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«BeuHoe dguiKeHuUe IKXUSHU»

IIpPHKAIOYEHHA PHTYaAa

Examepura BACEHHHA

TAHLIEBAABHAY ITPOTPAMMA U3 KUTASI CTAAA CAMOM
OBIIMPHOM YACTBIO HBIHEIIHETO YEXOBCKOI'O
®ECTUBAAST. O TPAHCPOPMALIUSIX CAMOBBITHOM
KUTANCKOM XOPEOI'PA®HH, EE B3AUMOOTHOIIEHUAX
KAK C OBPAOAMU U PUTYAAAMU, TAK 1 C MUPOBBLIM
KOHTEKCTOM - B MATEPUAAE HAIIEI'O OBO3PEBATEAYI.

} {opeorpacb AuH Au-YeH — ropaocTs
TalBaHBCKOUN KyABTYPEL. Ee TBopue-
KUY rouepk popMmuponaacs B 70-e
rozpl. A IIOCTAHOBKY OKa3aAHU O0OABIIIOE BAU-
sSHUE Ha pa3BHUTHE TAHIIEBAABHOTO U Tea-
TpaAbHOTI'O UCKYCCTBa Ha ocTpoBe. B 80-x
AwuH nocBaTuaa cebs ceMmbe, HO B 1995 roay
BEpPHyAaCh K paboTe U OCHOBaAa peneprTy-
apubiti TeaTp TaHIa AenkKeHa AUH A CO3-
OaHudg MacIITaOHBIX [IOCTAHOBOK, OTpaXKa-
IOIIUX OYX U KyAbTypy TatiBang. Ee paboTs!
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BIIOXHOBA€HBI MECTHBIMH PEAUTHO3HBIMHU
puTyasaMu ¥ oOpaaaMU, XyI0KeCTBEHHBIH
CTHAB TeaTpa IpKO BU3yaAe€H, Xopeorpadusa
3peAHIlHadg, COBPpEMEHHAd U 3THUYECKad
onHoBpeMeHHO. B 2002 rony TeaekaHaa
ARTE Bkarouna AuH Au-YeH B CIIMCOK
BBIIAOIINXCS XopeorpadoB MUpPA.
[Toka3zaHHBIH Ha (pecTUBaAE CIIEK-
TaKAb «BeuHOe ABUXKEHUE KU3HU»
YYUT 3pUTEAL 3aMEIAATE CBOE€ BOCIIPU-
ATHe, CMaKoBaTh IIoTpebaeHne 00pa3oB.

@domo: Yu Yens Llaili



Taumopmuia-coauctka Y Mun-Yun nepe-
KAIO4YaeT Ha IPUHIIUITHAABHO 3aMEIACHHOE
U IIOTOMY HEINIPUBBIYHOE CLIEHUYECKOE
BpEMS, UCTOBO U JOATO pacKpy4yuBad
MAaxXOBHK JBUTaTEABHOI'O 3KCTa3a, 3acTaB-
ASIET II0-HOBOMY IIPOYyBCTBOBATbH CO0-
CTBEHHOE BOCIPUATHE ABUXKEHUL. «Hepes
0o0psiabl MBI OOpeTaeM CHAY U HOBYIO MOIIb.
Bce TaHIIOpBI [OAXKHEI IPeObIBATE B COCTO-
SAHWUU MeAUTalUU. [IAagd HAC 3TO IIOAYCOH-
noaybOnenue. TakoBa u Bceaennas, -
roBoput AuH Au-HeH. 'pacdrka nBukeHUH
TakoBa, OyATO KTO-TO BEIBOAUT UEPOTAUDEI
KUTafCKoO# TyIIbI0O B 0€AOM ITPOCTPAHCTBE.
OTo mocaaHUeE OIIHpaeTcd Ha TPagUuIluU
U HAllMOHAABHYIO KyABTYpY. AuH Au-Hen
HCIOAB3YET COBPEMEHHBIE TeaTpPaAbHBIE
TEXHUKU OAL MOIIYAIPU3alUH TaHBaHBCKON
KYABTYDPBL. B 3TOM €e MUCCHUA U CMBICA IIPE-
CTaBAEHUH, [IEPEOCMBICACHUL ayTEHTUYHOT'O
pUTyaAa HA COBPEMEHHOH CLIEHE.

¥ moaopmoro Kuta#ickoro xopeorpada Tao
Me mHoit Barag Ha putyas. OH OTKA3bIBa-
€TCHd OT 9THUYHOCTHU. BMECTO IIPUBBIYHBIX
nadg Tearpa Kurtasga Macok U rpuMa — AUIIO,
BBIKPAIIIEHHOE YEPHBIM, TOYHO BBIYTEHHOE
13 BU3YaABHOIO paa, TaK Kak 6oabIie
HUYero He BEIpazkaeT. e uHTepecyeT TeAo
KaK UCTOYHHUK U COCY[ SHEPrUH, CIIOCOOHbIE
CTAHOBUTBCH YaCTBIO MOIITHOI'O LIEAOTO.
Ero 3aBopaxkuBarOT BEAUYECTBEHHEIE
abcTpaKTHBIE IIOAOTHA, COTKAHHbIE BEAUKO-
AETIHBIMHU T€AAMHU, AUIIIEHHBIMU UHAUBUY-
aABHOCTHU. Ero TaHIIOBIIIUKY OAETHI B YHU-
BepCaAbHBIH cepbli oBepcaiis: «/1130paHHbIHd
MHOMU IIyTH B 3II0XY OCAEIIASIOIIUX KPACOK —
co31aTh €AUHBIN AVCTUAAUPOBAHHBIN IBET.
4 oTKa3bIBAIOCh CAEA0BATH NIPUXOALIIEMY
BJOXHOBEHUIO KaK UCTOYHUKY TBOPYECTBA.
CakpaAbHOCTDH TAKOH ITPAaKTUKU MOXKET
OBITH OCYIIIECTBACHA IIyTEM BOBACUYEHHUS
TeAa B PUTYaABHBIN IIPOLIECC HAKOIIACHUA,
AETIKH B UCCAeIoBaHusD. Me pazpabaTsiBaeT
MHWHHUMAAUCTCKYIO ABHUXKEHYECKYIO IIAAUTPY
10 CKPYILyA€3HBIX BBICOT. B Byx pabdorax
€r0 «4UCAOBOM CEpUM», IPOHYMEPOBAHHBIX
«4» 11 «8» (IO YMCAY TAHIIOBIIIUKOB) U IIOKa-
3aHHBIX HA (pecTHBaAe, e orpaHmauBaeT
xopeorpadHro OTHOAKTHOrO 6aseTa HECKOAD-
KUMH ABUXKEHUAMHU. M ¢ UX ITOMOIIBIO
IIOKAa3bIBA€T BO3MOXKHOCTHU 3HEPTHH,
TIIOAaHHOU B TE€AA C PA3HON CKOPOCTHIO
U cuAoM. KaxkabI#i CIIEKTaKAb — U3SIITHOE,
YMO3PHUTEABHOE PELICHNE KOHKPETHBIX
¢dopMaAbHEIX 3aaa4. B «4» aT0 HccakaHme
SHEPrUU B OAHOPOAHBIX KPYTOBBIX JABUIKE-
HUSX, B «8» 3T0 (popMasbHOE OrpaHHudeHe
IIOABUXKHOCTHU: TAHLIOBIIUKHA HE MOL'yT

BCTaTh HA HOTH U IIEPEABUTAIOTCH A€XKa
(3ToT TaHel cTOHUT CMOTPeTh ¢ baakoHa!l). Tao
e TakuM 06pa3oM BBIXOAUT U3 KPyTa IIPe]-
CTaBAE€HUMN O KUTAWCKOM HUCKYCCTBE C HEIIpe-
MEHHOM KHUTAaNCKON BU3yaABHOCTBIO. HeT
KPaCHUBBIX JAMHHBIX PyKaBOB TAaHIIOBIIIHII,
PacCIIyILIeHHBIX BOAOC, TOHKUX KUTAUCKUX
cuayaToB. ECcTb yHUBepcaabHas o0lIernsaHe-
TapHasd [IPo304e3K/Aa, CKphIBarollad KPacoTy
AVHUHN. 1 OMHOBPEMEHHO €CTh TPAHCALLIUS
dopMaabHOH, ITOX0XKeH Ha MIaxXMaTHYIO
urpy, paboTsl ¢ 6a30BBIMU XapaKTEPUCTU-
KaMHU JABUIKEHUS: CUAOH, CKOPOCTBIO, I'pa-
BuTalye. To ecTs ¢ TeM, YeM 3aHUMAETCS
COBpPEMEHHBIH TaHell Bo BceM Mupe. Tao,
CaMBbIH IIOIIYAPHBIN «(HEKUTAUCKUI» KUTaN-
ckul xopeorpad, ponuacs B 1985 ronay.
Paboraa B AHCam0Ae ITECHHU U IIASICKH apMHUH
[MManxag, B [llanxalickoM TeaTpe TaHIA
[I3uub CuH, B [lekKMHCKOM KOMIIaHUU COBpe-
menHoro TaHiia BMDC. B Bo3pacte 23 aeT
B 2008 rony ocHoBaa TeaTp Tanna Tao.
IIprBA€K BHEUMaHNE KUTAUCKON HHAYCTPUU
Momel, B 2015 corpynaudaa ¢ Enzu Smamoro.
Ero otka3s oT YUTaeEMOM KUTANCKON
BU3YaAbHOCTHU MHE KaXKeTCSd AOTUYHBIM B
COBPEMEHHOM MUDE, L€ aPKO IIoJaHHad
ayTeHTHYHOCTh HHTEPECHA ITPodecCcHo-
HaABHBIM HCCAEIOBATEATIM UAN TYPUCTAM.
Tao Me npeacraBageT KUTAHCKOE HCKYC-
CTBO BCTPOEHHBIM B COBPEMEHHBIN MUD,
OCMBICASIFOITINIM OOLIIeMHUPOBBIE TeHIEHIIUH
COBPEMEHHOI'0 TaHIla. Ero UCKycCTBO
B AY4YIIIEM CMBICAE IIOAUTHYHO U YCTPEM-
AeHo B Oynyiee. Ho Kak HU mapagoKCaAbHO,
TO K€ CaMO€ MOXKHO CKa3aTh O TBOPYECTBE
Awna Au-Hen. OHU 00a HCCAELYIOT PUTYAA,
HO IOHUMAIOT €T0 KaXK bl I[10-CBOEMY
B COOTBETCTBHUU CO BPEMEHEM CBOETO CTAHOB-
aAeHud. U ecau uckycctBo AUH Au-YeH yxe
JaBHO CTaAO KAQCCUKOM U BU3UTHOH Kap-
TOYKOH KUTaNCKOH Xopeorpaduu, To OIbITHI
Tao He oTpaxarT apuxeHue XXI Beka.
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DANCE

Adventure of Ritual

Catherine VASENINA

THE DANCE PROGRAM FROM CHINA BECAME THE CORE OF
THE CURRENT CHEKHOV FESTIVAL. CATHERINE VASENINA
OBSERSED TRANSFORMATION OF DISTINCTIVE CHINESE
CHOREOGRAPHY, ITS RELATIONSHIPS WITH RITES AND
RITUALS, AS WELL AS WITH THE GLOBAL CONTEXT.

horeographer Lin Li-Chen - the pride
Cof Taiwanese culture. Her creative

style was shaped in the seventies.
The productions had a great influence on
the development of dance and theatrical art
on the island. In the eighties, Lin devoted
herself her family, but in 1995 she returned
to work and founded the Legend Lin Dance
Theatre. She intended to create large-scale
productions that reflect the spirit and
culture of Taiwan. Her works are inspired by
local religious rituals and rites. Artistic style
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of the theatre is vividly visual, choreography
is spectacular, modern and ethnic at the
same time. In 2002, ARTE TV channel
included Lin Li-Chen in the list of the most
outstanding choreographers of the world.

The performance m shown at the
festival taught the audience to slow down
their perception, savour the consumption
of images. The solo dancer Wu Min-Chin
performed at a very distinctive stage time —
fundamentally slowed down and therefore
unusual. Unwinding



engine, she made the audience experience

a new kind of movement. “Through rites we
gain strength and new power. All dancers
should be in a state of meditation. For us,
this is a state of half-dream. That is the way
the Universe is” says Lin Li-Chen. With the
bright stage light, the motion graphics were
as if someone displayed Chinese hieroglyphs
in white space. This message was based on
traditional national culture. Lin Li-Chen used
modern theatrical equipment and technology
to promote Taiwanese culture. This is her
mission and the essence of the performance —
rethinking of authentic ritual on the modern
stage.

The young Chinese choreographer Tao Ye
has a different view of the ritual. He rejects
ethnicity. Masks and make-up usual to
Chinese theatre are transformed to impersonal
signs: the face is painted black and subtracted
from the visual range since it does not express
anything else. Ye is interested in the body as a
source of energy, capable of becoming a part of
a powerful whole.

He is fascinated by the majestic abstract
canvases, woven by magnificent bodies devoid
of individuality. His dancers are dressed in
a universal gray oversight: “The path I have
chosen in the era of blinding colours is to
create a single distilled colour. I refuse to follow
the inspiration as a source of creativity. The
sacredness of this practice can be accomplished
by involving the body in the ritual process of
accumulation, modelling and research”.

Ye develops a minimalistic motion palette
to scrupulous heights. In two works of his
“number series”, numbered “4” and “8” (there
are four dancers whose sex is hidden by
baggy clothes) and performed at the festival.
Ye restricts the choreography of a one-act
ballet to several movements. And with their
help, it shows the possibilities of energy
supplied to bodies with different speeds

“Eternal Movement of Life”

&

“Eternal Movement of Life”

and power. Each performance is an elegant,
speculative solution of specific formal issues.
In “4” this is the exhaustion of energy in
uniform circular movements, in “8” this is a
formal restriction of mobility: dancers cannot
stand up, they move lying from the front stage
to the back (this dance is worth watching from
the balcony!). Tao Ye thus leaves the circle of
ideas about Chinese art with indispensable
Chinese imagery. There is a universal
planetary that conceals the beauty of lines. At
the same time there is a broadcast of a formal,
chess game, work with basic characteristics
of movement: force, speed, gravity. That is the
essence of contemporary dance in the whole
world. Tao, the most popular «<non-Chinese»
Chinese choreographer, was born in 1985

in Chongging (population over 30 million).

He worked at the Shanghai Army Song and
Dance Ensemble, at the Shanghai Jin Xing
Dance Theatre, at the Beijing Contemporary
Dance Company BMDC. At the age of 23 in
2008 he founded the Tao Dance Theatre. He
attracted the attention of the Chinese fashion
industry, in 2015 collaborated with Youji
Yamamoto.

His rejection of Chinese imagery seems
logical to me in the modern world, where
brightly presented authenticity becomes
the sphere of interest of professional
researchers or tourists. Tao Yeh in the
language of dance represents Chinese art
embedded in the modern world, cognizing
and reflecting on the global trends of
modern dance. His art is in the best
sense political and directed to the future.
But paradoxically, the same can be said
about the work of Lin Li-Chen. Both of
them explore ritual, but in their own way.
And if the art of Lin Li-Chen has long
been a classic and hallmark of Chinese
choreography, Tao Ye’s experiments reflect
the movement of the 21st century.
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