,
Kunes is standing in the darkness of an
empty auditorium and gazes to his right. It

2 GROSSMANOVA, Michaela. Publikum je
tématem nejen letosniho Specidlu Tanec¢nich aktualit.
(Rozhovor s Petrou Dotlacilovou) [online] [cit. 2021~
01-17]. Available online at <http://www.czechcentres.
cz/_sys_/FileStorage/download/49,/48022/
rozhovor-specialni-vydani-2020.pdf>.

is a pity seeing the professional photo on
a bad-made cover of a magazine, but I un-
derstand the problems with funding these
kinds of activities.

To conclude, the authors of the spe-
cial edition of Tanecni aktuality were able
to formulate their opinions on the cur-
rent events of today, which they put in
a relevant theoretical context. The main
point of the collection is the idea that
engaging with dance is a means of de-
veloping our empathy, openness, sensi-
tivity, creativity, cognition, socialization,
or exploration of boundaries. The idea
of live sharing of experience became
one of the more prominent aspects of
the issue’s main theme “Dance and Au-
dience” before the pandemic. This mes-
sage has only grown stronger now at the
beginning of the year 2021. We are see-
ing clearly the need to participate in the
public space during a performance and
beyond, a notion that the Special pre-
cisely highlights.
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