
We met at the beginning of July, so our talk captures a certain moment of the whole
creation that has its special atmosphere. Let´s dive into the process and see, how the new
piece is made from scratch:

It´s 9th July today. How's the creation going so far?

Right now, we are at the point where we are still discovering a lot of things. That's the first stage: I
come with ideas, but I'm not so sure if my ideas will work in the first place. So, I have to start with
getting to know the dancers, trying to understand, how they can react to these ideas. It's almost like
an introduction. We're getting to know each other and getting to know what we all can do together.

How do the LVC dancers deal with your choreographic language so far? Is there something which is
completely new to them, and you actually need to teach them how to do it?

There's quite a lot of things that are new. The more dancers work together and with their leading
choreographer, the more they build a language together. So, if someone comes from outside,
suggesting a different language, he has to introduce it, let's say “teach” them. There's a lot of things
that I'm bringing in, that they are not familiar with. We also don't have so much time for the creation,
so I combine the processes. It's like 2 works in parallel: teaching the language, the system. They
absorb the feedback on their work, they create, then we go back to the feedback, back and forth.

Is Lenka Vagnerová present in the process?

Not now, but when we finish the creation, there must be someone to take care of it and Lenka is
going to be the one. She will join when the piece is more developed and stable. In the beginning, I
prefer to be alone with the dancers in the studio. I sometimes work with an assistant but not in this
case. A lot of components are going in and out, it´s of no use to memorizing the material, when it's
not sure how the outcome will look like. It's like the brainstorming phase.

From what I have read about the piece so far, I understand that you try to inspire or guide the
dancers to discover some essence of their own personality and express it through dance. Is this the
approach?

We begin from movements, finding all possible emotional states in them subsequently. The
happiness, sadness, anger and so on. I think all of us go through those states. When working with the
dancers, I give them systems of movements, some related to gestures, some more technical, and then
we slowly start bringing the states of emotions in those movements. When their personality sinks
more into the movement, I ask them to show or add expressions. I let them create, for sure. If they
are lost, I enter to help. I say: OK, I would suggest this, but you have to tell me, what you want to say
with this movement. I try to guide them, help to push their movement material to the maximum
level.

So, the whole creative process is kind of a collaboration?

Yes, it’s a collaboration. Sometimes I give set movements, but not often. I don't like to choreograph
the whole piece. Dancers give a lot, and I ask them to give in at such level that sometimes they even
get frustrated. For example, right now we have a scratch of 20 minutes with a lot of material. If you
see it from the outside, there's so much movement that you will ask yourself, how they can even
remember? How is this possible for the brain to encompass this? And that's when you see that they
are operating at their maximal state of alertness, creatively and collaboratively.

You are not creating a specific piece from A to Z, but rather direct or navigate them, right?
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Yes, the dancers are really essential. At first, I have to teach them the system so that they can start
creating their own movements, they generate towards my direction, and I start guiding: This could be
good. That doesn't work. We need to cut it out. We don't need it right now. That's a repetition. I ask
questions. There are guidelines that I follow during the creations.

And by the end of the process, will it be a set piece or some parts of structured improvisation /
instant composition as well?

I cannot answer this right now, but I love to improvise. Basically, most of my personal works are
mainly improvisations with maybe 10 % of set material. But I find it quite tricky sometimes to have a
set material that has exactly the same characteristics as improvisation. In the process, we're going
from improvisation to set material and then back. And if you look at the choreography, you might not
recognize whether they're improvising because of the way that the movements are connected and
the type of movements. At the moment, we do have a lot of set material, but I am sure that at one
point we're going to shift to structured improvisation, at least in two blocks for 10 minutes. They are
really good improvisers.

I see that the piece will be quite abstract, no storyline, but it must have some kind of dramaturgy,
or some set parts. And I suppose you know about these parts beforehand or you have some image
of how the structure should look like by the end.

It will be kind of abstract. I like to give, or at least offer the audience a chance to reflect. I try to give
you space where you can read it differently. There is one line that I take as a reference, but inside of
that line, I don't give a direct information. I try to twist it in. I try to trick. It might be a love story, but
also a conflict story, they might be brother and sister or… At one point you will start questioning: Are
they humans? Are they relatives? Are they just friends? Who are they? I like to have a clear vision, but
at the same time offer the opportunity for different reading.

You have your own method Depth Movement – can tell us something more about it, what are the
principles?

Yeah, but I have to be careful about how much I tell you. (laughter) You know, you get to know these
things at workshops! However, I have some tools that help me create a piece, based mainly in
improvisation. The crucial thing is to move with different dynamics. Tose are important elements: fast
movements that are very rhythmical, slow movements and minimalistic movements. One important
thing is to get to know yourself as a dancer, to find out the tendency that you have when you start
moving. Do you tend to do more of gestures and small movements? Do you tend to go more into big
movements? Do you tend to do more medium size movements? Once you understand that, you start
adding the ones that you don't have. The same for the timings. Do you move slow? Do you tend to
move more in the medium tempo? Do you tend to move very fast? If you realize you always move
very fast, I would suggest you integrate slow moments, so that then you create more colors and
patterns inside. Think about small, medium size and large movements and about the fast, medium
and slow tempo. If you combine them, you're already making a progress. You don't have to be a
professional dancer to start with that: just thinking of these qualities and putting them together make
you start doing your dance already.

And the next part, one of the most essential, is the breathing. We always start with breath and the
goal is to understand where the movements begin and where they end. If you start listening to your
breath, you start recognizing if your movements are going in the same tempo. And once you do that,
you start thinking of musicality.

How does it even start – creating your own method, how does this happen?
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I didn't know I was creating a method. (laughter) I was just warming up on the side with the company
that I was in the contract with (Sasha Waltz and Guests, ed. note), trying to get ready for the creation.
And then the more I continued doing this warm up, it was almost like pre-research for the creation
that I would do. I had one thing in mind, telling myself: Edivadlo, before you enter the creation, try to
empty your mind, try to empty your dance, so that you can listen to your choreographer, and you take
exactly what they're saying. Then you try to rebuild it. You know, you just start from that point, not
from the habits or the things that have been accumulating in your body already. If you go to zero and
see what you can create out of there.

I remember one of my colleagues said to me: It looks like you're talking to someone when you're
doing that thing. One day, another dancer said he wanted to do what I was doing, but I said No, it´s
my personal thing. But the other day I saw one of my colleagues following me. After a while, I shared
my process of what I was doing with them quickly and that's when I realized that it can be
transmitted to someone else. Then I opened the first workshop and shared the process with other
people.

You've been collaborating a lot with David Zambrano. Are you influenced by him?

Yes, a lot. If this teacher was a book, it's the one I would read. I respect him very much. Sometimes
we have contradictions, and it helps also to understand some choices that I can take and some visions
that David takes, but overall, he's my reference. From the moment I met him on. Even nowadays I find
myself looking at the videos of him and I find it fascinating. Most of the things that I learned, most of
the things that I even speak, come from him.

Do you think that every dancer has the ability to improvise?

I think everyone can, but some people just don't allow themselves to. They are just really into
following rules. However, there are dancers that I think struggle a bit more to improvise or create,
while they are very good in dancing set material. Those that are very good in creating material are
usually quite good in improvisation too. But there's a lot of dancers that struggle with improvisation.
You can have improvisation skills or imagination for it, but if you did not have a proper education in
ways how to improvise, you're going to be locked into a specific technique or style. Within my
workshop, one of the biggest goals is to break that “I am just like this” state. It is about discovering
how many more of your identities you can put in your dance, how many variations or styles can you
actually produce. I have participants in the class that struggle a lot with changes. When you ask them
to change, they say: I'm losing myself, I don't know who I am. And it takes a bit of convincing them in
their mind, so that they can do the shift.

Change can happen just when you let it happen.

Totally yes. If you don't want it, it's never going to appear, even if you're able to do it. But I have to say
that there are some moments that I see that some people really want, but they just cannot,
sometimes they need some other sources in order to break it. They don't understand what is it that
makes for them saying no to the changes. I've had some people in the workshop that struggle a lot.
They go on tears, they get upset, they are there because they want to make that step, but it's just not
coming. And I usually say: Look, don't rush with the change, because if it doesn't happen this week, it
might happen in one year or it might happen in one week or right after you finish this class. We really
don’t know when the change is going to occur.

Getting back to the performance, how about the music? Ivan Acher is a permanent collaborator,
he's almost part of the company. He did music to most performances of Lenka, and he has his
specific style.
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At the beginning, we had one meeting and I have to say I found him a really open person with a very
nice energy. We talked and shared some ideas. The way I was trained in dance, it was basically about
collaboration: don't lock yourself to one thing, the more you collaborate, listen and get feedbacks and
advices, the more you grow. I try to bring that to my work, and it counts for music as well. Ivan is very
creative, very skillful, he has an incredible imagination. It's very important that we keep on
communicating. I tell him what I feel the show needs and he is adding a next level to it. When you
collaborate with someone that has skills like Ivan, it´s wonderful! At our first meeting, I played him a
few tracks that I like a lot and he said: Oh, I thought this is my piece of music. He said it would be easy
for him to compose because he would work within this style. But we're not going to stay in a
comfortable area. If you have a really nice music that can communicate with the show, it's great.

I think “nice” is a dangerous world because the music doesn't have to be nice or pleasing to be
functional.

No, what I mean is that music has to communicate, it should be supportive to the performance. And I
like when things are a bit unpredictable. When the dancers are sometimes with the music,
sometimes out of the music, when the music talks, and the dance talks and they comment on each
other.

Aren’t you going to have some workshops for dancers or for public when you are here again? It
could be some nice accompanying program for the theatre, and I think the Academy of Performing
Arts could be interested in workshop for their students.

I think not, or not now. We are very busy with the choreography, and I don't have that much time
because of my schedule. I had and will have some workshops in Brussels and in Greece and Italy, as
well as a few performances with Sasha Waltz and Guests, it's quite busy times. But the morning
classes with the company may be open if Lenka wants to.

It's always good for students to get to know some new material and new principles. Even in the
contemporary field, they can get caught inside a closed range of techniques. Sometimes you can
recognize where the young dancers come from, just by observing the way they move.

I think that has something to do with your earlier question about improvisation and how some
dancers having difficulties with it. Sometimes it comes from the education. How the school is
structured is going to define if you stay in the bubble or you're going to open. But some schools are
very open and giving students a lot of opportunities. I was invited to Duncan Centre in March, but the
schedule was so tight that we didn't make it. But we talked that maybe in the future I could return to
give a workshop there. I have also met some dances from Czech Republic at my workshops abroad.

So, you know Jiří Bartovanec, who also collaborates with Duncan Centre, I suppose?

Yes, he also works with Sasha Waltz and Guests. Actually, we met quite recently. We´ve known each
other since 2007 and danced together in a lot of pieces. Sometimes we don't see each other for quite
a long time, but then when we meet, it's like it was yesterday.

Dancers are a large family. I feel like once you get into that community, you meet friends and
acquaintances everywhere.

Yes, but I also like the community of musicians. I do improvisations with them quite a lot, and once
you enter this art world, you want to discover more as well. One of the greatest collaborations was
with Hauschka, Volker Bertelmann, Oscar winning musician. When someone of that name who
collaborates in Hollywood projects is interested in improvising together with you… I always had a
nice time with him and his team when we went on tour. Each “bubble” in this world of art is special,
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singers, actors... You always have a good time when you meet the right people, and to see how one
respects the other, their professions, is amazing.

And when we're on the other side, on stage, and we see the audience, we feel it's really precious, just
to see that they came, that they are there, that they are interested. We do exist because the audience
exists, it goes in two directions. This is why I find there's not really that big separation between
non-dancers and dancers.

Just to sum it up somehow, is there something like a “message” for the audience that they should
find in the performance or something you really want them to get from it?

What I want from the audience is to get those two directions: attention and tension. When the show
starts, the dancers on the stage become one. I want the audience to feel it. There might be a
message, but I don´t want to pass it to the audience in one direction and I even don´t tell the dancers.
I let them find the message of their own work. Regarding the audience, I would say: Please come and
get your interpretation. Maybe our interpretation is going to be exactly the same, or maybe you're
going to have a different one. Be ready to read it in different ways. I love to build this attention and
tension with the audience. We all become one.
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