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Director's note:

In the education that | have received, we _always look up to the strong, the beautiful, the
infinitely sustained body. However, in reality bodies are always fragile, prone to decay. In
this escaping reality of ours, | saw a type of beauty. This beauty is constrained by our living
environment, not understood. , .

To present this kind of beauty, we have to reject, reject the gxisting way.of viewing, the
inevitable connection, the representation of the reality. In this work, | want to accept the
being as it is, receptive to fragile body, to the self.

| believe the presence of a kind of “invisible body”. It connects the body's own intelligence,

also channeling to whichever dance we can imagine.

Dramaturg’s note

What it means to be aging in dance is a taboo subject in a Egro—American dance context.
In the field of ballet, beauty is in flexible, agile, youné dancing bodies, full of power
and stamina. People say that if ballet dancers had any kind of conscience, they would
retire from dance by the age of forty-five. The very fact of physical deterioration affects
dancers’ careers in a far more profound way than that of any other kind of artist. Old
dancers become choreographers, dance teachers,and producers. Coming back to dance has
historically not happened: They say farewell to dance. ’

In contrast, in some Asian contexts, _professional dancers continue dancing until a late age.
Not only traditional dancers (who are respected as a representat of intangible national
heritage), but also ballet, modern, and contemporary dancers like Kazuo Ohno in Japan, all
celebrate a longer career. Emancipated from the existing dance technique, their embodied,
bodily knowledge is more powerful and beautiful than what is visible on stage. The
historical past appears through the present,aging body on stage.

Influenced by the international debuts of these aging dancers, the recent trend in
contemporary dance and performance by German choreographer-director Pina Bausch,
French choreographer-dancer Jérome Bel, and Yvonne Rainer in Americaﬁ Postmodern
dance, has been to create an atmosphere to highlight the longer Lives of dancers. Along

with global population aging, people are paying more attention to the previously invisible

)

part of dancers' lives.

When one deals with performers who did not previous exist in the theatrital HENETIE
one needs a new approach. As Pina Bausch started working with diverse ikinds of
performers, she made her own artistic endeavor and her piece assumed a new form of
dance, “dance theater, which eventually prompted an epistemological turn in performing
arts. .

Mengfan Wang has worked with diverse bodies of performers. By expanding the idea
of aging as the process of growing older, she has delicately worked with children in her
previous piece, The Divine Sewing Machine. This time, she works with the movement
quality and body memories of retired ballet-trained dancers, (ao Zhiguang and Liu Guilin.
What was modern in terms of the dancing body in China is depicted as the aging bodies
of two dancers. The form of ballet was introduced to China for the purpose of modernizing
Chinese Dance. And it served as socialist ideology in the form of revolutionary ballet like
White-haired Girl and the Red Detachment of Women. While the trace of revolutionary
ballet is no longer visible in these dancers, the ghost of the past appears as Giselle of
Romantic ballet, which was forBidden during the period of the Cultural Revolution. The

spirit of ballet comes back in the aging, modernist dancing body in China.
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