W coZepiKaHus B NOroe 3a Bu3yasnbHbiM 3GdeKTOM.
1O cepbe3Han npobiemMa, KOTOpYH HeOBX0ANUMO
yunTbIBaTb CKy/JibNTOpam. He MeHee HacyLHbIM BO-
NPOCOM, TakXe TPebyLWNM peLleHns, ABASETCS

Hac/nef0BaHWe TPajMLMM U COXPaHEHMe KyabTyp-
HOM caMOBbITHOCTM Ha PpoHe rnobanmzaymm nNpu
npeaACcTaBAEHUN HALMOHaNbHOWN CKY/bNTYpPbl Ha
MeXAYHapOAHOW cLeHe.
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TRENDS OF BIOMECHANICS IN REFORMING
TRADITIONAL CHINESE THEATRE

Summary: Traditional Chinese theatre has a cen-
turies-old history. Although this process has experi-
enced its ups and downs, actors’ skills in traditional
Chinese theatre have not been completely lost; they
have been passed down from one generation to an-
other up to the present time. Especially in modern Chi-
na, traditional Chinese theatre inherits traditions and,
at the same time, it is constantly updated, continu-
ously striving for versatility and modernisation. After
Meyerhold’s death, the development of biomechanics

The relevance of the study lies in the fact the
two methods (Biomechanics and the skill of tra-
ditional Chinese theatre) continue to attract the
attention of theatre researchers, acting teachers,
and theatre practitioners. The book by A. Ryapos-
ov, Russian Directorial Art of the 20th Century’, is
an example. In this book, there is a chapter, which
is an extremely concentrated expression of Mey-
erhold’s main theatrical ideas and stage methods.
Moreover, it provides a detailed theoretical study
of Meyerhold's biomechanics. In the collection The
Big Book of Acting ?, the practical application of bi-
omechanics is discussed; in addition, modern train-
ings, developed in Russia and based on the ideas
and methods of Meyerhold's biomechanics, are giv-
en. In recent years, the method of biomechanics
has also attracted the attention of the theatre cir-
cles of China. In the article "Meyerhold’s Biome-

1. See:RyaposovA.Y. RUSSIAN DIRECTORIAL ART OF THE 20TH
CENTURY: Systems, Trends, Concepts, Ideas. 2022. St. Peters-
burg: Asterion, p. 244.

2. See: Sarabyan Elvira. The Big Book of Acting. A Unique Col-
lection of Trainings on the Methods of the Greatest Directors.
Stanislavsky, Meyerhold, Chekhov, Tovstonogov. 2017. Mos-
cow: AST Publishing House, p. 789.

was suspended for political reasons; however, owing
to the study and revival of Meyerhold's theatrical her-
itage by subsequent generations, a set of systemat-
ic performance methods has gradually formed. In the
process of their development, these two methods (bi-
omechanics and the skill of traditional Chinese thea-
tre) have some common features.

Keywords: Meyerhold's Biomechanics, training in tradi-
tional Chinese theatres, experimental Beijing Opera.

chanics and Traditional Chinese Musical Drama” 3
by A.Lyakhovich and Yang Nanjia, the relationship
between Meyerhold’s biomechanics and tradition-
al Chinese theatre is presented. Traditional Chinese
theatre has also opened a unique path of its devel-
opment in modern China and tried to combine its
own traditions with the achievements of Western
theatre. Over time, the actors’ skills in traditional
Chinese theatre have acquired many connections
with biomechanics, and the relationship between
the two methods deserves our study.

Acting technique during the reform of tradition-
al Chinese theatre is the object of this article.

The influence of Meyerhold’s biomechanics on
the work of a traditional actor of the Chinese the-
atre is the subject of the study.

The source base of the study is: 1) literature on
the skills and craftsmanship of traditional Chinese
theatre actors; 2) literature on Meyerhold’'s biome-
chanics; 3) video recordings of Chinese theatre per-
formances; 4) educational films of the Beijing Film

3. See: Lyakhovich V. A, Yang Nanjia. “Meyerhold’s Biomechan-
ics and Traditional Chinese Musical Drama” // Society. Envi-
ronment. Development. 2020. No. 2, pp. 60-67.
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Studio, which filmed training sessions for Beijing
Opera actors.

The methodology of the study is based on the
principle of historicism; moreover, it uses the com-
parative method.

The purpose of the study is to determine the in-
fluence of Meyerhold’'s biomechanics on the skill
of traditional Chinese theatre.

Research objectives:

1) to establish the influence of Meyerhold's bi-
omechanics on the training process of mod-
ern actors of traditional Chinese theatre;

2) to establish the influence of Meyerhold's bi-
omechanics on the experimental Chinese
theatre.

The novelty of the research lies in studying the
influence of biomechanics on the reform of tradi-
tional Chinese theatre.

After the founding of the People’s Republic of
China in 1949, traditional Chinese theatre sought
to achieve the opportunity for further development
by turning to Western theatre concepts. Thus, the
need for reform is both an opportunity and a chal-
lenge for traditional Chinese theatre.

Development of movement is one of the re-
search areas in traditional Chinese theatre. Dur-
ing the Cultural Revolution (1966-1976), theatre
figures tried to develop new forms of movement
in Beijing Opera. Jiang Qing (1914-1991) noted at
a conference: "Modern revolutionary Beijing Op-
era is the inheritance of traditions from a critical
point of view; it discards the outdated and devel-
ops the new. The basic techniques used in Bei-
jing Opera have not been lost; however, it is not
enough <...>. In order to reflect the new life, we
need to select from our life, create, gradually de-
velop, and enrich the basic techniques of Beijing
Opera” “. Subsequently, the workers of tradition-
al Chinese theatre came to Beijing Sports Insti-
tute, China Acrobatic Troupe, and Beijing Dance
Academy to test and implement the revolution-
ary and experimental teaching model of Triple
Unity of Beijing Opera, Dance, and Physical Ed-
ucation. One of the workers at that time, Jiang
Changchun, recalls: "A group of teachers and re-
searchers combines the teaching of traditional

4. Zhong Guo xi qu zhi bian ji wei yuan hui, «<Zhong Guo xi qu
zhi Bei Jing juan» bian ji wei yuan hui. [Editorial Committee of
the History of Traditional Chinese Theatre, Editorial Commit-
tee of the History of Traditional Chinese Theatre. The Beijing
Volume]. Zhong Guo ISBN zhong xin: Bei Jing [China Centre
ISBN: Beijing], 1999, p. 1557 (in Chinese).
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Beijing Opera techniques with the creative achieve-
ments of modern Chinese theatre, as well as dance
and physical education. After numerous changes,
experiments and adjustments, a curriculum was
formed for the associations of people with dif-
ferent body types, for the convenience of group
training for men and women, such as a sword
play group, a spear play group, a gesture group,
a stick play group, etc.” . And also: "The highest
standard of modelling and athletic aesthetics of
traditional Chinese theatre is the presentation of
the ‘circle’; as for the body movements, it is char-
acterised by roundness, curvature, and twisting.
<...> The model of Triple Unity of Beijing Opera,
Dance, and Physical Culture maintains the basic
movements of traditional Chinese theatre in phys-
ical training; <...> however, the character of the
movement is based on the characteristics of bal-
let” 8. The modern revolutionary Beijing Opera is
the result of the experience of combining Beijing
Opera with Western theatre, ballet, gymnastics,
and other arts. The play changed the performance
aesthetics of traditional Chinese theatre; the ac-
tor's performance emphasised the elongation of
the body, its striving for the top and "openness”
in its movements. From another point of view,
considering the aspect of body movement sep-
arately, physical culture movements and ballet
movements were added to the performances of
Beijing Opera. The movements and poses take
the aesthetics of ballet as their basis, giving us
the opportunity to see the fusion of movements
from Beijing Opera and Western ballet.
Therefore, at that time, the works of the Mod-
ern Revolutionary Beijing Opera basically followed
the above-mentioned stage aesthetics. For ex-
ample, the Modern Revolutionary Beijing Opera,
Red Women'’s Battalion, is adapted from the ballet
performance of the same name. In May 1972, the
film crew of the Red Women’s Battalion brought
Beijing Opera to the screen at the August 1st Film
Studio of the People’s Liberation Army of China.
Performed by the Beijing Opera Troupe of the
Red Women's Battalion, the film performance was
shown throughout the country in the same year.
The film performance of the Red Women’s Battal-

5. Dong Xin. Xi qu xian dai jiao yu gai ge fa zhan li cheng yan
jiu 1949-2009 [Dong Xin. A Study on the Development Pro-
cess of Traditional Chinese Theatre Education Reform in Con-
temporary China, 1949-2009]. Zhong Guo yi shu yan jiu yuan
[China Academy of Arts], 2013, p. 111 (in Chinese).

6. Ibid. P. 112.

ion borrowed many movements from the ballet
performance. Due to the adoption of a large num-
ber of Western dances, the actors’ body move-
ments were more open than the movements in
Beijing Opera’.

The Peking Opera play Taking Tiger Mountain
by Strategy was based on Qu Bo's novel Tracks in
the Snowy Forest, and was staged by the Shang-
hai Jingju Theatre Troupe at the Grand Theatre
of China on September 17, 1958. The work was
constantly revised during its performance, and
around 1965, a theatre reform group redesigned
the dances to resemble skiing movements. The
modern revolutionary Peking Opera, Taking Tiger
Mountain by Strategy, was filmed as a Performance
Film by the Beijing Film Studio in 1970. This Per-
formance Film included a section in which sol-
diers cross a snowy mountain and climb a cliff.
The section shows a ski dance in which an ac-
tor imitates a skiing pose. In addition, there is
a passage showing the movements of climbing
a cliff; the actors lie down on the stage, slide on
the stage on their backs using their legs; at the
same time, they imitate the pose of a climber
with their hands climbing a rope. Through a series
of movements, the actors on the stage showed
how the soldiers crossed the snow mountain and
climbed the cliff. In order to show the soldiers
quickly marching in the process of attack, the ac-
tors lined up in a row and used a movement sim-
ilar to the grand jeté 8 in ballet. Therefore, the
acting movements of modern revolutionary Bei-
jing operas are based on the conventional move-
ments of traditional Chinese theatre; however,
they add elements of folk dance and European
classical dance, such as the split jump and sup-
port in ballet. The modern revolutionary Beijing
opera troupe has created new dance convention-
al movements that have the distinctive features
of the new era and new characteristics of life. In
these movements, we can see elements such as
sports, gymnastics, and ballet.

Moreover, the formation of biomechanics wide-
ly absorbed elements from various fields. At the

7. See: Yang Jian. Cong "Ge ming xian dai jing ju” kan chuan
tong xi ju de zhuan xing [Yang Jian. Transformation of Tradi-
tional Chinese Theatre from the Perspective of Modern Rev-
olutionary Beijing Opera]. Xi Ju: Zhong yang xi ju xue yuan
xue bao [Drama: Journal of the Central Academy of Drama],
2003, (3): p. 51 (in Chinese).

8. Grand jeté is a ballet movement in which the dancer jumps
and does the splits during the jump.

turn of 1915, Meyerhold used pantomimes and
commedia dell’arte to train actors in the studio on
Borodinskaya; pantomimes became “predecessors
of future biomechanical exercises” °. In his sub-
sequent theatrical practice, Meyerhold adopted
techniques from various types of professional ac-
tivity, for example, different types of dance, circus,
gymnastics, and oriental stage skills. “"He notes
the growing spread of sports (90 Moscow foot-
ball teams) and the growing interest in sports..." 1°.
Meyerhold’s biomechanics emphasises the devel-
opment of the body, training physical strength,
speed, and flexibility of actors, which contrib-
utes to the versatile physical development of the
body. “Today, biomechanical elements are found
as components of stage plastic training, fenc-
ing, and combat training using other cold weap-
ons, stage speech training, stage dance training,
etc.” " Nowadays, an actor of the traditional Chi-
nese theatre must master a large number of skills
in order to adapt to the development of modern
plots. Traditional Chinese theatre seeks support
in the modern environment; the actor’s body is
constantly evolving, thereby becoming universal
for mastering various skills. In this regard, simi-
lar requirements are imposed on biomechanical
actors and actors of the modern revolutionary
Beijing Opera.

After the reform and opening-up policy was
implemented in the 1980s, the theatrical concepts
of Western modern theatre began to penetrate
into China. Traditional Chinese theatres reinter-
preted the modern revolutionary Beijing Opera
of the Cultural Revolution period. They returned
to the teaching principles that were fundamental
to traditional theatre; however, the development
and exploration of body movement did not stop.
Since the basic physical training of actors in tradi-
tional Chinese theatre begins in adolescence, the
National Academy of Chinese Theatre Arts and the
Shanghai Theatre Institute established traditional
Chinese theatre schools attached to these schools;
similar specialised secondary schools were also es-
tablished in other provinces. The training lasted
for six years, recruiting teenagers aged 10-13 who
met the criteria of the speciality and the criteria of

9. See:"V.Meyerhold Studio. 1917. Documents” // Theatre, 2004.
No. 2, pp. 86-96.

10. Ibid.

11. Ryaposov, A. Y. RUSSIAN DIRECTORIAL ART OF THE 20TH
CENTURY: Systems, Trends, Concepts, Ideas. 2022. St. Peters-
burg: Asterion, p. 97.
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Il 1. Educational films of Peking Opera: Salto. 71960.

physical fitness. The developed flexibility of a teen-
ager’'s body at this age is suitable for training, and
the high plasticity of the body helps to develop
basic physical skills. The tradition of the old the-
atre school, Ke Ban ™2, to which modern teaching
theories were added, is the basis of this training;
thus, the teaching methods become more scien-
tific. For example, in 1974, the Beijing Film Studio
made a series of training films on movement train-
ing for Beijing Opera performances. Owing to this
film, we can understand the methods of training
body movements.

The film is divided into four parts: basic skills,
martial arts, Ba Zi mastery, and figure mastery.
The first part talks about the basic skills that train
body control and physical flexibility of actors, in-
cluding training arms, legs, shoulders, body posi-
tion, that is, the development of flexibility of the
actor’'s body is the basis. The second part, “mar-
tial arts”, includes two types of Tan Zi Gong (mas-
tery on mats) 3 hard and soft. Hard Tan Zi Gong
is the mastery of handstand, “bridge” pose, som-
ersault, and other 32 trainings. Soft Tan Zi Gong
includes various types of falls, somersaults, and
other 43 techniques. The third part shows Ba Zi
mastery, which is used to demonstrate hand-to-
hand combat, fighting with weapons and other ac-
robatic skills. This skill is necessary for training the
flexibility of the shoulders, elbows, wrists. Moreo-
ver, the training includes juggling swords, spears,
knives, etc., as well as 16 other techniques of com-
bat between two people. Exercises for performing

12. Ke Ban was a form of organisation that had a certain scale
and specialised in training actors of traditional Chinese the-
atres before the 20™" century. It was the most important way
of managing schools of traditional Chinese theatre.

13. To prevent injuries to students, martial arts training is usu-
ally conducted on mats, which is why it is called mat mas-
tery. There are "hard” and “soft” Tan Zi Gong. The "hard” type
teaches students somersaults, jumps, etc., and the “soft” one
trains such movements as swings, rolls, that is, those move-
ments in which the body touches the ground.
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conditional movements and tricks, which include
14 types of training ', are the basis of the train-
ing in the fourth part, the figure mastery.

All four parts of the exercises are necessary skills
that every actor in traditional Chinese theatre must
master. Owing to the film, we can clearly learn about
the teaching methods. First, all the exercises are per-
formed by teachers to show an example, and then
the students repeat after them; then, the teacher
corrects their mistakes. This model of teaching is
similar to Meyerhold’s method of teaching actors.
"Meyerhold the director composed his plays as an
actor, playing out all the roles and finding an acta-
ble approach to them in an actor’s way. Moreover,
Meyerhold set tasks for the performers by means
of demonstration.” > Unlike the Stanislavsky school,
which is aimed at developing actors’ internal tech-
nique, traditional Chinese theatre and Meyerhold'’s
techniques are demonstrated by masters and then
imitated by students.

When performing complex movements in Bei-
jing Opera, the teacher breaks one complex move-
ment into parts and helps students do each part
of a specific movement, and then combines the
disparate parts of the movements into one integral
action. For example, a somersault can be divid-
ed into two consecutive movements — a hand-
stand and a bridge pose. There are études for
training actors in the Beijing Opera. Such études
include the most basic, as well as the most fre-
quently used and expressive stage movements,
and only after this does the transition to the en-
tire Beijing Opera occur, which can already be

14. See: Educational films of Peking Opera (1960) [Electron-
ic resource]. Slap 1874. Video. 2021. URL: https://youtu.be/
6rMVnZ1wtuU (This text is based on a summary of the text-
book on physical and motor training in Peking Opera, filmed
by the Beijing Film Studio. Accessed on: 08.10.2021).

15. Ryaposov, A. Y. RUSSIAN DIRECTORIAL ART OF THE 20TH
CENTURY: Systems, Trends, Concepts, Ideas. 2022. St. Peters-
burg: Asterion, p. 79.

staged. Thus, the basis of the stage movement is
the totality of each basic movement. The meth-
ods of the Meyerhold biomechanics exercise sys-
tem have similar principles. “The meaning of the
biomechanical étude was that a certain complex
movement was broken down into its constituent
elementary movements, after which each of the
constituent movements was trained and worked
out to perfection. Then all the components were
again combined into the original whole; howev-
er, at the same time, the original complex move-
ment was performed at a completely different
level of harmony and perfection.” ' We can say
that the physical training of traditional Chinese
theatre and the method of biomechanics are like
creating a melody. Each pose is like a separate
note; by connecting separate parts of poses we
get a movement (chord), and then a complex skill
(sketches) is formed. And, of course, the meaning
of the étude is greater than the sum of each note.

It is worth noting that the physical training in
traditional Chinese theatre is gradually approach-
ing the Western theory of sports biomechanics,
thus, trying to scientifically explore and reveal the
body movements. Let us take the National Acad-
emy of Chinese Theatre Arts as an example. Af-
ter students graduate from secondary vocational
school and enter the academy, this school still
emphasises the basic skills development during
training. The National Academy of Chinese Theatre
Arts has established departments specialising in
teaching the basic skill mastery, Tan Zi Gong mas-
tery, Ba Zi mastery, and figure mastery. Teachers
in charge of physical training classes should not
only have the skills of theatre arts, but also con-
duct research in kinetics, sports psychology, and
educational psychology. Teachers should under-
stand topics such as the structure of the human
body and muscle physiology, how each muscle
works during the various movements of tradition-
al Chinese theatre performances, and the point
of application of force during the movements.
“In September 2003, the National Academy of
Chinese Theatre Arts introduced a separate ed-
ucational program for theatrical physical training
and opened a corresponding department. This
specialty focuses on the physical training of stu-
dents. Its goal is to prepare highly qualified spe-
cialists who are able to meet the requirements of

16. Ibid. P. 96.

the disciplines taught in theatrical educational in-
stitutions, and who can perform in a profession-
al theatre troupe.” "7 Thus, the teaching methods
within the framework of traditional Chinese the-
atres are gradually improving. Now attention is
paid not only to the field of physical training but
also to biology, psychology, and other branches
of knowledge. “Meyerhold took the term biome-
chanics from the field of biophysics and rethought
it in his own way <...> Biomechanics studies the
mechanical properties of living tissues, organs, and
the body as a whole.” ®® In modern China, tradi-
tional Chinese theatre and the theory of biome-
chanics pursue the same goal. As well as studying
the performing arts, research is also constantly
carried out on the characteristic properties of the
physical movements of the body.

In addition to the education of traditional Chi-
nese theatre, the practice of traditional experimen-
tal Chinese theatre can also find many connections
with biomechanics. Traditional experimental Chinese
theatre refers to a series of experimental perfor-
mances “which were staged in China from the late
20th century to the early 21st century, for about 30
years" °. For example, “modern experimental Bei-

"nou

jing opera”, "small stage traditional experimental
Chinese theatre”, “cross-cultural traditional exper-
imental Chinese theatre”, and other experimental
and innovative works of traditional Chinese thea-
tre. Some traditional experimental Chinese theatres
have modernised and westernised the plot details
of traditional Chinese theatre to meet the needs of
new culture, modern stage, and audience. More-
over, in addition to maintaining the movements
of traditional Chinese theatre on stage, it has be-
come necessary to also create new physical move-
ments on stage.

For example, Rickshaw Boy, a modern Peking
Opera, was created and staged in 1998 by the

17. Wang Chan. Dui wai xi qu xing ti jiao xue yan jiu [Wang Chan.
Research on Teaching Methods of Traditional Chinese Theatres].
Bei Jing: Zhong Guo xi qu xue yuan [Beijing: National Acade-
my of Chinese Theatre], 2014, p. 3 (in Chinese).

18. Sarabyan Elvira. The Big Book of Acting. A Unique Collec-
tion of Trainings on the Methods of the Greatest Directors.
Stanislavsky, Meyerhold, Chekhov, Tovstonogov. 2017.
Moscow: AST Publishing House, p. 314.

19. Xie Bailiang. Dang dai “Xiao ju chang xi qu” de fa sheng yu
fa zhan — Zhong Guo shi yan xing xi qu pu xi zhi shu li
[Xie Bailiang. The Emergence and Development of the Modern
“Small Theatre” — History of Chinese Experimental Theatre).
Xi Ju: Zhong yang xi ju xue yuan xue bao [Drama: Journal of
the Central Academy of Drama], 2015, 000(002): p. 91 (in Chi-
nese).
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Jiangsua Province Beijing Opera theatre. The play
was based on the novel Rickshaw Boy by Lao She,
a story about the sad life of a Beijing rickshaw
puller named Xiangzi in the 1920s. The produc-
tion was directed by Shi Yukun (1943-2020). The
play includes a scene where the main character,
Xiangzi, pulls a cart. When the actor was pulling
the cart, he used two movements from Peking
Opera on stage — the role of Sheng the warri-
or and Hualian (the role of male characters with
painted faces). Then the movements of tradition-
al Chinese theatres are combined with the real
movement of a person pulling a cart: through the
movement of the hands when the actor touch-
es the carriage, as well as when the actor pulls it
behind him — lifting or lowering, turning right
or left, changing the speed of movement . Al-
though the costumes, props, poses, and gestures
on stage have abandoned the traditional elements
of Beijing Opera and turned into real character-
istics, the actor's movement still has the charac-
teristics of plasticity and image. Actors convey
a whole range of feelings experienced by the char-
acter. Through the plasticity of movement, the
audience can feel the thrill and joyful feeling of
Xiangzi when he pulls a new carriage.

In 2002, director Li Liuyi (b. 1961) created a new
version of the opera of traditional Chinese Kun-
qu theatre, The Story of Dolls. The actors showed
wooden puppets through body movements. The
image of wooden puppets was combined with the
Kunqu opera. In The Story of Dolls, the following
story is told: the goddess Zixia got bored with
the carefree life of a celestial being and decided
to go to the human world to find her love, after
which she turned three wooden dolls into peo-
ple. However, when the dolls became people, they
were subjected to bourgeois prejudices. Finally,
the goddess lifted the spell from them, and they
became dolls again. Accompanied by traditional
Chinese and Western musical instruments, the ac-
tors move rhythmically, like dolls; there is a me-
chanicalness in their movements 2'. In addition, the
actors pronounce lines during some movements.

20. See: Beijing Opera Rickshaw Boy (1998) [Electronic resource].
Slap 1874. Video. 2021. URL: https://youtu.be/VVG7_Mi3n-o
(accessed on: 07.10.2021). [The content described in the text
can be seen in the video at 6:25].

21. See: Kunqu — The Story of Dolls (2002) [Electronic resource].
Slap 1874. Video. 2021. URL: https://youtu.be/VPoH8RJ2rrQ
(accessed on: 07.10.2021). [The content described in the text
can be seen in the video at 5:53].
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For example, one actor, moving like a doll, simul-
taneously says the following: “you laugh, and he
laughs, but who would know about the suffering
of the doll...". When the actor utters words such
as "laugh” and "know”, he also depicts them with
his body. Thus, the actor’'s body makes plastic
movements along with the speech, and this make
it more expressive 2. After the goddess brought
the dolls to life, the body movements also showed
the process of the dolls becoming human. For ex-
ample, the actor exaggeratedly showed the dolls’
heartbeat, expanded the heartbeat to the move-
ment of the whole body, then used movements
similar to folk juggling to show the state after be-
coming human 23. A number of performances in
The Story of Dolls are in line with the principles
of biomechanics performance, such as some ex-
aggerated stage movements of the actors. These
movements have a sense of plasticity; each move-
ment of the actor follows the rhythm of Chinese
traditional percussion instruments. Each move-
ment of the body, legs, and arms is revealed to
the viewer and is clearly reproduced. In addition,
the actors’ speeches are also involved in the per-
formance of the movements, giving greater force
to the language.

A modern experimental Beijing opera Faust is
another work. It was co-produced by the China Na-
tional Peking Opera Company and the Emilia Ro-
magna Teatro Fondazione (ltaly). Anna Peschke from
Germany was the director, Li Meini from the Chi-
na National Peking Opera Company was the stage
director, and Xu Mengke from the China National
Peking Opera Company was the executive director
of Beijing opera. The Italian side was responsible
for the scenography and lighting, and the Chinese
side was responsible for the stage design, Beijing
opera composition, and costumes. Based on the
traditional Beijing opera orchestra, Western mu-
sical instruments and electronic music were add-
ed to the music of Faust. On October 8, 2015, the
premiere of the modern Beijing opera Faust was
held at the Teatro Arena del Sole in Bologna. From
October 8 to 25, Faust participated in the VIE Fes-

22. See: Kunqu — The Story of Dolls (2002) [Electronic resource].
Slap 1874. Video. 2021. URL: https://youtu.be/VPoH8RJ2rrQ
(accessed on: 07.10.2021). [The content described in the text
can be seen in the video at 6:17].

23. See: Kunqu — The Story of Dolls (2002) [Electronic resource].
Slap 1874. Video. 2021. URL: https://youtu.be/VPoH8RJ2rrQ
(accessed on: 07.10.2021). [The content described in the text
can be seen in the video at 36:06].

tival in Italy and was performed 12 times in Bolo-
gna and Modena.

The modern Beijing opera Faust is based on
Goethe's tragedy of the same name. The script-
writer, Li Meini, shortened the content of the trag-
edy and staged its first part. Faust consists of four
acts: Prologue, Contract, Love Adventures, Evil Fate,
and Return. The plot begins with a bet between Me-
phistopheles and the Lord and mainly tells the trag-
ic love of Faust and Gretchen. On stage, the actor
also added some physical movements that are not
traditional for Chinese theatre. For example, there
was a passage where Faust and Gretchen danced,
and the director invited two teachers from the ori-
ental dance theatre to develop new dances for the
actors; the pair dance and the gentle melody of
the cello made the scene more romantic. In Faust,
there were also pantomime, slow motion, etc %4,
these movements were completely uncharacteris-
tic of traditional Chinese theatre, many movements
were taken from modern life. By observing every-
day modern life, simplifying movements, exagger-
ating and comedy, the performance sparkled with
new colours. It began to meet the aesthetic percep-
tion of modern people and contributed to Western
audience’ recognition.

Director Xu Mengke said in an interview: "The
actors’ action is divided into introduction, develop-
ment, climax, denouement; in the actors’ actions,
the introduction is the movement of traditional
Chinese theatre, whereas the development of the
action takes the movement of Western theatre” %.
That is, the actor first took the pose of tradition-
al Chinese theatre, and then suddenly switched to
other movements that did not belong to traditional
Chinese theatre. This change caused a contrasting
comedic effect, and this contrasting effect is the
culmination or turn in the action. For example, if
we follow the conventional method of traditional
Chinese theatre, the actor appears on the stage,
takes a pose, and then walks around the stage to
show that they have walked a long distance. How-
ever, in modern Beijing Opera, Faust first appears
on the stage and takes a pose of Beijing Opera,

24. See: Beijing Opera — Faust (2015) [Electronic resource]. Slap
1874. Video. 2021. URL: https://youtu.be/8tp6Jdp_arw (ac-
cessed on: 07.10.2021). [The content described in the text
can be seen in the video at 8:32].

25. See: Press conference of the Beijing Opera Faust [Electron-
ic resource]. Slap 1874. Video. 2022. URL: https://youtu.be/
NduEAFSFuxg (accessed on: 03.08.2022). [The content de-
scribed in the text can be seen in the video at 2:27].

and then suddenly starts running like an athlete.
This instant change caused laughter in the au-
dience %6, Another example is when Valentine re-
turned home, Gretchen came out to meet him,
Valentine extended his hand and took a pose of
Beijing Opera, and the next second they played
with their hands like children ?’. This action showed
the friendship of the sister and brother, and also
caused a comedic effect.

Another innovation of traditional experimen-
tal Chinese theatre is that one actor shows sever-
al techniques of traditional Chinese theatre roles
on stage. When teaching traditional Chinese thea-
tre, students must first master the basic skills, and
then choose one role to master professionally. Usu-
ally, an actor plays one professional role through-
out their life. However, in traditional experimental
Chinese theatre, the actor gradually breaks down
the limitations of the role; it has become possible
to perform in different techniques, to the point that
one actor can use various techniques of the role in
their performance.

For example, in Faust, it is necessary to trans-
form the Western plot into Beijing opera, and the
director is no longer tied to the peculiarities of
the role of traditional Chinese theatre, but anal-
yses and portrays the characters as in Western
theatre. Thus, the actors’ performances on stage
violated the limitations of the role, the actor used
the skills of various roles when playing the char-
acters of Faust.

Liu Dake, the actor who played Faust, said in
an interview: "I have the acting skill of Hualian's
character <...>, and Faust is a student, and he must
fall in love with Dan’s (Gretchen) character. It is
inappropriate to completely use the technique of
Hualian's character, so | borrowed the techniques
of various characters...” 28, For example, when Liu
Dake played the old Faust, he shaped his body
as an old man through movements such as shak-
ing his beard and hands; then he showed the

26. See: Beijing Opera — Faust (2015) [Electronic resource]. Slap
1874. Video. 2021. URL: https://youtu.be/8tp6Jdp_arw (ac-
cessed on: 07.10.2021). [The content described in the text
can be seen in the video at 2:46].

27. See: Beijing Opera — Faust (2015) [Electronic resource]. Slap
1874. Video. 2021. URL: https://youtu.be/8tp6Jdp_arw (ac-
cessed on: 07.10.2021). [The content described in the text
can be seen in the video at 3:54].

28. Zhang Luting. Hua lian yu dan jue tan lian ai jing ju «Fu shi
de» ju chang li zuo shi yan [EB/OL], [Zhang Luting. Hualian
and Dan Fall in Love. Beijing Opera Faust Experiments in The-
atre]. URL: http://culture.gianlong.com/2017/0905/1993370.
shtml, 05.09.2017 (accessed on: 20.07.2022, in Chinese).
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process of becoming young through a series of
movements of traditional Chinese theatres, such
as playing the beard, playing the sleeves, som-
ersaulting and so on. When he became a young
man, Liu Dake jumped on the table and showed
difficult skills such as Vertical Split to show Faust's
youthful state and excitement. Therefore, the ac-
tors’ skills are only used to portray the charac-
ters and show the plot, rather than to show the
characteristics of the character.

Such “interprofessionality” and “multi-profes-
sionality” can actually be perceived as a breakdown
and unification of techniques and skills of differ-
ent roles. The mastery of a role has turned into the
mastery of the actor’s performance, that is, having
mastered the various techniques of a role, the ac-
tor can act in different roles. In other words, play-
ing a variety of roles, the actor can use different
performance techniques, and thus, the concept of
the "Meyerhold mask” appears in the performance.
“The mask of a Meyerhold actor is not a mask that
was put on the face.” ?® A.Ryaposov explained the
Meyerhold mask in detail in his book: “The mask of
a Meyerhold actor was created through the plasticity
of the entire body, which gave the mask duality: it
was both stable and variable at the same time, al-
lowing to be played from different angles” 3°. That
is, the acting techniques of traditional Chinese thea-
tres for performing each individual role are “masks”
of different characters.

For example, Wu Hsing-kuo (b. 1953) used a sim-
ilar acting method on stage in the play King Lear.
In his youth, Wu Hsing-kuo studied Peking Opera
at Taiwan’s Fu-Hsing Chinese Opera School for
eight years. In 1986, Wu Hsing-kuo and a group
of young actors from traditional Chinese theatres
founded the Contemporary Legend Theatre. The
troupe subsequently adapted and staged many
Western classical works. All the works strictly ad-
hered to the performance rules of Peking Opera,
while, at the same time, introducing new dance
techniques and some elements of Western thea-
tre performance, and introducing modern theatre
concepts into such works. Traditional Experimen-
tal Chinese theatre King Lear is Wu Hsing-kuo's

29. Varlamova V. P. “The Storm Staged by V. Meyerhold (Alexan-
drinsky Theatre, 1916)" // A. Ostrovsky. New Research: Collec-
tion of Articles and Messages / Russian Institute of Art His-
tory. St. Petersburg, 1998, pp. 82-113.

30. Ryaposov, A. Y. RUSSIAN DIRECTORIAL ART OF THE 20TH
CENTURY: Systems, Trends, Concepts, Ideas. 2022. St. Peters-
burg: Asterion, p. 77.
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adaptation of Shakespeare’s play; he was also the
director and actor. King Lear combines Peking Op-
era, Kunqu, Taiwanese aborigine music, and dance,
and other stage techniques, and is presented in
the form of a monodrama. King Lear is divided
into three acts: the play, the playing, and a play-
er, and was publicly performed in Taipei in 2001
and then toured Europe.

In King Lear (2006 version), Wu Hsing-kuo used
character acting techniques from Beijing Opera to
portray King Lear, the favourite, the dog, the three
daughters, the Earl of Gloucester, the two sons, and
10 other different characters *'. In the first act, Wu
Hsing-kuo used the character of Laosheng (an old
man) to play King Lear. “In the first ten minutes of
the play, King Lear runs in a deserted wasteland
with an angry expression, a technique borrowed
from the actor Zhou Xinfan's performance of "Xu
Ce Runs Through the City'.” 32 On stage, the actor
played the role of Laosheng (an old man), he trem-
bled, tossed and turned, fell, etc. All these move-
ments were performed to create the scene where
King Lear desperately runs across the wasteland.

In the second act, Wu Hsing-kuo used the
dwarf’'s gait from the character of Chou (a co-
median) to portray the king's jester and dog. He
used the figure and gestures from the charac-
ter of Qingyi (a woman in modest clothes) and
Huadan (a young coquettish woman) to portray
King Lear’s daughters, so that the characteristics
of each daughter were different from each oth-
er. The character of Laosheng was used to play
the role of the blind Earl of Gloucester, and the
character of Wusheng (warrior) to play Edmund
and Edgar. In addition to creating roles, Wu Hs-
ing-kuo also used the actors’ body movements
in the play to quickly switch between roles. For
example, in the second act, when the wandering
Edgar meets his blind father Gloucester in the
desert. Edgar leads his father up the mountain
with the help of a stick; Wu Hsing-kuo used the
stick as a prop, showing the process of change
that starts at one end of the stick and ends at the
other end, when the human body changes and

31. See: "King Lear (1998)" [Electronic resource]. Slap 1874. Vid-
eo. 2021. URL: https://youtu.be/73gVipRxaKI (accessed on:
07.10.2021).

32. Li Wei. Xi ti zhong yong: Lun Wu XingGuo “Dang dai chuan qi
ju chang” de kua wen hua xi ju shi yan [Li Wei. Using Western
Style: Wu Hsing-kuo's Cross-Cultural Theatrical Experiment in
the Modern Legend Theatre]. Xi ju yi shu [Theatre Art], 2011,
000(004): 10001, p. 71 (in Chinese).

Ill 2. King Lear. 1998.

young Edgar turns into Gloucester. In biomechan-
ics, a role is a large biomechanical étude, and each
role has a corresponding “mask”. In Meyerhold's
Don Juan, actor Y. Yuryev (1872-1948) also used
the above-mentioned mask method to create the
image of Don Juan. “In the play Don Juan, Yuryev
was present with his face, playing the mask of
Don Juan. However, when playing different hy-
postases of his hero, Yuryev varied the plastici-
ty, depicting Don Juan as a brilliant cavalier, then
Don Juan as a skilled seducer, then Don Juan as
a swordsman, duelist, and fighter. All these are
certain variations of the plasticity of Don Juan;
thus, Yuryev played with his hero’s mask from
different angles.” * Therefore, this "mask” is not
a traditional mask that is put on the face, nor a Pe-
king Opera mask, which is made with makeup,
but a mask created through movement. By var-
ying the movements, the actor, through appro-
priate movements, portrays different “masks” of
the characters. It can be said that on stage, Wu
Hsing-kuo and Yuryev created “masks” through
plasticity, that is, their technique corresponded
to Meyerhold’s theatrical concept of using bio-
mechanical methods to create different “masks”.

In addition, based on the premise that tradi-
tional experimental Chinese theatre continues to
inherit traditions, multidisciplinary development
has also become a direction for the study of tra-
ditional Chinese theatre, that is, an attempt to ap-
ply the stage art of traditional Chinese theatre in
areas beyond the stage of traditional Chinese the-
atre, thereby expanding the possibilities of stage
performance. Traditional Chinese theatre is a com-
plex art that combines literature, music, dance, fine
arts, sculpture, martial arts, acrobatics, etc. This
means that traditional Chinese theatre can com-
bine and experiment with various performing arts
in other fields of theatre performance, creating all

33. Ibid. P. 77.

kinds of interactions. For example, the combina-
tion of Beijing Opera and modern dance, as in the
modern dance Three-Forked Crossroad (2020), the
actors borrowed the classical episode of Beijing
Opera Three-Forked Crossroad by using the con-
ventional method of traditional Chinese theatre
in dance. Two actors fought in the dark on the
table. The movements of two people on the nar-
row table clearly followed the rhythm of the mu-
sic. Through the conventional movements of the
actors, the dance performance was enriched with
the details of the story being played 3*%. The audi-
ence can understand the plot even if there is no
dialogue in the performance. By combining such
elements as the simplicity of the stage, actors’ con-
ventional acting, the movements like acrobatics,
the combination of various body movements, the
movements to the rhythm of the music, we can
regard such a performance as a work with biome-
chanical tendencies.

Moreover, there is also a distinct advantage in
applying traditional Chinese theatre performance
techniques to films. Traditional Chinese theatre
actors, after undergoing physical training, can
brilliantly perform acrobatic moves in films, the
best example of which is the outstanding actor
Jackie Chan. Jackie Chan began studying tradi-
tional Chinese theatre at the age of six, and dur-
ing his school years, he mastered the basic skills
used in traditional Chinese theatre. His experi-
ence learning the skills of traditional Chinese the-
atre laid a solid foundation for his later career in
Kung Fu films. The fights in Jackie Chan'’s films
are closely related to the fighting moves in tra-
ditional Chinese theatre, in which he combines
Tang Zi Gong, gymnastics, physical education,
and acrobatic art. The features of the techniques
from the fight scenes in Beijing Opera are espe-

34. See: Modern Dance — Three-Forked Crossroads (2020)
[Electronic resource]. Slap 1874. Video. 2021. URL: https://
youtu.be/fS5N8FxyfNE (accessed on: 09.10.2021).
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IlL 3. Project A. 1983

cially evident. In terms of creating the characters,
Jackie Chan adopted the Wu Chou (warrior and
comedian) style from Beijing Opera, and mainly
played martial arts characters and comical charac-
ters, emphasising the agile and humorous behav-
iour on the screen. He also used witty language,
thus creating a new style of Chinese martial arts
films — Kung Fu comedy.

We divide the action in Jackie Chan’s Kung Fu
comedy into single action and mass combat battle.
Single action is mainly for Jackie Chan to overcome
environmental obstacles. For example, climbing over
high walls and large iron gates, climbing the Big
wheel, bridge and high-rise buildings, etc. In these
scenes, Jackie Chan uses techniques from Tang Zi
Gong and gymnastics, such as climbing, handstands,
somersaults and jumps, etc.

In order to show the fight of two people and
the mass combat battle, Jackie Chan's Kung Fu
Comedy is different from other kung fu films.
Kung fu films were closer to real fights, and
the battles mainly emphasised the heroism of
the main characters and the brutality of their
movements. Kung Fu Comedy is characterised by
a strong street juggler style, flexible movements
and interesting, even dangerous stunts; the battle
is also closely related to the surrounding com-
plex space. In some kung fu films, the main char-
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acter alone confronts a whole group of people;
however, the villains come forward one by one
to fight. Such a fight was no different from the
fight of two people, and in Jackie Chan’s Kung
Fu Comedy, the battles of a mass combat na-
ture are the process of joint participation of all
participants in the action. We will try to divide
all the participants in the battle into separate
individuals; the kung fu of an individual is ana-
lysed into simple elements of movements, such
as jumping, rolling, kicking and punching, etc. It
is worth noting that the actors’ kung fu move-
ments must be agreed upon in advance during
the rehearsal. The content of the rehearsal must
be strictly followed, no improvised movements
can be used, otherwise it will be dangerous. We
will find that the mass fighting battle can be re-
garded as the work of Jackie Chan and other ac-
tors posing in various poses quickly and clearly
with a specific purpose. Based on this, we com-
bined all of this together, and such a rhythmic
coordinated mass movement formed the battle
scene. In order to enhance the realism, some
complex actions in Jackie Chan’s Kung Fu Com-
edy are shown in long shots instead.

Another feature of Jackie Chan's Kung Fu come-
dy is his use of props. All objects in everyday life can
be used as fighting weapons, using sticks, benches,

ladders, plates; fruits and vegetables and other ob-
jects can be juggled. For example, in the film Pro-
Jject A (1983), Jackie Chan used bicycles, bamboo
poles, windows, ladders, and other props to defeat
his opponents. We can easily remember two famous
actors of the era of Western silent comedy, Chaplin
and Keaton, who both show exciting and humor-
ous scenes with the help of physical movements.
Thus, we can generalise the features of the move-
ments in Jackie Chan’s Kung Fu comedy: the skills
of traditional Chinese theatres were used. During
the rehearsal, complex martial arts movements were
broken down into elementary movements and then
connected again; strict requirements were imposed
on the movements; the movements had a rhythm;
juggling and stunt skills were used, all of which also
have biomechanical features.

It is worth noting that the movements in tra-
ditional Chinese theatre have unique artistic and
aesthetic characteristics, as well as unique symbol-
ic features. Direct use of these movements in the
performance is obviously inappropriate. For exam-
ple, the physical movements of traditional Chinese
theatres are difficult to integrate into the thea-
tre scene, which shows “real life". Eugenio Barba
mentioned Wu Hsing-kuo’s performances in the
interview: “His (Wu Hsing-kuo's) performances are
modern productions; however, they are still limited
by the framework of Beijing Opera” *. Tradition-
al Chinese theatre attaches great importance to
the development of actors’ movements. This “tra-
dition” has been passed down from generation to
generation and has been developing for a hundred
years. In modern China, a whole educational struc-
ture has been created to teach theatre skills for all
age groups, including children’s art schools, mid-
dle schools, secondary vocational schools, high-
er vocational educational institutions, bachelor’s
degrees, as well as studying abroad. Therefore,
just as Meyerhold used biomechanical methods
to train actors, the physical movements of tradi-
tional Chinese theatres can be used as a training
method for modern theatre actors to improve the
unique performance system in China.

35. You Jin Ni Ao - Ba Er Ba. Feng Wei. Zhang Ruonan. Wang Yue
Fan yi. Xi ju ren lei xue jia yan zhong de Zhong Guo xi qu —
You jin ni ao Ba er ba fang tan lu [Eugenio Barba, Feng Wei,
Zhang Ruonan. Translated by Wang Yueyi. Traditional Chi-
nese Theatre as Seen by Theatre Anthropologists, an Interview
with Eugenio Barba]. Xi Ju: Zhong yang xi ju xue yuan xue bao
[Drama: Journal of the Central Academy of Drama], 2021, 04,
p.19 (in Chinese).

CONCLUSION

Traditional experimental Chinese theatre contin-
ues to innovate while maintaining tradition. In or-
der to adapt to modern dramas (including classical
Western dramas), modern stages, and "experimen-
tal” works by modern directors, traditional Chinese
theatre actors need to enrich their arsenal.

In the modern education system, the teaching
methods of traditional Chinese theatres have im-
proved teaching methods, ensured the scientific
development of physical training in terms of psy-
chological and mechanical aspects, and achieved
interdisciplinary comprehensive training for the
actors’ bodies. Students of the Academy of Tradi-
tional Chinese theatre can participate in musicals,
plays, dance performances, puppet shows, films,
etc. Moreover, they can apply the skills of tradi-
tional Chinese theatres that they have mastered
to experiments in various professions and fields,
expand the various capabilities of traditional Chi-
nese theatres.

From the point of view of stage practice, there
are also differences between the physical move-
ments of traditional Chinese theatre and biome-
chanics. For example, the body movements in
traditional Chinese theatre have their own hidden
meaning. They must be elegant and have oriental
beauty, and the movements must follow the aes-
thetic principle of “roundness”, and biomechanics
strives for exaggeration, openness, grotesque and
other principles of sports aesthetics. Influenced
by Western theatre, traditional experimental Chi-
nese theatre retains the advantages of tradition-
al Chinese theatre — a conventional performance
based on singing, stage speech, stage movement,
acrobatic skill. However, the stage movements are
no longer limited by traditional oriental aesthetics
and gradually break the limitations of Chinese tra-
ditional theatre by adding other physical elements
such as circus, dance, physical culture movements,
etc. During the research, it was found that with the
development of traditional Chinese theatre, it is in
many ways close to Meyerhold's concept of theat-
rical performance based on biomechanics.
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TEHAEHLI BUOMEXAHUNKW
B PEOOPMWPOBAHUW TPAANLINOHHOTO
KUTANCKOIO TEATPA

AHHomayus: TpaAVULMOHHbIN KUTaUCKUIA TeaTp UMeeT
MHOTOBEKOBYH UCTOPUIO, XOTS 3TOT MPOLLECC NepexxmBan
CBOW B3/1€TbI U NAZEHUsA, MacTEPCTBA akTePOB B TPaauLIU-
OHHOM KWTalCcKOM TeaTpe He Bblav MOJHOCTbIO YTpayeHbl,
OHV MepesaBannch U3 OAHOO NMOKONEHMS B APYroe BMiOTb
4,0 HacTosLero BpeMeHn. Ocob6eHHO B coBpeMeHHOM Ku-
Tae TPaAULIMOHHBIA KUTANCKNIA TeaTp, HacieAys TPaanLmu,
BMeCTe C TeM, NOCTOAHHO OBHOBASAETCS, HEMPEPbIBHO CTPe-
MUTCA K MHOFOCTOPOHHOCTU 1 MOAepHu3aLmn. M nocne
cmepTn Meliepxonbaa pa3sButne 6UoMexaHVKN npuocTa-

AKTYaNIbHOCTb UCC/Ief0BaHUA COCTOWT B TOM, YTO
ABa MeToza (BuomexaHunka v MacTepcTBO TpaanLum-
OHHOro Kutanckoro Teatpa) NpogoKaeT npueekaTb
BHUMaHWe 1 nccnegoBatenei Teatpa, U npenojasa-
Tesiel akTepCKoro MacTepCTBa, U NPaKTUKOB TeaTpa.
Hanpumep, kHura A. HO. Panocosa «Pycckoe pexuc-
cepckoe nckycctBo XX Beka» '. B 310l kHUre ectb
rfaBa, KOTopas NpPeACTaBAseT COOOM NpesenbHO CKOH-
LleHTPUPOBAHHOE BblpaXeHNe OCHOBHbIX TeaTpasib-
HbIX MAEN N CLEeHNYeCKMX MeTog0oB Meliepxonbaa,
B Hel TakXe JaeTca NogpobHoe TeopeTnyeckoe nc-
cnepoBaHve bruomexaHuku Meliepxonbaa. O npakTuke
NpPUMeHeHNs BMOMexaHWKK peub NAeT B COOpHMKe
«bonbluas KHUra akTepCcKoro MacTepcrea» 2, npu-
BOAATCA COBPEMEHHbIe TPEHUHTY, BbipaboTaHHble

1. Cm.: PanocosA. FO. PYCCKOE PEXWNCCEPCKOE WNCKYC-
CTBO XX BEKA: cnctembl, HanpasieHus, KOHLeNumu, naemn /
A.10.PanocoB. — CI16.: ActepuoH, 2022. — 244 c.

2. Cwm.: CapabbsH Inbeupa. bonbluas KHWUra akTepckoro mactep-
CTBa. YHWKaNbHOE CObpaHMe TPEHWHIOB MO MeToAuKaM Be-
Nmyanwmx pexxmccepos. CTaHucnasckuii, Meiepxosbg, Ye-
xoB, ToBcTOHOrOB / Anweupa CapabesH, Bepa Monuwyk. —
M.: 3pgatenbctBo ACT, 2017. — 789 c.

HOBMWIOCb MO NOAUTUUYECKUM MPUUYMHAM, O4HaKO, baaro-
J.aps U3yUEHWIO N BO3POXAEHUIO TeaTpasbHOro HacaeAms
Meliepxonbia NoCAeAYHOLMMUN NMOKONEHWAMM, MOCTENEH-
HO cPOPMMPOBAICA KOMMAEKC METOA0B CUCTEMATUUECKOTO
MCNoNHeHus. B npoLecce cBOEro passuTums, 3Tv ABa MeTo-
Ja (bromexaHuKa ¥ MacTepCTBO TPAAULMOHHOIO KUTal-
CKOro TeaTpa) UMEeLT HeKoTopble obLiue YepThbl.

Knrouesele cnosa: buomexaHuka Meliepxoneda, 0by-
ueHue 8 mpaduyuoHHsIx Kuma’lickux meampax, akchepu-
MeHmansbHas MekuHckas onepa.

B Poccum n onmpatoLmecs Ha uaen v MeTogpl Meiiep-
XONbJOBCKON b1oMexaHuKku. B nocnesHue rogsl Me-
TOAVKa BUOMEXaHUKM TaK Xe MpuBAeKaeT BHUMaHWe
TeaTpajbHbIX Kpyros Kutas, B ctatbe A. B. JlIaxosuy
n AH HaHbu3s «briomexaHuka Meliepxosbaa v Tpau-
LIMOHHas My3bikasbHas gpamMa Kutas» 3 npescrasne-
Hbl B3aMMOCBSA3U MeNepPX0JbZOBCKON BMOMEXaHMKM
N TpagnumoHHoro Kutackoro teatpa. TpaguLmMOH-
Hbl KUTANCKUI TeaTp TakxKe OTKPbIA YHUKAAbHbIN
MyTb CBOEro pa3BuTUA B COBpeMeHHOM KuTae v no-
MbITaNCA COBMECTUTb COBCTBEHHbIE TPAAULIMK C JOCTU-
XeHUAMHM 3anagHoro TeaTpa. C TeUeHneM BpemMeHu
MacTepPCTBO akTepPOB TPaNLMOHHOIO KUTANCKOrO
TeaTpa NprMobpeno MHOXECTBO CBA3el ¢ HBriomexa-
HWKOW, 1 B3aMMOCBA3b JBYX METOZOB 3acay>u1Ba-
FOT HaLLero M3y4eHus.

O6beKT nccnegoBaHuA JaHHOM CTaTbl — ak-
Tepckoe MacTepcTBo Npu pedopMrUpoBaHUN Tpa-
OVLMOHHOTO KMTacKoro Teatpa.

3. Cm../laxosuy B. A, AH HaHby3s. BuiomexaHunka Menepxonbaa
1 TPagnLMOHHasa My3sbikanbHaa gpama Kutas // Obuwectso.
Cpega. Passutume. 2020. N 2. — C. 60-67.
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Mpeamet uccnegoBaHnAa — BAVsHNE Meliep-
XONbA0BCKON BMOMEXaHUKM Ha paboTy Tpasmun-
OHHoro akTepa Kutarickoro Teatpa.

NctouHnkoBas 6a3a nccnegoBaHma — 1) an-
TepaTypa O HaBblKaX M MacTEpPCTBE TPaANLMOHHBIX
Kutaickumx TeaTpanbHbIX akTepoOB, 2) AMTepaTtypa
0 6uomexaHuke Meliepxonbaa, 3) Bugeosanucu
CneKkTakien KTanckoro Teatpa, 4) yuebHble Gpusib-
Mbl [1€KMHCKOW KMHOCTYAWMW, CHUMAaBLUEN TPEHWH-
r akTepoB [ekMHCKOM onepbl.

MeTtoponorua nccnepoBaHUA onNupaeTcs Ha
APUHLMIM UCTOPU3MA, @ TaKXKe MCMO/b3yeT CpaB-
HUTENIbHbIA METOA.

Llenb nccnepoBaHua — onpeaenntb BAMAHNE
bromexaHukn Meliepxosibia Ha MacTepcTBO Tpa-
AnumoHHoro Kutaiickoro TeaTpa.

3agaum nccnegoBanHua:

1) ycTaHOBWUTb BAMAHME BroMexaHukn Meliep-
X0Nbjla Ha npouecc 0byyeHnst COBPEMEHHbIX
aKTepOB TPaAMLIMOHHOIO KUTaCKoro TeaTpa.

2) YyCTaHOBWTb BAMAHWE BuomexaHukn Men-
epxo/ibia Ha 3KCNnepruMeHTabHbI KuTai-
CKUIA TeaTp.

HoBu3Ha nccnepoBaHusa 3akNt0UeHa B U3yde-
HUW BAUAHUA BUOMEXaHNKUN Ha pedopmMUpoBaHue
TPaAVLMOHHOrIO KMTaNCKOro TeaTpa.

Mocne ocHoBaHua Kntalickon HapoaHown Pe-
cny6avkn B 1949 roay TpagnLMOHHBIN KNTan-
CKWW TeaTp cTpeMuacs Ao6MTbCA BOSMOXKHOCTM
AaNbHeNWwero pa3BnTMa NnocpeacTBoM obpatle-
HWA K TeaTpasbHbIM KOHLUeNUMAM 3anasga. Takum
obpa3om, HeobHxoAMMOCTb NpoBeaeHUs pedop-
MVPOBaHWA ABASETCA U 61aronpuUATHOW BO3MOX-
HOCTbIO A5 TPAANLMOHHOIO KMTaliCKOro TeaTpa,
Y BbI30OBOM.

PasBuTue B 061aCTU ABMXKEHUS ABAAETCA OZ4-
HUM U3 HanpaBAEHWUIN U3bICKaHWI B TPAANLMOH-
HOM KUTaMckoMm TeaTpe. Bo Bpems KynbTypHo
pesoatounmn (1966-1976) TeatpanbHble geatenn
MblTaAncb paspabotatb HOBble GOPMbI ABUXKE-
HWUI B MNekuHckon onepe. Uzan UuH (1914-1991)
Ha OAHOW 13 KoHdepeHLMn oTmeTuna: «CoBpe-
MeHHas peBoJitoLMOHHas MNeknHckas onepa —
3TO Hac/ejoOBaHVe TPAAULUIA C KPUTUYECKON
TOYKM 3peHUsi, OHa oTbpacbiBaeT ycTapeBLlee
1 pa3suBaeT HoBoe. OCHOBHbIE TEXHUKM, UCMONb-
3yemble B [NeKMHCKON onepe, He yTepsHbl, HO
M 3TOTO HEAOCTAaTOUYHO <...> YTobHbI 0TO6pasnTb
HOBYIO XW3Hb, HaM HeobxoanMO oTbupaThb 13
CBOEW XW3HW, TBOPUTb, MOCTENEHHO pPa3BMBaTb
n oborauwaTtb 6a3oBble TeXHUKU MekKnHcKol one-
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pbi» 4. Bnocneactsmm paboTHUKN TpagULMOHHO-
ro KMTarckoro teatpa npubbianu B MNekKMHCKKA
CMOPTUBHbBIN MHCTUTYT, B Kntarckyto akpobatu-
yeckyro Tpynny 1 B MeKMHCKY0 akageMunto TaH-
Lua ANS NPOBEAEHMA NPOBEPKN 1N peanmsaumm
PEeBONOLMOHHON N 3KCMEPUMEHTaNbHON yyeb-
HOM Moaenun «TpoicTBeHHOoe cnaoyeHune MNeknH-
CKOW onepsbl, TaHUa U GU3NYECKON KYAbTypbi».
Kak BcnomMuHaeT oguH 13 TorgawHmnx paboTHm-
koB Li3aH YaHuyHb: «[pynna npenogasatenei
W nccnegosatenel coyetaet obyyeHune TpagnLu-
OHHbIM TeXHMKaM [eKMHCKOW onepbl C TBOpYe-
CKUMW JOCTUXKEHNAMMN COBPEMEHHOTO KMTANCKOro
TeaTpa, a Takxke TaHua ¢ ¢puskyabTypoi. MNocne
MHOTOUYNCNEHHBIX U3MEHEHWI, 3KCMNEPUMEHTOB,
KOppeKkTMpoBoOK Hbina chopmmpoBaHa yyebHas
nporpamMmma Ais obbesMHEHUN NHOAEN C Pa3HbIM
TEeNOCNOXEeHMEM, AN yA06CTBa rpynnoBbIX Tpe-
HUPOBOK MY>XUUH W XEHLLMH, Hanpumep, rpynna
Urp Mevamu, rpynna urp Konbem, rpynna >xecTa,
rpynna urp naakamu v 1. 4.» 5. N ewe: «Bbicoyaii-
WUM CTaHAAPTOM MOAEINPOBAHUA U CMOPTUBHON
3CTEeTUKN TpagunumoHHoro Kntaickoro teatpa
ABNAETCA NpejCcTaBAeHNe «Kpyra», YTo KacaeTcs
ABUXKEHWI Tela, TO OHO XapaKTepu3yeTca OKpy-
rNOCTbIO, M3OTHYTOCTBIO W CKPYyUYMBaHUEM. <..>
Mogenb «TpolicTBEHHOE crioyeHune MNeKMHCKOM
onepbl, TaHUa U GU3NYECKON KYNbTypbl» COXpa-
HAEeT OCHOBHbIE ABWXEHUA TpagnumoHHoro Ku-
Tanckoro Teatpa B GM3MUYECKON NOAFOTOBKE, <...>
HO XapakTep ABWXXEHUA OCHOBaH Ha xapaKTepwu-
cTukax baneta» 8. CoBpeMeHHas peBONOLMOH-
Haa MNeknHckasa onepa — 3TO pe3y/abTaT OMNbITa
coyeTaHus NeKNMHCKON onepbl C 3aMagHbIM Te-
atpom, 6aneTomM, rMMHaCTUKON U APYTUMUN BU-
AaMu nckyccta. CnekTakab U3MEHWA 3CTETUKY
MCNONHEHNA TPAAULMOHHOIO KMTaNCKOro Tea-
Tpa, urpa aktepa bonblle nogyepkmBana B CBONX
ABVXKEHUAX BbITAHYTOCTb TeNa, ero cTpemaeHne

4. Zhong Guo xi qu zhi bian ji wei yuan hui, «Zhong Guo xi qu
zhi - Bei Jing juan» bian ji wei yuan hui. Zhong Guo xi qu zhi -
Bei Jing juan [PeaakUMOHHbIN KOMUTET «/IcTopmn TpaauLm-
oHHoro Kutarickoro Teatpa», PefakunoHHbIl kKomuteT «McTo-
pun TpaamumoHHoro Kutarickoro Teatpa - ToM NekuHa». Pe-
AAKLUMOHHBIN KoMuTeT VicTopum TpaguLmoHHoro Kutaicko-
ro Teatpa - Tom MekuHal. Zhong Guo ISBN zhong xin: Bei Jing
[Kutanckmin ueHTp ISBN: Meknn], 1999. P. 1557. (Ha Kutan-
CKOM f3blKe).

5. Dong Xin. Xi qu xian dai jiao yu gai ge fa zhan li cheng yan
jiu 1949-2009 [4yH CuHb. NiccnegoBaHmne npouecca passu-
TMA pepopMbl 06pa3oBaHNs TPaANLMOHHOrO KuTtalickoro Te-
aTtpa B coBpemeHHoMm Kutae 1949-2009]. Zhong Guo yi shu
yan jiu yuan [Kutaickas akagemus mckyccrs], 2013. P. 111.
(Ha KvTaiickom s3bike).

6. Tamxe.C112.

K BEPXY U «OTKPbITOCTU». C APYrOi TOUKM 3pe-
HWA, paccMaTpuBas OTAENbHO acrnekT ABUXXEHUA
Tena, B npeactaBaeHuns NeknHckom onepbl goba-
BUANCH QUIKYNbTYPHbIE ABUXEHUS U ABUXKEHUS
n3 6aneta. [IBM>KeHNA 1 NO3bl 38 CBOKO OCHOBY
6epyT 3cTeTnKy Haneta, NpesocTaBaAs HaM BO3-
MOXHOCTb YBUAETb CAUSIHNE ABUXEHWUN U3 Me-
KWHCKOM onepbl 1 3anagHoro banerta.

Mostomy B TO Bpems paboTbl COBpeMEHHbIX
PEeBONFOLMOHHBIX MeKMHCKMX onep B OCHOBHOM
COOTBETCTBOBaJ/I BbllLeyKa3aHHOW CLEHNYEeCKOoN
3cTeTnke. Hanpumep, coBpemeHHas peBO/IOLMOHHAnA
MeknHckas onepa «KpacHbI XeHCKNN baTanboH»
afjanTmpoBaHa 13 O4HOMMEHHOro 6aneTHOro crek-
Takau, B Mae 1972 roga ceemouHas rpynna «KpacHo-
ro >KeHckoro batanboHa» Ha KUHOCTYAuM «1 aBrycra»
HapogHo-ocBoboanTenbHol apMum Kutas BoiBena
MNeknHckyto onepy Ha 3kpaH. B ncnonHenun lMe-
KMHCKOW onepHon Tpynnbl «KpacHOro XeHCKoro
6aTanboOHa» B TOM Xe rogy GuabM-crnekTakib bl
nokasaH no Bcei ctpaHe. Punbm-cnekTaknb «Kpac-
HOro >eHckoro 6atanboHa» 3aMMCTBOBaJ MHOTO
ABWXKEHWUI 13 6aneTHOro crekTaks. 3a cUeT NPUHS-
1A 6ONBLIOro KONMYECTBa 3anaAHblX TaHLEB ABW-
KEHUA Tesla akTepoB 6blan 6osee OTKPbITbIE, YeM
B ABW>XeHwWe lMNeknHcKkon onepsbl 7.

Mbeca MeknHcKon onepbl «B3sTre XUTPOCTLIO
ropbl BaxylwaHb» 6bl1a OCHOBaHa Ha pomaHe Lol
bo «Yepes neca n cHera», 17 ceHTabps 1958 roaa
LWaHxanckas TeaTpanbHasa Tpynna LisnHusio no-
cTaBWna 3Ty nbecy B Benvkom TeaTpe Kutas. 3Ta
paboTa NOCTOAHHO NepecMaTprBanacb BO BPeMs
NcnoaHeHua, npumepHo B 1965 rogy TeatpanbHas
pedopmaTopckaa rpynna nepenaaHmpoBana TaH-
Libl, OPMEHTMPYACh Ha ABWXKEHWUS KaTaHWS Ha Jbl-
>kax. CoBpemMeHHasa peBotoLMOHHan MNeknHckasn
onepa «B3ATne xMTpoCTbIO ropbl BalixylwaHb» 6bina
cHATa Kak ®mabm-crekTakab MNeKMHCKOW KMHOCTY-
avei B 1970 roay. B aTom ®Gunbme-cnektakne 6bin
OTPbIBOK, B KOTOPOM COAAaThl NepecekatoT CHeX-
Hyto ropy v B3bupatroTca Ha ckany. B oTpbiBke no-
Ka3aH JIbIXHbIN TaHel, B KOTOPOM akTep UMUTMPYeT
no3y KaTaHus Ha sibixax. Kpome Toro, ectb OTpbIBOK,
B KOTOPOM MOKa3aHbl ABUXEHNSA BOCXOXAEHWUS Ha
CKasy, akTepbl 1OXATCA Ha CLLeHY, CKOIb3AT NO CLe-
He CMUHOWM C MOMOLLbHO CBOUX HOT, B TO XXe BpeMms

7. Cwm. Yang Jian. Cong «Ge ming xian dai jing ju» kan chuan
tong xi ju de zhuan xing [AH Li3aHe. TpaHcpopmaLms Tpaam-
LUMoHHoro Kutaickoro Teatpa ¢ Touku 3peHuns «CoBpemMeH-
HOW peBO/ItOLMOHHON MNeknHckon onepbi»]. Xi Ju: Zhong yang
Xi ju xue yuan xue bao [Apama: XypHan LieHTpanbHoi Aka-
aemun [lpambi], 2003, (3): P. 51. (Ha Kutaiickom si3bike).

OHW UMUTMPYHOT NO3Y CKasoasa pykamu, B3bupa-
toLLLerocs no KaHaty. Yepes cepum ABUXEHWIN akTe-
pbl Ha CLieHe NoKa3blBaaW, Kak CoNZaTbl Nepecekany
CHEXHYHO ropy v B3bupanancb Ha ckany. Ytobsl no-
Ka3aTb cOnAaT, ObICTPO MapLUMPYHOLLMX B MpoLiecce
aTaku, akTepbl BbICTPOWINCL B PAA W UCMOJIb30Ba-
NN JBUXKEHME, MOXOXee Ha rpaH xeTte & B banerte.
TakMm 0b6pa3om, akTePCKME ABUXKEHNS COBPEMEH-
HbIX PEBOJIFOLMOHHbIX [TeKMHCKMX Onep OCHOBaHb!
Ha YCNOBHbIX ABMXKEHUAX TPAAULMOHHOMO KMTal-
CKOFO TeaTpa, HO K HUM J06aBASOTCS 3NEMEHTbI
HapOAHOro TaHLa U eBPOMenNckoro Kaaccnyecko-
ro TaHua, TakuMe Kak NpbXXOK WnaraT U noaaepxka
B 6asnete. KonnekTMe COBPEMEHHOW PEBOFOLMOH-
HoW NeKMHCKOW orepbl CO34a HOBblE TaHLeBalbHble
YCNIOBHbIE ABUXKEHWS, KOTOPbIE NMEIOT OTANYNTENb-
Hbleé YepTbl HOBOFO BPEMEHU N HOBbIX OCOHEHHO-
CTeN XMU3HWU. B 3TUX ABMXKEHUNAX Mbl MOXXEM BUAETb
Takue 31eMeHTbl, Kak CMopT, ’MMHacT1Ka 1 banert.

dopmMmupoBaHne BMOMEXaHUKN TakxXe LWMPOKO
BMUTANO 31EeMEHTbI 13 pa3nyHbIx obnactein. Ha py-
6exe 1914-1915 rogos, Meepxobs, NCNOb30Ba
MaHTOMWUMbI N KOMEAMMN AeNb apTe ANA 0byUeHus aK-
TEpoB B CTyAWM Ha BopoanHCKoW, NaHTOMUMBI CTa-
NN «npeLlecTBeHHULAxX byayLmx GriomexaHNYecKmnx
ynpaxxHeHW» °. B nocneayroLen TeatpasbHOM npak-
TKe Menepxoibg NepeHs TEXHUKN N3 pasHbIX BU-
£,0B NpodeccroHanbHOM AesATesbHOCTY, HanpuMep,
Pa3/IMUHbIX BUAOB TaHLLEB, LIMPKA, TMMHACTMKK, BOC-
TOUHBIX CLIEHNUECKMX HaBbIKOB. «OH oTMeuaeT Ln-
pvBLLeecs pacrnpocTpaHeHue cnopta (90 MOCKOBCKMX
byTOONBHBIX KOMAHA) U PacTyLLMIn HTEPEC K Crop-
1y..» % BriomexaHnka Meliepxonbja fenaet akueHT
Ha pa3BUTUM Tena, TPeHNpoBke GU3NYECKON CUbI,
CKOPOCTM 1 TMBKOCTN aKTepoB, UTO cnocobcTByeT
MHOIOCTOPOHHEMY GU3MUYECKOMY Pa3BUTUIO Tesa.
«2NeMeHTbl BrioMexaHMKa CEroAHs BCTPeYaeTcs Kak
COCTaBHblE YacT! TPEHWHIOB MO CLEHNYECKON NMa-
CTVIKE, TPEHUHIOB MO HEXTOBaHMIO 1 60O ¢ Npume-
HEeHWEM ApYroro X0J04HOT0 OPYXWs, TPEHMHIOB MO
CLEHMYECKOWN peun, TPEHUHIOB MO CLIEHNYECKOMY
TaHuy 1 np.» . CerofHa aKkTepoM TPagnULMOHHOIo
Kutaickoro Teatpa oBaageTb 60/bLLIMM KONNYECTBOM
HaBbIKOB, UTOObI aZaNTUPOBATLCS K PAa3BUTUIO CHOXKE-

8. TpaH xeTe — baneTHoe ABUXEHWe, KOrja TaHLop MNOAMpPbI-
rMBaeT 1 BO BpeMs MNpbiKKa JenaeT Lunarar.

9. Cm.: Ctyausa Bc. Meriepxonbga. 1917. JlokymeHTsl // TeaTp.
2004. N2 2. — C. 86-96.

10. Tam xe.

11. Panocos, A. FO. PYCCKOE PEXXNCCEPCKOE NCKYCCTBO XX
BEKA: cuctembl, HanpaBaeHus, koHuenumn, naen / A.FO. Pa-
nocos. — CIM6.: Actepuon, 2022. — C. 97.
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TOB COBPEMEHHbIX. TPaANLMOHHBIV KUTaNCKuiA TeaTp
VILLLET OMOpPY B COBPEMEHHOW Cpeje, TeNo akTepa no-
CTOSIHHO Pa3BMBAETCH, TEM CaMbIM CTaHOBACh YHUBEP-
CaNbHbIM 151 OCBOEHWA Pa3/INYHbIX HaBbIKOB. B 3TOM
OTHOLLIEHWNM K BMOMEXaHNYeCKMM aKkTepam 1 akTepam
COBPEMEHHOM PEBOJIOLMOHHON NekMHCKON onepbl
NPeABbABAAIOTCA CXOXMe TpeboBaHMS.

MNocne nposBeaeHnsa NOANTUKM pedOopM 1 OTKPbI-
TocTn B 1980-x rogax B Kutain Hayann npoHmkaTtb
TeaTpasibHble KOHLeNunn 3anagHoro coppemeH-
Horo Teatpa. TpagVLMOHHbIe KUTaliCKMe TeaTpbl
NepeoCMbICINAN COBPEMEHHYO PEBOJIOLNOHHYHO
MeknHckyto onepy nepuoga KynbTypHoin pesosto-
LW, OHM BEPHYANCH K MPUHLMNAM NpenojaBaHus,
OCHOBOMOArarLWmMM AN TPaAULMOHHOrO TeaTpa,
HO pa3BUTME U NCCNef0BaHNE ABUXEHWI Tena He
npekpaTnaoCh. Tak Kak OCHOBHas durnyeckas noa-
roTOBKa aKTepoB TPaAMLMOHHOIO KUTaNCKOro Te-
aTpa NpPouCXoAuT elle B MOAPOCTKOBOM BO3pacTe,
HaumnoHanbHas akagemusa Kutanckoro TeatpasbHO-
ro uckycctea v LLlaHxalckuin TeaTpanbHbIN NHCTN-
TYT OCHOBa/M YUYMAULLA TPAAMULMOHHBIX KuTaickmx
TeaTpoB, NPUKpPEerJIeHHble K AaHHbIM y4ebHbIM 3a-
BEAEHMAM, B APYrMX NMPOBMHLMAX TakXe yupexaa-
NNCb NojobHbIe cpeAHMe cneLmanbHble yyebHble
3aBeseHus. ObyueHne AANNOCh LWIECTb NeT, Habupa-
av nogpoctkoB 10-13 net, KOTOpble COOTBETCTBO-
Ba/IN KPUTEPMAM CMeLnasbHOCTU U KPUTEPUSAMMU
dur3nyeckor NoArotToBkW. PazBnTtas rmbkocTb Tesa
NOAPOCTKOB B 3TOM BO3pacTe NOAXOAWUT AN Tpe-
HWPOBOK, a BbICOKas MAaCTUYHOCTL Tela NnoMoraet
Pa3BUTb OCHOBHblE $pur3nYeckne HaBblkn. OCHOBOM
AaHHbIX TPEHUPOBOK ABAAKOTCA TPAAULIUWN CTapOWn
TeaTpanbHOW WKoAbl — «K3 baHb» 1%, K HUM f06aB-
NAKOTCA COBPEMEeHHble Teopun 0ByueHns, Takum
ob6pa3om, MeTozbl 06yyeHns cTaHOBATCA bosee Ha-
yuHbiMun. Hanpumep, B 1974 rogy NekunHckas KMHo-
CTYAWA CHANA Lenyto ceputo obyuatowmx GuabMoB
Mo TPEHUPOBKE ABUXEHUW A5 NpeacTaBaeHni Me-
KWHCKOW onepbl, 6aarofaps 3ToMy Guabmy Mbl MO-
XKEM MOHATb METOAbl TPEHUPOBKMN ABMXKEHWUI Tena.

®unbM pasgeneH Ha yeTblpe YacTu: 6a3oBble Ha-
BblKW, H0eBble NCKYCCTBa, MacTepcTBO ba-L3bl 1 Ma-
cTepcTBO GUrypsl. B nepBoin yactn pacckasbiBaeTtcs
0 6a30BbIx HaBbIKax, KOTOPbIE TPEHWPYHOT KOHTPOb
Haz TeNoM 1 GU3NYECKyHo FTMOKOCTb akTepoB, BKIHOYas
TPEHWPOBKY PYK, HOT, NeY, MOJIOXEHNA TeNa, TO eCTb,

12. K3 baHb — ®opma opraHu3aLmu, UMeBLLEeR onpeseneHHbIn
MacLTab 1 cneLyann3MpoBaBLLEca Ha BOCMIMTaHWNN akTepoB
TPaAVLMOHHbBIX KUTANCKMX TeaTpoB Ao XX Beka. ITo bbln ca-
MbIli BaXKHbIli CMOCO6 ynpaBieHWs LLKOAaMW TPagULIMOHHO-
ro KuTaickoro Teatpa.
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OCHOBOW fIBASIETCS pa3BUTME TMOKOCTM Tena akTepa.
Btopas uactb «6oeBble NCKYCCTBa» BKAKOYAET B Ceb5
ABa Buaa TaHbL3bI-T'yH (MacTepcTBO KOBEpa) ¥ —
XKeCTKMIM 1 MArknia. «XXectkmin TaHbLi3bl-I'yH» — 310
MacTepCTBO CTOMKM Ha pyKax, no3a «MoCTa», CaibTo
n apyrve 32 TpeHnpoBKU. «Msarkuii TanblLl3bl-MyH»
BKJIFOUaeT B cebs pasHble BUAbI NajeHWs, KyBbIPKOB
n gpyrune 43 TexHuku. TpeTba yacTb, rae nokasaHo
«macTtepctso ba LI3bi», KOTOpoe ncnonbsyetca Ana
AEMOHCTpaLum pykonallHoro 608, cxBaTku € npuMe-
HEeHVEM OPY>XKMA 1 APYTNX akpobaTMUYeCcKX HaBbIKOB,
JlaHHOE MacTepCcTBO HEOHXOAMMO ANA TPEHNPOB-
KW TMBKOCTU naed, nokTen, 3anacTmii. Noarotoska
BKrOYaeT B cebs TakKe XXOHIMPOBaHMe Mevamy,
KOMbAMW, HOXaMU W T.4., a Takxke 16 Apyrux tex-
HWUK BegeHUs 60 Mexay AByms atogbmMun. OCHOBOM
TPEHWPOBKWN B YETBEPTOMN YacT «MacTepcTBO Gu-
rypbl» ABAAIOTCA YNpPaXXHEHWS Ha BbIMNOJAHEHWE YC-
NIOBHbIX ABUXXEHWUIA N TPHOKOB, U BKJIOYAKOT B Ce65
14 BNAOB TPEHNPOBKK ™.

Bce ueTbipe yacTn ynpaxxHeHW ABAAKOTCA HEOb-
XOAVUMbBIMW HaBblKaMK, KOTOPbIE JOJIXKEH OCBOUTb
KaXkablli akTep TPagMLMOHHOIO KMTANCKOro TeaTpa.
Bnarogapa dvabMy Mbl MOXEM HarfaAHO y3HaTb
0 MeTogax 0byueHus, cHavana BCe ynpaxKHeHus
BbIMOJHAIOT Npenogasatenu, 4Tobbl nokasaTtb Npw-
Mep, a 3aTeM YYEHMKM MOBTOPAIOT 3@ HUMWU, Nocae
3TOrO yuuTesb UCNPaBAsET UX OWNBKK. ITa Moaesb
obyueHns noxoxa Ha MeTos obyyeHus akTepoBs
Mewnepxonbsa. «<Menepxosbs-pexmnccep CoOUnHsN
CBOW CMeKTakAs Kak akTep, NpourpbiBas BCe poau
M NO-aKTEPCKMN HaXOAs UFPOBOM MOAXOA K HUM. 3a-
Jaun nepes UCMoNHUTENAMU poaelt Melepxonbg,
TOXe CTaBMA NOCPeACTBOM nokasa» '°. B otanune
oT wkonbl CTaHNCNaBCKOro, KOTopas Hanpasse-
Ha Ha pa3BUTME BHYTPEHHEWN TEXHUKWN aKTEPOB,
Kaacc TPaAMLMOHHOIO KUTAaMCKOro TeaTpa U kaacc
MeWepxonbAa AeMOHCTPUPYHOTCA MacTepamy, a 3a-
TEeM VMUTUPYHOTCA YUEHNKaMW.

13. YT06bI NPesoTBPaTUTL TPaBMbI Y yUaLLuxcs, obyyeHune 6oe-
BbIM MCKYCCTBaM O6bIUHO MPOBOAUTCS Ha ofesnax, Mo3ToMy
3TO Ha3blBaeTCA MacTepcTBO KOBEPA. CYLLECTBYHOT «KECTKUA»
N «MArknA» TaHblL3bI-TyH, «TBepAbIA» TMN 0byYaeT yyaLlmx-
€A KyBbIPKaM, MpbIXKaM U p., @ <MArKUA» TPEHUPYET Takme
JBUXXEHUSA Kak B3Maxw, MepeBOpaUmBaHus, TO eCTb TeM ABU-
KEHWAM, MPU KOTOPbIX TENO KacaeTcs 3eMan.

14. Cm.: YuebHble dunbmbl MeknHckon onepsbl (1960 r) [Snek-
TPOHHbIN pecypc]. — Slap 1874. Bugeo. — 2021. — URL:
https://youtu.be/6rMVnZ1wtuU (laHHbIN TEKCT OCHOBaH Ha
KpaTKOM U3/I0XXeHUN yyebHMKa Mo GU3NYECKUM 1 ABUraTEb-
HbIM TPEHNpPOBKaM B [eKNHCKON onepe, CHATbIM MNeKnHCKoN
knHocTyamen. [lata obpaleHns: 08.10.2021).

15. Psnocos, A. 0. PYCCKOE PEXXMICCEPCKOE NCKYCCTBO XX
BEKA: cuctembl, HanpasieHus, koHuenumm, ngen / A. HO. Ps-
nocos. — ClM6.: ActepuoH, 2022. — C. 79.

Mpw BBINOJHEHUWN CNOXKHbIX ABUXKEHWI B [MeKmH-
CKOVi onepe npenojasaTe/ib Pa3brBaeT OAHO CIOXKHOE
ABVKEHME Ha YacTh 1 NMOMOraeT yyeHnKkaMm caenatb
KaXkKZyto YacTb KaKOro-TO KOHKPETHOIO ABUXEHUS,
a 3aTeM obbesMHAET Pa3pO3HEHHbIe YacTU ABUKe-
HWUI B O4HO LLeNOCTHOE AeicTBre. Hanpumep, canbto
MO>XHO pa3fenunTb Ha ABa Noc/iefoBaTeNbHOrO ABU-
>KEHWS — 3TO CTOWKa Ha pyKax 1 nosa Mocta. Ectb
3THOABI AN 0ByueHus akTepoB B [eknHcKon onepe,
NnoZo6HbIe 3THOAbl BK/IHOUAtOT B ceba caMble 6a30Bble,
a Takke Hanbonee YacTo MCMOb3yeMble U Bblpasn-
Te/IbHble CLEHNYECKME ABUXKEHWA, N TONBKO Nocae
3TOrO NMPOUCXOANT NepPexos K Lienon MNeknHCKom
onepe, KOTOPYHO y>Ke MOXHO MOCTaBUTb Ha CLieHe.
Takvm 06pa3oM, B OCHOBE CLIEHNYECKOrO JiBU>Ke-
HWS1 CTOUT COBOKYMHOCTb KaXAbIX 6a30BbIX ABMXE-
HUA. MeToAbl CUCTEMBI YNPaXKHEHNI BUOMEXaHMKM
Meliepxo/biia MeroT CXoXme NPUHLMMbL. «CMbICh
B61MOMEXaHMYECKOrO 3THAa 3aK1r04Yascs B TOM, UTO
HeKoe CNOXKHOEe ABWMXKEHWE PackNazAblBaioCb Ha CO-
CTaBAAIOLLME €ro 3NEMEHTapHble ABMXEHWS, Noce
YEero Kaxz0e 13 COCTaBASAIOLLMNX ABUKEHWNI TPEHNPO-
BaJIoCb M OTpabaTbiBaAOCh O COBEPLUEHCTB, @ 3aTeM
BCe COCTaBAAOLLME CHOBA COEANHANNCD B N3HaYa/b-
HOe LieNoe, HO MpU 3TOM CaMO UCXOAHOE CI0XKHOoe
ABVKEHMEe NCMOAHANOCh Y>XKe Ha COBEPLLUEHHO MHOM
YPOBHE rapMOHMU 1 COBepLLEHCTBa» 6. MOXHO cKa-
3aTb Tak, ¢pu13nyeckas NoAroToBka TPagNULMOHHOIO
KuTalickoro Teatpa v MeTog GMoMeXaHMKMN MOXOXN
Ha Co3fjaHne MeNIoAMN, Kaxas Nno3a CIOBHO OTAE/b-
Hasi HOTa, COeAMHSA OTAE/IbHbIE YacTX NO3 Mbl MO-
Jlyyaem ABuxeHve (akkopa), a 3atem dopmmpyetcs
CNOXKHbIV HaBbIK (3THOABI); Y, KOHEYHO, CMbICA 3TtoAa
6oblUE, YEM CYMMa KaXAOM HOTbI.

CTouT OTMETUTb, UTO dUn3lnMyeckme TPEHNPOB-
KW B TpagMLMOHHOM Kutalickom TeaTpe nocreneH-
HO NpMBAMXKarOTCA K 3anaZHON TeOPUM CNOPTUBHOM
B61omMexaHMKK, NbITasCb TakKMM 06pa3oM HayyYHO UC-
cnefoBaTh W PackpbiTb ABMXEHWA Tena. MNpuBesem
B KauecTBe npumepa HaumoHanbHyto akagemmto Ku-
TalCKOro TeaTpasbHOro UcKyccTBa. MNocsie Toro, Kak
YUYEHWKM 3aKaHYMBaIOT CPeHIO0 NPOodeccoHanbHyro
LUKO/IY W MOCTYNaroT B akaZeMuto, AaHHoe yuebHoe
3aBefieHne No-npexHeMy AenaeT akLeHT Ha obyue-
HWM 6a30BbIM HaBblkaM BO BpeMs TPeHMpoBOK. Ha-
LMOoHanbHas akagemus Kutanckoro TeatpanbHOro
NCKYCCTBa yupeanna oTaeneHuns, cneumnanmsnpyro-
Lwmeca Ha oby4eHUn OCHOBHbIM HaBblkaM MacTep-
cTBa, MactepctBy TaHbL3bi-T'yH, MacTepcTBy ba Li3bl

16. Tam xe. C 96.

n Mmactepcty ¢urypbl. MNMpenogasaTteny, oTBeyato-
LMe 3a YpoKku GU3NYECKON NOATOTOBKM, AOMKHbI He
TONbKO 06/1a4aTb HaBbIKaMUX TeaTPasbHOTO UCKYC-
CTBa, OHM TakXe JO/KHbI NPOBOAUTL UCCNEA0BaHWS
B 06/1aCTN KNHETVKW, CMOPTUBHOW NCUXONOTUN U Me-
Jarornyeckor nevxonormu. NpenogasaTeny JOMKHbI
pa3bupaTtbcsa B TakUx TeMax, Kak CTPyKTypa Yenose-
4ecKoro Tesia U MblweyHas GU3NoNorns, NOHUMaTb,
Kak paboTaeT Kaxkzas OTAe/bHas MbIlLa BO BPeMs
BbINOJIHEHWS Pa3NNYHBIX ABUXEHWI B paMKax npej-
CTaBAEHWI TPAAULIMOHHOTO KUTAMCKOro TeaTpa, a Tak-
e TOUKY MPUAOXKEHUS CUJIbl BO BPEMS JBUXXEHUIA.
«B ceHTabpe 2003 r. HaumoHanbHas akagemusa Kn-
TaliCKOro TeaTpasibHOro MCKYCCTBa BBENA OTAE/bHYHO
obpazoBaTeNbHy0 NPorpaMMy no TeatpanbHOM Gu-
31YEeCKOV MOArOTOBKE U OTKPbIa COOTBETCTBYHOLLYHO
kadbeapy. JaHHas cneumnanbHOCTb COCpefoTOYeHa
Ha 13MYeCcKol NOArOTOBKE CTYAEHTOB, ee Liefb —
MOAroTOBUTL BbICOKOKBAAMMULMPOBaHHBIX CrieLima-
JINCTOB, KOTOPbIe CNMOCOBHbLI OTBEYaTb TPpebOBaHMAM
npenogaBaemMblx AVCLMMAVH B TeaTPasbHOM yUebHOM
3aBe/leHnM, 1 KOTopble CMOTYT BbICTynaTb B Npodec-
CYOHasIbHOW TeaTpasbHOM Tpynne» 7. Taknum obpasom,
MeToZbl OByUeHWs B paMKax TPaULIMOHHbBIX KUTal-
CKMX TeaTpOB NMOCTENEHHO COBEPLUEHCTBYHOTCSA, Te-
nepb yXe yAenseTcs BHUMaHNE He ToNbKo 0bactu
dun3myeckor NoaroToBkK, HO 1 BUOAOTMM, NCUXOJO-
TMK 1 APYTUM OTPACAAM 3HaHWUA. «<TepMUH «Brome-
XaHWka» Meliepxosbg B3sa U3 06aacTv 6MoPpusnkn
¥ NepPeoCMbICAWA NO-CBOEMY <...> BriomexaHuka n3-
y4yaeT MexaHn4eckue CBOMCTBA XMBbIX TKaHEN, opra-
HOB ¥ OpraHv3ma B LiesioM» '8, B coBpemeHHOM KuTae
TPaANLMNOHHBIV KUTaNCKUI TeaTp 1 Teopus bruome-
XaHWKWN NPecnesytoT O4HY U Ty e Liesib, @ UMEHHO,
MOMMWMO M3YyYeHUs CLLEHNYECKOro UCKYCCTBa, Takxke
MOCTOSIHHO MPOBOASTCA UCC/Ie0BaHWA XapaKTePHbIX
CBOWCTB QU3INUECKNX ABUXKEHWNIA Tena.

Kpome chepbl ob6pa3oBaHMa TpagULLMOHHOIO
KUTaMCKOro TeaTtpa, 1 B NpakTMKe TPaauLMOHHO-
ro 3KCNepUMEHTaIbHOrO KUTaCKOro Teatpa Takxe
MOXXET HaNT! MHOTO CBsizen ¢ BuomexaHunkon. Mog
TPaANLMOHHBIM 3KCMEPUMEHTA/IbHBIM KUTanCKUM
TeaTpoM MozpasyMeBaeTcs Liesias cepus skcnepu-

17. Wang Chan. Dui wai xi qu xing ti jiao xue yan jiu [BaH YaHs.
WNccnepoBanuna npenogaBaHns MeTOAOB TPaANLMOHHBIX Ku-
Talickux Teatpos). Bei Jing: Zhong Guo xi qu xue yuan [e-
KWH: HaunoHanbHas akagemus Kutanckoro teatpal, 2014.
P. 3. (Ha KnTalickom si3bike).

18. CapabesH Inveupa. bonbluas KHUra akTeEPCKOro MacTepcTBa.
YHvKanbHoe cobpaHmne TPEHWHIOB MO METOAMKAM Beanyaii-
Lwnx pexxmccepos. CtaHucnaBckuii, Meliepxonbg, Yexos, Tos-
cToHoroB / Saesupa CapabesH, Bepa MNonuwyk. — M.: i3pa-
TenbctBo ACT, 2017. — C. 314.
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MeHTa/bHbIX MOCTAHOBOK «C KOHLa XX B. U A0 Ha-
yana XXl B., B Te4eHnn npumepHo 30 neT, KOTopble
ctaBuauncb B Kutae» . Hanpumep, «coBpemeHHas
akcnepuMeHTanbHasa MeknHckaa onepa», «manas
CLeHa TPaANLMOHHOrO 3KCnepumMeHTanbHoro Ku-
TaliCKOro Teatpa», «<MeXKYAbTYPHbIN TPaAULMOHHbIN
aKCnepuMeHTanbHbIM Kutaicknin Teatp» u gpyrue
3KCNepuMMeHTalbHble N HOBAaTOPCKME Npon3Bese-
HWA TPAAULMOHHOIO KMUTanckoro TeaTtpa. HekoTtopbie
TPaAULMOHHbIE IKCMEPUMEHTAJIbHbIE KUTalCKME Te-
aTpbl MOZEPHM3MPOBaNN N BECTEPHMU3NPOBAN fe-
TaNn CtoXeTa TPaANLMOHHOIO KUTaNCcKoro Teatpa,
4YTObbI OTBEYaTb TPebOBaHNAM HOBOW Ky/bTypbl,
COBPEMEHHOW CLeHbl U Ny6anKKM. Takxe, MOMUMO
COXpaHEHWA ABUXEHWUI TPAAWLMOHHbIX KUTANCKNX
TeaTpa Ha CLeHe, CTaNo HeOBXOAMMBIM TakXKe CO3-
faBaTb HOBble GU3nYecKMe JBUXKEHNA Ha CLiEHe.
Hanpvmep, coBpemMeHHas NeknHckas onepa «Puk-
wa» 6blna cozgaHa u nocrasieHa B 1998 roay Te-
aTpom [MeknHCKon onepHoOM NpoBUHLUMK Li3aHcya.
MNMbeca nHcueHnpoBana pomaH «Pukiwa» Jlao L3, cro-
KET 0 NeyasbHOM XMN3HU NEKUMHCKOTO PUKLLIK MO UMe-
Hu CaHu3bl B 1920-x rogax. Pexxnccepom noctaHoOBKM
asnsetcs LLn KOrkyHb (1943-2020). B cnekTakne ectb
cueHa, rae rnaBHbli repot CaH Li3bl TAHeT 3a cobol
noBO3Ky. B MOMeHT, korga akTep TaHyn 3a coboi no-
BO3KY, OH MUCMOJ/Ib30BaJ/ Ha CLEHE ABa ABWXEHNS U3
MeknHcKoM onepbl — amnaya LLsH-BovHa 1 XyansaHb
(amMnya My>KCKUX MEPCOHaXeN C pacKpalleHHbIM n-
LOM). 3aTeM ABMXKEHUSA TPAAMLMOHHBIX KuTanckmx
TeaTpOB COEAVHAIOTCA C PeasbHbIM JBUXKEHNEM Ye-
NoBeKa, KOrZa TOT TAHET 3a coboi noBo3ky. brarogaps
ABVKEHUIO PYK, KOFAa akTep NpuKacaeTcs K MoBO3Ke,
a TaKkKe Korga akTep TAHeT ee 3a cobol — Npunog-
HUMaeT UAN OMycKaeT, MOBOPAYMBaET BNPaBO UM
BJIEBO, MEHSET CKOPOCTb ABUMXKEHUS 20, XOTs KOCTHO-
Mbl, PEKBU3WT, MO3bl 1 XKECTbI Ha CLIEHE OTKa3ancb OT
TPaAULIMOHHBIX 31eMeHTOB [eknHCKoM onepbl 1 Npe-
BPaTU/INCh B peasibHble XapaKTePUCTMKK, ABUXKEHWE
akTepa no-npexHemy ob1ajaroT XxapakTepucTmkamm
NNACTUYHOCTU N n306paxeHnsa. AKTepbl NepesaroT
Lelyto raMMmy rnepexkrMBaeMblxX NePCOHaXKEeM YyBCTB,

19. Xie Bailiang. Dang dai «Xiao ju chang xi qu» de fa sheng yu fa
zhan — Zhong Guo shi yan xing xi qu pu xi zhi shu li [Ce bai-
JIiH. BO3HWMKHOBEHWE N pa3BUTHE COBpemeHHOro «Manoro
Teatpa» — Mctopums Kutaickoro akcnepnMeHTasbHOro Tea-
Tpa]. Xi Ju: Zhong yang xi ju xue yuan xue bao [[pama: Xyp-
Han LUeHTpanbHon Akagemum [pamsi], 2015, 000(002): P. 91.
(Ha KuTalickoMm fA3blke).

20. Cwm.: MekmnHckas onepa — Pukwwa (1998 r.) [91eKTpOHHbIN pe-
cypc]. — Slap 1874. Bugeo. — 2021. — URL: https://youtu.be/
VVG7_Mi3n-o (gata obpatyenus: 07.10.2021). [CogepxaHue,
onmncaHHoe B TEKCTe, MOXHO yBUAETb Ha BUAEO Bpems: 6:25].
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yepes NAacTuKy ABUXKEHWS 3pUTENN MOTYT NPOYyB-
CTBOBaTb TPeneT 1 pagocTHoe vyBcTBo CaH Li3bl, Kor-
[la OH TAHET 3a COBOMN HOBYIO MOBO3KY.

B 2002 roay pexwccep Jn Jlroun (p. 1961) cozgan
HOBYHO BEPCUIO OMepbl TPaAULIMOHHOMO KUTaCKOro
TeaTpa KyHbLoW «/IcTopusa Kykon», akTepbl nocpes-
CTBOM TE/IOABUXKEHWI MOKa3bIBaN AEPEBAHHbBIX KY-
Ko, n30bpaxeHne JepeBAHHbIX KyKO COeAMHANOCH
c onepow KyHbuow. B «/ctopum kykon» pacckasbiBa-
€TCA cnefyroLmnin ctoxet: 6ornHe Li3bica Hackyuuna
6e33ab0THas XM3Hb HEOOXKNTENBHWULBI Y OHa PeLLn-
Na ynt1 B MuUp Ntogen, utobbl HaliTh cBOHO 1t0H0BB,
roc/ie 3TOro OHa NpeBpaTUaa TPEX AePEBSHHBIX Ky-
Kon B ntogert. OfHaKo, Korga Kykibl CTanu JAbMY,
OHW NOABEPI/INCH MELLAHCKUM NpeapaccyAkam, Ha-
KOHeL, BOTMHS CHsMa C HWX 3aK/MHaHWE, Y OHW CHOBa
cTanu Kyknamu. Nog akkoMnaHeMeHT TPaANLIMOHHbIX
KUTaMCKUX 1 3anagHblX My3blKaabHbIX NHCTPYMEHTOB
aKTepbl ABUrarOTCA PUTMUYHO, CJIOBHO KYK/bI, B UX ABU-
KEHUSAX MPUCYTCTBYET MEXaHUYHOCTb 2!, Kpome Toro,
aKTepbl NPOM3HOCAT PENINKM BO BPeMS Kakux-1mbo
ABWKEHWI, HaNpUMep, OAMH akTep, ABUrasch Kak KyK-
Na, OAHOBPEMEHHO rOBOPUA CaefytoLlee: «Tbl CMe-
€eLbCsl, N OH CMeETCs, HO KTO Bbl 3HaN O CTpaZaHMWAX
KyKAbl...». Korga aktep npov3sHoCua Takme coBa Kak
«CMEATbCA» U «3HaTb», OH TakXKe UX n3obpaxan Te-
oM, TakMM 06pa3om Teno akTepa AenaeT naactmye-
CKue ABWXKEHMA BMeCTe C peybto, U 3TO Aenaso ee
60s1ee BblpasuTesbHOM 22, [Nocsie Toro, Kak 6ormHs
OXMBWAA KYKOJ, ABUXKEHNA TeN TakXKe LeMOHCTPU-
pOBaAn NpoLEecc NpeBpaLLeHns KyKon B YesoBeka.
Hanpumep, aktep yTpupoBaHHO NoKa3sblBas, KaK Yy Ky-
KO/ 3abu0Ch cepaLe, pacumpsn breHne cepaua 4o
ABWKEHWS BCETO TE/1a, 3aTEM UCMOJb3YITe ABUXKEHWS,
MOXOXMe Ha HAaPOAHOE XXOHIIMPOBaHWe, UTObbI No-
Ka3aTb COCTOsIHME MOC/E NPeBpaLLEHMs B YesoBeka 2,
HekoTtopble BbiCTynaeHMs B «/IcTOpUN KyKON» COOT-
BETCTBYHOT NPWHLMNAM UCMONHEHNS B BrIOMeXaHWKe,
Hanpumep, HEKOTOpPble YTPUPOBaHHbIE CLEHMYeCcKme
ABUXKEHUS aKTEPOB, B 3TUX ABMXKEHUAX OLLyLILaeT-
€A NNAaCTUYHOCTb, KaXJoe JBVXEeHNe akTepa coBep-
LLAETCA BCAEZ 338 PUTMOM KMTaNCKMX TPAAMLIMOHHBIX

21. Cm.: KyHbutor — Uctopus kykon (2002 r) [SneKTpOHHbIN pe-
cypc]. — Slap 1874. Bugeo. — 2021. — URL: https://youtu.be/
VPoH8RJ2rrQ (gaTa obpateHmns: 07.10.2021). [Coaep>kaHue,
OnuncaHHoe B TEKCTE, MOXHO YBMAETb Ha BUAEO Bpems: 5:53].

22. Cm.: KyHbLori — Uctopms kykon (2002 r) [S1eKTPOHHBbIN pe-
cypcl. — Slap 1874. Bugeo. — 2021. — URL: https://youtu.be/
VPoH8RJ2rrQ (gata obpalueHuns: 07.10.2021). [CogepkaHue,
OnncaHHoe B TEKCTEe, MOXHO yBWAETb Ha BUAeO BpeMs: 6:17].

23. Cm.: KyHbutoli — Victopus kykon (2002 r) [SneKTpoHHbIN pe-
cypc]. — Slap 1874. Bugeo. — 2021. — URL: https://youtu.be/
VPoH8RJ2rrQ (gata obpalueHus: 07.10.2021). [CogepkaHue,
onucaHHOe B TEKCTe, MOXHO YBUAETb Ha BuAeo BpeMms: 36:06].

yAapHbIX My3blKaJbHbIX UHCTPYMeHTOB. Kaxzaoe aBK-
>KEHWe Tena, Hor 1 PyK OTKPbIBAETCA B3OPY 3puTens
M YeTKO BOCNpom3BoamnTCcs. Kpome Toro, peum akre-
POB TaK>Ke 3a/eCTBOBaHbI MPY COBEPLLIEHUN ABUXKE-
HWI, NpUAaBas A3bIKOBbIM CPeACTBaM BONbLLYHO CUY.

[Apyras pabota — 3T0 cOBpeMeHHas 3Kcnepw-
MeHTanbHas MNeknHckas onepa «Payct». ITa paboTta
6blna co3gaHa coBMecTHo Kutaiickor HauunoHanb-
HoW lNeKkMHCKoM onepHoK Tpynnon n TeaTpoM.poH-
AoM IMunma-Pomanbsa (Mtanms). AHHa Mewke (Anna
Peschke) n3 l'epmaHunm BbiCTynunaa B KayecTse pe-
xmccepa, Jin Melinn n3 Kutaickoit HaunoHanbHom
MeKMHCKON onepHON TPYMMbl BICTYNWAA B Ka4ecTBe
aBTOpa MHcLeHMpoBKkK, a Cto MaHke 13 Kutanckoin
HauwuoHanbHom MNeknHCKoM onepHoN Tpynnbl BbICTY-
MU B KauecTBe UCMOJHUTEIBHOTO pexuccepa lMe-
KMHCKOM onepsl. MiTanbsHckas cTOpoHa oTBeyana 3a
cueHorpadwuto n ceet, Kutaiickas ctopoHa oTBevana
3a MHCLLEHNPOBKY, KOMMNO3MLMIO [eKMHCKOM onepsl
1 KocToMbl. OCHOBaHHas Ha TPaAMLIMOHHOM OpKe-
ctpe MNeknHckon onepbl, My3bika «Paycta» fobas-
nsano B cebs 3anasHble My3blKaibHble MHCTPYMEHTbI
N 3NeKTPOHHYHO My3bIKy. 8 okTa6psa 2015 roga B Te-
atp ApeHa Jenb Conb (Teatro Arena del Sole) B bosno-
Hbe COCTOsIaCh NPeMbepa COBPEMEHHON MeKNHCKOM
onepsbl «®Paycr». C 8 no 25 oktabps «PaycT» yyacTBo-
Ban B dectmBane uckyccts VIE (VIE Festival) B Uta-
nvn n pan 12 npeacrasneHnin B bonoHbe n MogeHe.

CoBpemeHHas NekunHckas onepa «daycT» ocHO-
BaHa Ha ogHOUMeHHOW Tpareaunm leTe, cLeHapucT
Jln MeliHu cokpallan cogepykaHune Tpareanm n NH-
CLEHMpPOoBan ee NepByto YacTb. «PaycT» COCTOUT U3
yeTblpex akToB: «[1posor», «[lorosop», «/1t060oB-
Hble MOXOXAEeHWA», «37101 PoK» N «Bo3BpalleHne».
CroxeT HaumHaeTca ¢ napu Mexay Meductodbenem
n FocnosoM 1 B OCHOBHOM MOBECTBYET O Tpareimm
nobsu daycra n IpeTxeHa. Ha cueHe akTep Takxke
fob6aBuA HekoTopble GU3NUEcKMe ABUXKEHWNS, KOTO-
pble He ABAAKTCA TPAAVLMOHHBIMW ANSA KNTAUCKO-
ro Teatpa. Hanpumep, 6611 OTPBIBOK, FAe TaHLeBau
daycT n [peTxeH, N pexmccep NPUrIacua AByx yun-
TeNen n3 BOCTOYHOrO TeaTpa TaHua 4YTobbl paspa-
60TaTb HOBble TaHLbl /15 aKTEPOB, BOMHOMN TaHeL,
N HEXHas MenoAmna BUONOHYENN genanu cueHy 60o-
Jlee pOMaHTUYHOW. B «®aycTe» eLle npucyTcTBoBanu
MaHTOMUMa, 3aMef/IeHHOe ABUXEHME U Ap 24, AaH-
Hble ABMXEHWS OblIN COBEPLUEHHO HE CBOMCTBEHHbI

24. Cm.: MekunHckan onepa — ®ayct (2015 r) [SneKTPOHHBIV pe-
cypc]. — Slap 1874. Bugeo. — 2021. — URL: https://youtu.be/
8tpbJdp_arw (gata obpalyeHus: 07.10.2021). [CopepxaHue,
onuncaHHoe B TeKCTe, MOXHO YBUAETb Ha B1Aeo Bpems: 8:32].

TPaAWLMOHHOMY KUTaCKOMY TeaTpy, MHOTO JBUXe-
HWI BbIIN B3ATbI U3 COBPEMEHHOM XW3HW. bnaroga-
ps HabAAEHWIO 33 MOBCEAHEBHOM COBPEMEHHOM
KU3HbLO, YMPOLLEHUIO ABUXEHUN, YTPUPOBaHUIO
N KOMeAMMHOCTW NpeacTaBeHe 3aurpano HOBbI-
MW Kpackamu, OHO CTaJio OTBeYaTb 3CTETUYECKOMY
BOCMPUATUIO COBPEMEHHOIO YesioBeKa U Mocnocob-
CTBOBAJIO NPWU3HAHWIO 3anagHoM Ny6anMKON.
Pexxnccep Crot MaHK3 ckazan B UHTepBbHo: «Ec/im
JeNcTBMe aKTepOB pasfeneHo Ha 3aBA3Ky, pa3BuTue,
KyJIbMUHaLMIO, Pa3BA3Ky; TO 3aBsi3Ka B JeACTBUAX ak-
TEPOB — 3TO ABVXXEHUE TPAAMULIMOHHOIO KUTACKOTO
TeaTpa, B TO BpeMs Kak pa3BuTME AeACTBUS MPUHU-
MaeT JIBMXKEHWE 3anafiHoro Teatpa» 2. To ecTb, akTep
CHayvan NpvHMMan nosy TpaguumnoHHoro Kutancko-
ro TeaTpa, a MOTOM BAPYT NepPexosun K Apyrum ABu-
KEHWS, KOTOPble He OTHOCU/IUCH K TPAAWLIMOHHOMY
KUTaCKOMY TeaTpy, flaHHOEe M3MEHEHWE Bbi3biBano
KOHTPACTHbI KOMeAUAHBIV 3PGEKT, U 3TOT KOHTPACT-
HbIA 3bdeEKT ABASETCA KyNAbMUHALMEN AN MOBOPO-
TOM B ZelcTBUW. Hanpumep, ecan cnesoBatb MeToay
YCNOBHOCTU TPAAULIMOHHOTO KUTACKOro TeaTpa, TO
aKTep MosiB/AETCA Ha CLieHe, NPUHMMAET Nnosy, 3a-
TeM o6oNAeT BOKPYr CLEeHbI, YTOBbl MOKa3aTb, UTO
OH npotuen 6onbLIoe paccToaHve. Ho B coBpeMeH-
Holi MNeknHckol onepe PaycT cHavyana NosBAAACA HA
cueHe 1 npuHMMan nosy MeknHckon onepel, a 3a-
TeM BHe3arnHo HauvHan 6eratb Kak JerkoatieT. 310
MrHOBEHHOE M3MEHEHWE BbI3BaN0 CMEX B 3pUTE/IbHOM
3ane %%, Ewe oanH npumep, koraa BaneHTuH BepHyA-
csl JoMOM, [peTxeH Bbillia HaBCTpeuy eMy, BaneHTuH
NPOTAHYA PYKY U NPUHWUMaN No3y MNeknHCKoM one-
pPbl, @ B CIEAYHOLLYHO CEKYHZY OHW UTPasn B Naf0LLIKW,
Kak AeTv %7, OTa AelCTBMS NoKa3ano Apy>Kby cecTpsl
1 BpaTa, a eLle — BbI3BaNO KOMEAUMNHBIA 3bdeKT.
ELle 0AHO BHECEHHOE HOBATOPCTBO TPaANLIMOHHO-
ro aKcnepuMeHTasbHoro Kutaickoro teatpa — OZAMH
aKTep MNoKa3sblBaEeT Ha CLIEHe HECKOJ/IbKO TEXHUK ammlya
TPaanLMoHHbIX Kutanckux Teatpos. Mpu npenoga-
BaHWUW TpaguLMoHHoro Kutalickoro Teatpa CTyAeH-
Tbl 4OJ/IKHBI CHaYana oBnajeTb 6a30BbIMU HaBbIKaMK,

25. Cm.: Mpecc-koHpepeHumns MeknHckoln onepbl «PaycT»
[3nekTpoHHbIN pecypc]. — Slap 1874. Bugeo. — 2022. —
URL: https://youtu.be/NduEAFSFuxg (aaTta obpaiieHus:
03.08.2022). [Copep>kaHue, onucaHHoOe B TEKCTE, MOXHO YBU-
[eTb Ha BMAeO Bpems: 2:27].

26. Cm.: MekuHckan onepa — ®ayct (2015 r) [DNeKTPOHHbIN pe-
cypc]. — Slap 1874. Bugeo. — 2021. — URL: https://youtu.be/
8tp6Jdp_arw (aata obpaiyeHus: 07.10.2021). [Cogep>kaHue,
OnncaHHoe B TEKCTE, MOXHO YBUAETb Ha BUAEO BpeMs: 2:46].

27. Cm.: MekunHckas onepa — ®ayct (2015 r) [SneKTPOHHBIV pe-
cypc]. — Slap 1874. Bugeo. — 2021. — URL: https://youtu.be/
8tpbJdp_arw (gata obpalyeHus: 07.10.2021). [CopepxaHue,
onuncaHHoe B TEeKCTe, MOXHO YBUAETb Ha B1Aeo Bpemsa: 3:54].
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a 3aTeM BbI6paTh OAHO amnaya Aas ero npodeccuno-
HanbHOro ocBoeHmsA. OBbIYHO akTep 3aHMMaeTcsa Uc-
NOoJHEHNEM OAHOrO NPodeCccCMoHaNbHOro amniya Ha
MPOTAXKEHUW BCEW CBOEN XM3HW. OAHAKO B TpaauLm-
OHHOM 3KCreprMeHTabHOM Kutaickom Teatpe ak-
Tep NOCTENeHHO paspyLlaeT OrpaHnyeHns amniya,
BO3MOXHbIM CTa0 BbICTYM/IEHNE B Pa3HbIX TEXHUKAX,
BM/IOTb A0 TOTO, YTO OAMH aKTEP B CBOEW 1rpe MoXeT
MCNONb30BaTb HECKO/IBKO TEXHMK aMrya.

Hanpuwmep, B «®aycTte» HeobxoaMMO NpeBpaTunTb
3anagHblin ctoxeT B [eKMHCKyr onepy, U pexmc-
cep H6osbLUe He NpMBA3aH K 0OCOBEHHOCTAM amnaya
TPaAVLMOHHOIO KUTANCKOro TeaTpa, a aHannsnpy-
€T 1 n3obpaxkaeT NepcoHacel Kak B 3anagHoM Te-
atpe. Takum o6pa3om, BbICTyMNIEHNA aKTepOoB Ha
CLEHE HapyLWMAN OrpaHUYEHNs aMnya, akTep npu
urpe nepcoHaxew «®Paycra» NCNoNb30Ba HaBbIKK
Pa3NNUHbIX aMmnaya.

o [0k, akTep, cbirpaBlumnii Paycra, ckasan B UH-
TepBbto: «fl 061aat0 aKTEPCKMM HaBbIKOM ammnaya
XyanaHa <...>, A Payct — y4yeHuK, N OH AOKEH
BAOOUTLCA B amniya [JaHb (IpetxeH). MoaHoCTbIO
MCNONb30BaThb TEXHWKY aMmnaya XyansHs HeyMeCTHO,
MO3TOMY A NO3aVMCTBOBA TEXHUKMN Pa3/IMUHbIX aM-
naya...» %, Hanpumep, korga Jlto [31ik urpan craporo
®aycTa, OH NpuaaBan Teny Gopmy CTaporo venose-
Ka C MOMOLLbHO TaKMX ABWUXEHWN, KaK BCTPAXUBaHWE
6opogoii 1 pykaMu; 3aTeM OH nokasan npoLecc cTa-
HOBJIEHWS MO/IOZbIM C MOMOLLbIO CEPUN ABUXKEHWIA
TPaAWLIMOHHbIX KUTACKNX TeaTPOB, TaKMX KaK Urpatb
6opoay, urpaTb pykaBsa, KyBblpKWU ¥ Tak Janee; Kor-
A,a OH CTan MoJaoAbIM YesoBekoM, Jlto [13lik 3anpbl-
FHY/1 Ha CTOA 1 MOKa3as C/IOXKHbIe HaBbIKM, Takme Kak
«BepTukanbHbIN WnaraT», YTobbl MOKasaTb MOIOAOE
cocTosiHve v BonHeHWe Paycra. MNo3ToMy HaBbIkM aK-
TEPOB MCMONb3YHOTCA TONBKO A/A TOro, YTObbI 130-
H6pa3nTb NepCoHaxeln 1 nokasatb CHOXKET, a He A/is
TOro, Ytobbl NoKasaTb OCOHBEHHOCTM amnya.

MopobHoe «MexnpopeccuoHanbHoOE» N «MHO-
ronpodeccnoHasbHoe» MOXHO $akTUyYeckn Boc-
NpUHMMaTb Kak pa3buBky N 06besMHEHNE TEXHUK
M HaBbIKOB pa3HbIX amnaya. MactepcTBo amnaya
npeBpaTMAOCh B MacTEPCTBO UCMOJIHEHUA aKTepa,
TO eCTb, OB/N1aZe€B Pa3HbIMUN TEXHMKAMM amMnJlya, ak-
Tep MOXEeT BbICTyNaTb B pa3HbIx poasx. Apyrumu
CN0OBaMK, Urpas pa3Hble Pou, akTep MOXET 1C-

28. Zhang Luting. Hua lian yu dan jue tan lian ai jing ju «Fu shi
de» ju chang li zuo shi yan [EB/OL], [YxaH /lymuH. XyansHb
n [laHb BAt0GAsAOTCA Apyr B Apyra, MNekunHckas onepa «Pa-
yCT» NPOM3BOAUT 3KCNepuMeHT B TeaTpe]. URL: http://culture.
gianlong.com/2017/0905/1993370.shtml, 2017-09-05. (laTa
obpaleHus: 20.07.2022. Ha Kutalickom s3bike).
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No/b30BaTh Pa3Hble TEXHWUKN UCMOJHEHWS, U TaKUM
0b6pa3om, B NpeACTaBAEHUN NOABAAETCA KOHLeNLUmMs
«Macku Meliepxonbga». «Macka MeepXxo/bAOBCKO-
ro aKkTepa — 3TO He Macka, KoTopas HajeBanach Ha
amuo» %, A HO. PanocoB B KHUre nogpobHo o6bsac-
HUN Macky Menepxonbja: «<Macka MeliepxonbaoBs-
CKOTO aKTepa co3jaBaack 3a CYeT NNACTUKN BCEFO
Tesa, YTo NpuAaBano Macke ABONCTBEHHOCTb: OHa
OAHOBPEMEHHO bblna 1 yCTOMYMBa, N BapuaTUBHa,
nosBoAsia urpatb pakypcamm» 3. To ecTb, akTep-
CKNe TEXHWUKN TPaaULMOHHbIX Knutarickux TeatpoB
4151 UCMOJIHEHUS KaXKA0ro OTAENbHOIo amriya —
3TO «MaCckKn» Pa3HbIX MEePCOHaXeN.

Hanpumep, ¥ Cunro (p. 1953) B nbece «Koponb
JInp» ncnonb3oBas NOAOOHLIN METOZA Urpbl Ha CLe-
He. B roHoctn Y CuHro mnsyvan mactepctso l[ekuH-
CKOW onepsbl B TaBaHbCKOM LIKOE TPagNLMOHHOMO
KuTarckoro Teatpa OycuH B TeUeHWe BOCbMU JeT.
B 1986 rogy Y CuHro v rpynna Mo/ioAblX akTepoB
TPaAULIMOHHBIX KUTaNCKMX TeaTpoB ocHosain CoBpe-
MeHHbIV TeaTp fiereHa. Bnocnescreum Tpynna agantu-
poBafa 1 NoCTaBuaa MHOTVeE 3anagHble Kaaccuyeckme
npounsBseaeHus. Bce nponsBeseHns cTporo npuaep-
XUBaMCb NPaBWU NCMONHEHNs MeKMHCKON onepbl
1, OLHOBPEMEHHO, B HMUX MPUCYTCTBYHOT HOBbIE TEX-
HVKM TaHLa 1 HEKOTOpPbIE 3IEMEHTbI 3aMafHOro Tea-
TPaNbHOrO BbICTYM/IEHNS, B MOAOOHbIE MPOV3BEAEHUs!
BBOAWINCb COBPEMEHHbIE TeaTpasibHble KOHLENLUN.
TpaauLLIMOHHbIN 3KCMEPUMEHTa/IbHBIN KUTANCKWIA TeaTp
«Koponb Jlnp» — agantmposaHHas Y CUHIo ncropus
no MoTtmBaM nbecol LLlekcnupa, oH Takxe paboTaet
B KauecTBe pexuccepa v aktepa. «Koponb Jlnp» co-
yetaeT B cebe lMeknHckyto onepy, KyHbLio, My3bIKy
1 TaHLbl TaliBaHbCKMX aBOPUTEeHOB U Apyrue CLEeHN-
yeckue NpuemMbl U NpeacTaBaeH B GopmMe MoHoApa-
Mbl. «Koposib JInp» pasgeneHa Ha TpW akTa: «TeaTp»
(the play), «<urpa» (the playing), «aktep» (a player),
B 2001 roay 3ta pabota 6bl1a Ny6aMYHO NCnoNHe-
Ha B Tanb3e, a 3aTem ractposampoBana no Espone.

B «Kopone Jlnpe» (Bepcus binycka 2006 r.) Y Cuk-
ro MCMo/ib30Ban MeTOAbl UFPbl Pa3HbIX amrya 13
MeknHckon onepsl, YTobbI NoKasaTtk kopoas Jlnpa,
daBopwuTa, cobaky, Tpoux goyepeli, rpada [nocre-
pa, ABOMX CbiHOBel U ewe 10 pasHbIX A4eNCTBYHO-

29. Bapnamosa B. 1. «[po3a» B noctaHoBke Bc. 3. Meliepxonb-
aa (AnexkcaHapuHckuia Teatp, 1916 rog) // A. H. OcTpoBckuii.
HoBble nccnegosaHus: CO60pHMK cTaTen u cooblueHnn /
Poccuitckuii MHCTUTYT uctopum uckyccrs. — Cre., 1998. —
C. 82-113.

30. Psanocos, A. 0. PYCCKOE PEXXVNCCEPCKOE MCKYCCTBO XX
BEKA: cuctembl, HanpasieHus, koHuenumm, ngen / A. HO. Ps-
nocos. — ClM6.: ActepuoH, 2022. — C. 77.

wmx any 3. B nepeom akte ¥ CMHIro ncrnonb3osasn
amnaya JlaowsH (ctapuka) ana poau kopons Jinpa,
«B NepBble AeCATb MUHYT Nbecbl KOPOob JInp 6exuT
B 6e31t04HOM NYCTOLWN C pa3bAPEHHbLIM BUAOM, 3Ta
TeXHWKa No3anMMCcTBOBaHa y aktepa Yxxoy CuHbbaHa
B npeacTaBieHunmn «Croi LI 6exut uepes ropog»» 2,
Ha cueHe y akTepa 66110 amMnaya naoLsH (cTapuka),
OH ApO>Kan, BopoYancs, nagan v T.4., BCe 3TV ABU-
>KEHUSA BbINOAHANNCD ANA CO3JaHUA CUEHbI, TAe KO-
poib JIp OTYasiHHO BEXMT MO NyCTOLM.

Bo BTOopom akte ¥ CMHIro ncnosb3oBan NOXOAKY
Kapsavka us amniaya Yoy (koMuk) ana nsobpaxeHus
KOPO/JEBCKOro WyTa U cobaku; GUrypy n xxectuky-
naumo 13 amnaya LiMHbM (OkeHWmMHa B CKPOMHOM
ogexae) n amnaya XyajaHb (Mosiofasa KOKeTNn-
Basl XXEHLLUMHA) ANs N306paxeHns godepeit Kopons
Jlnpa, TakMm 06pa3oM xapakTepHble YepTbl Kaxaoi
13 fJoYeper OTIMYannCh Apyr OT Apyra; amnaya fla-
OLU3H MCMOAb30BaAOCh AN Poan caenoro rpada
[noctepa; amnaya YwaH (BOVH) AnA poav aMyHaa
n 3arapa. Nomumo cosganus poau, Y CMHro takxe
MCMNOJ/Ib30Baj B Mbece ABMXKEHNA TeN aKTepoB, YTo-
6b1 HbICTPO NepekNtoUaTbC Mexay poasMmu. Hanpu-
Mep, BO BTOPOM akTe, KOrAa CTPaHCTBYHOLWMIA Sarap
BCTpeyaeT B MyCTbIHE CBOEro C/1enoro otuya [octe-
pa. 4rap C NOMOLLbIO Nanky BeAeT OTLa B ropy,
Y CvHro ncnosib3oBan nasaky Kak pekBu3uT, noka-
3blBas MPOLLECC U3MEHEHMWM, MPOUCXOAALLNE Haun-
Has C O4HOro KOHLA Naaku 1 3akaH4MBaroLWwmnecs Ha
APYroM KOHLE, KOrja YesioBeYeckoe TeNo N3MeHs-
eTcs, U1 MOI0A0N Darap npeBpallaetcs B [nocTtepa.
B 6uomexaHuke posib — 3T0 boabLION Bomexa-
HUYECKMIA 3THOA, N KaXAbll poJib UMEET COOTBET-
CTBYIOLLYO «MacKy». B «[loH XyaHe» Meliepxonbaa
aktep HO. M. FOpbeBa (1872-1948) Tak>xe ncnonb3o-
Ba/l BblLLEYNOMSAHYTbIA METOA Macku, UuTobbl co3aa-
BaTb 06pa3 [oH XKyaHa, «B cnekTaksie «/JoH XyaH»
FOpbeB NpUCYTCTBOBAN CO CBOMM NNLIOM, Urpas Ma-
cky [oH XyaHa. Ho npu urpe pasHbix nnocraceu
cBoero repos KOpbeB BapbMpoBaa NAacTuky, N30-
6paxasn 1o [JoH XyaHa — b6necTalLero KkaBanepa,
10 [JoH XyaHa — ymenoro obonbctutens, To JoH
XKyaHa — bpeTepa, Ay3/niHTa U ApadyHa, a BCe 3T0 —
onpejgeneHHble Bapuaunm naactmkm JoH XyaHa;

31. Cm.: Koposb Jlnp (1998 r) [SnekTpoHHbIA pecypc]. — Slap
1874. Bugeo. — 2021. — URL: https://youtu.be/73gVipRxaKI
(aaTa obpalyeHns: 07.10.2021).

32. Li Wei. Xi ti zhong yong: Lun Wu XingGuo»Dang dai chuan
gi ju chang» de kua wen hua xi ju shi yan [/lu B3d. icnonb-
30BaHMe 3anajHoro CTUASA: MeXKY/bTYPHbIN TeaTpanbHbI
akcrnepumeHT Y CuHro B «CoBpeMeHHOM TeaTpe NereHa»).
Xi ju yi shu [TeaTpanbHoe nckycctso], 2011, 000(004): 10001.
P. 71. (Ha KuTalckom sasbike).

Tem caMbiM KOpbeB Mrpan pakypcamv Macku CBOEro
repos» 33, No3aToMy 3Ta «Macka» NpeacTaBaseT co-
601 He TPaAMLMOHHYH MacKy, KOTOPYHO HajeBatoT
Ha Anuo, N He Macky [MekMHCKOM onepbl, KoTopas
JenaeTca C NOMOLbIO TPMMa, @ Macky, co3jaBae-
MYtO Uepes ABMXeHWS. Bapbupys ABUXKeHMA, akTep
NOCPEACTBOM COOTBETCTBYHOLLMX ABUXEHNN N30-
6pa>kaeT pasHble «Mackun» nepcoHaxen. MoxHo
cKasaTb, UTo Ha cueHe Y CnHro n KOpbeB nocpes-
CTBOM MNACTUKM CO34aBafu «MacCkm», TO eCTb UX
TEXHWKa COOTBETCTBOBaa TeaTpassbHOM KOHLIENLMn
Meliepxonbga 06 ncnonb30BaHMM METOL0B broMe-
XaHVKM 4151 CO3JaHUsA PasHbIX «MaCcoK».

NMoMUMO 3TOro, UCXOAA U3 NPeANOChINKK, YTO
TPAAVLNOHHbBIN 3KCNEePUMEHTabHbIA KUTANCKUIA
TeaTp NPoAoaXKaeT Hacne0BaTb TPAAMLIMKN, MHO-
ronpodunabHoOe pa3BuTMe TakKe CTano Hanpasae-
HUEeM ANA U3ydeHusa TpaguumoHHoro Kutanckoro
TeaTpa, TO eCTb MOMbITKOM NPUMEHUTb CLEHNYe-
CKOe WNCKYCCTBO TPAAMLMOHHOIO KUTaNCcKOro TeaTpa
B 06/1aCTAX, BbIXOAALMX 3@ Npesenbl CLeHbl Tpa-
avumoHHoro Kutalickoro TeaTpa, TEM CaMbIM pac-
LINPSAA BO3MOXHOCTW CLLEHNYECKOro NCMOHEHUSA.
TpaaNLMOHHbIN KUTaCKUIA TeaTp — 3TO KOMIJIeKC-
HOe MUCKYCCTBO, 0bbeauHstoLLee B cebe nntepaty-
Py, My3bIKY, TaHLbl, N1306pa3nTenbHOe UCKYCCTBO,
CKynbNTYypYy, 60eBble NCKYCCTBa, akpobaTuky u T.4.
DTO 03HayYaeT, YTo TPaAMLMOHHBIN Kutancknin Te-
aTp MOXeT KOMBMHMPOBATb ¥ IKCNEPUMEHTUPOBATD
C Pa3/IYHbIMM CLLEHNYECKUMUN UCKYCCTBAMU B ApY-
rmx chepax TeaTpasbHOro BbICTYMNAEHUS, CO3aBas
BCEBO3MOXHbIE B3auMogelncTBus. Hanpumep, co-
yeTaHue MNeKNHCKOW onepbl N COBPEMEHHOTO TaH-
L3, KaK B COBPEMEHHOM TaHLe «TpoliHas pa3Buika»
(2020 r.), aKkTepbl 3aMMCTBOBAIM KIACCUYECKMIA 3MN-
304 u3 MeknHckom onepbl «TPONHOW Pa3BUIKN»,
NCNONb3ys METOJ YCIOBHOCTU U3 TPAAULMOHHO-
ro KMTalickoro Teatpa B TaHLe. [lBa akTepa cpaxa-
JINCb B TEMHOTE Ha CTONE, ABUXKEHNA [BYX YeSIOBEK
Ha y3KOM CTOJIe YETKO C/1Iel0BaaN My3blKajbHOMY
puTMmy, 61arogapsa YCI0BHbIM ABUXXEHNSAM akTepoB
TaHLeBasbHOe NpeacTaBaeHne oborawanocs je-
TansiMU U3 UrpaemMon ncropum 3. 3putenn moryt
MOHATb CIHOXET, JaXkKe eCnu B NpeacTaBAeHNN HeT
amnanoros. KOMBUMHMpPYA Takne 31eMeHTbI Kak npo-
CTOTa CLLeHbl, YC/IOBHAs Urpa akTepoB, ABUXEHMUS
no TNy akpobaTukn, coyeTaHne pasanNydHbIX ABU-

33. Tam xe. C. 77.

34. Cm.: CoBpemMeHHbIV TaHel, — TpoWHas pa3suika (2020 r)
[DnekTpoHHbIV pecypc]. — Slap 1874. Bugeo. — 2021. — URL:
https://youtu.be/fSS5N8FxyfNE (gata o6patyeHms: 09.10.2021).
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KEHWN Tena, ABMXKEHUN B PUTM MY3bIKU Mbl MOXEM
paccmaTpuBaTb NogobHOe NpeAcTaBAeHNe Kak Npo-
n3BegeHue C TeHAeHUMAMUN K BuoMexaHuke.

Kpowme Toro, B npumMeHeHnn MeTOA0B BbICTyMe-
HWS TPAANLIMOHHBIX KUTACKMX TEaTPOB B KNHODW/Ib-
MaX TakKe eCTb 3aMeTHOe NpenMyLLecTBO. AKTepbl
TPaAWLIMOHHbIX KUTACKMNX TeaTpoB, Npoinas Gpusnye-
CKYH MOArOTOBKY, MOTyT H1ecTsiLLe NposaBuTb cebs
B akpobaTnueckmx ABMXKeHNAX B UAbMaX, Hauayy-
UMM NPUMEPOM 34eCh SBASETCS BblAAOLLMACS aKTep
[>xekun YaH. B wectnnetHem Bo3spacte [xxekn YaH
Hayan usy4vaTtb MCKYCCTBO TPAAMLMNOHHOIO KUTal-
CKOro TeaTpa, BO BpeMs CBOero obyuyeHus B LLIKO-
Jle OH OCBOW OCHOBbI MacTepCTBa, NMPUMeHAEMble
B TPaAWLMNOHHOM KMUTaCcKoM TeaTtpe. Ero onbit 06-
YyUYEeHUs MacTepcTBY TPaJNLMOHHOIO KUTaNckoro
TeaTpa 3a70XKMA MPOYHYH OCHOBY A/18 AajibHEN-
Wwewn Kapbepbl B KMHOGUAbMax o KyHr-dy. [paku
B puabmax ¢ yqactmem [xekn YaHa TeCHO CBA3aHbl
¢ 60€eBbIMUN ABMXXEHUAMU B TPAAUNLMOHHOM KNTal-
cKoM TeaTpe, B duabmax oH covetaeT TaHbL3bI-TyH,
rMMHacTUKy, Gu3KyabTypy 1 akpobaTmyeckoe mnc-
KyCCTBO, 1 34eCb 0COBO NPOSABAAOTCA OCOBEHHOCTM
TEXHUWK U3 CLeH apak B MNeknHckoln onepe. Yo ka-
caeTcs co3faHus obpasa nepcoHaxer, Jxekn YaH
nepeHsn yepTbl amniya Y-Yoy (amnya BoMHa 1 Ko-
MunKa) 13 MeKMHCKOWN onepsbl, N Urpan B OCHOBHOM
nepcoHaxkew, BnageroLmmm 6oeBbIMM NCKYCCTBa-
MW 1 NepCOHaXxel, OTANYaOLWMNXCH KOMUYHOCTBIO,
nojyepknBas NOBKOE U FOMOPUCTUYECKOE NoBeje-
HVe B Kajpe, a Tak>ke UCMoJib3ya OCTPOYMHbIN A3bIK,
co3zaBasi TeM CaMbIM HOBbIV CTUAb KuTanckmx ¢pub-
MOB O 60eBbIX NCKycCTBax — Komeauns KyHr-O®y.

Mbl pa3gensem gericteme B komeaunm KyHr-®y
[>kekn YaHa Ha oAMHOYHOE JeliCTBME U MaccoBoe
6oeBoe cpaxeHne. OAMHOYHOE AEeNCTBME B OCHOB-
HOM Ans Toro, uTobbl [xxekn YaH npeogonesan
NPensaTCTBMA OKpY>XatoLel cpeabl. Hanpumep, ne-
pene3aTb Yepes BbICOKME CTEHbI 1 BO/bLIME Xenes-
Hble BOPOTa, fla3aHue No Koiecy 0603peHns, MocTy
Y BbICOTHBIM 3J@aHMAM W T. 4. B 3Tux kagpax [xeku
YaH ncnonbsyet Takne TeXHUKM 13 TanblLi3bi-N'yHa
1 TMMHACTUKWY, Kak 1a3aHne, CTOSHME Ha pyKax, casb-
TO W NPbIXKN 1 T.A.

[Ans nokasa cxBaTKM ABYX YeN0BEK N MAaCCOBOTO
6oeBoro cpaxxeHuns komegmna KyHr-®y [pxekn YaHa
OT/IYaeTCa OT APYrmx GuabMOB O KyHr-y. Puabmbl
0 KyHr-dy 6b1am 611Ke K peanbHbIM 60AM, U cpaxe-
HWA B OCHOBHOM MOAYEepPKMBaAN repon3M r1aBHbIX
repoeB M XXeCTOKOCTb UX ABMXKeHW. Komeans KyHr-
by OTIMYAKOTCA CU/IbHBIM CTUNEM YIMYHOTO XXOHT/1e-

124

pa, TMOKUMU ABUKEHUAMU U UHTEPECHBIMU, Aaxe
onacHbIMKM Tprokamu, BUTBa Tak>ke TeCHO CBA3aHa
C OKPY>KatoLLMM CNOXHbBIM MPOCTPaHCTBOM. B He-
KOTOpPbIX GUAbMax O KyHr-dy rnaBHbIli repol OAunH
NPOTUBOCTOUT LLENOW rpynne AtoAel, HO 3104eu
OAVIH 33 APYTM BbIXOAWAW BNepes, YTo6bl cpa3nTb-
cs. Takasa cxBaTka HMYEM He OTAMYanacb oT GUTBbI
ABYX yenoBek, a B komeaunmn KyHr-®y [xekn YaHa
cpaxkeHns maccoBoro 60eBOro xapakrepa — 370
npoLecc COBMECTHOIO y4acTUsA BCEX YyYaCTHMKOB
B AencTBuM. Mbl nonpobyem pa3genntb BCeX yyacT-
HWKOB BUTBbI Ha OTAENbHbIX UHANBUAOB, KYHr-by
WHAMBUAYYMa pa3bupaeTcs Ha NPOCTble INEMEHTbI
ABVDKEHWI, Takme Kak NPbIXKW, nepekaTsl, yaapbl
Horamu 1 yaapbl pykamu v T.4. CTOUT OTMETUTb, UTO
ABUXKEHUS KYHT-dY aKTEPOB AOMXKHbI HbITb OFOBO-
peHbl 3apaHee BO BpeMs peneTnLmm, CoaepxaHune
peneTuLmm JOMKHO CTPOro cobatoAaTbCs, HENb3S
NPUMEHATb HUKaKMUX MMMPOBU3NPOBAHHbIX ABUXKE-
HWUW, MHaye 3TO ByaeT onacHo. Mbl OBHapy>XXU1M, UTO
MaccoBoe 60eBOe CpaxeHne MOXHO paccMaTpu-
BaTb Kak paboty [xekn YaHa v Apyrux akTepos,
6bICTPO 1 YETKO MO3UPYIOLLNX B Pa3/INYHbIX NO-
3ax C onpezeneHHon uenbto. icxoasa ns 3toro, Mbl
06beaHMAN BCe 3TO BMECTE, U Takoe PUTMUYHOE
CKOOPAVHMPOBAHHOE MacCoBOe ABWMXeHWe chopmu-
poBaso cueHy 6utBbl. YToHbl MOBLICUTL PeanncTny-
HOCTb, HEKOTOpPbIE CNOXHbIE AEUCTBUS B KOMEAUU
KyHr-®y [Ixxekn YaHa BMeCTO 3TOro nokasaHbl A/1MH-
HbIMW MAaHaMW.

Ewe oaHon ocobeHHOCTbO kKoMeaun KyHr-®y
[>xekn YaHa aBnaeTca Ncnosib3oBaHne UM peksu-
3uTa. Bce npegmeTbl B NOBCEAHEBHOMN XM3HWU MOXHO
MCNonb30BaThb B KayecTBe 60eBOro opyxus, pabotas
naskamu, naBkamu, 1eCTHMLaMK, Tapenkamu; pyk-
Tamu 1 OBOLWAMW U APYTUMU NPeiMeTaMn MOXHO
XXOHrAnpoBaTb. Hanpumep, B puabme «[Tpoekt A»
(1983) dxxekun YaH ncnonb3osan Benocmnesbl, bam-
6yKOBble LIECTbl, OKHa, NECTHULIbI U APYron pek-
BM3UT, UTO6bI NO6EAUTb CBOMX NPOTUBHUKOB. Mbl
MOXEM /1erko BCMOMHUTb ABYX 3HAMEHUTbIX aKTe-
pOB 3MOXM 3anajHoOro Hemoro komeguu: Y. YananHa
n b. KntoHa, koTopble oba nokasblBatOT 3axBaTbiBa-
toLLMe Y FOMOPUCTUYECKME CLieHbI C MOMOLLbIO K-
3NYECKUX ABUXKEHNN. TakMM 06pa3om, Mbl MOXEM
0606WMNTb YepTbl ABUXEHUI B KOMeaun KyHr-Oy
[>xekn YaHa: ncnonb3oBaHbl HaBbIKM TPAANLINOH-
HbIX KMTaNCKMX TeaTPOB; BO BPEMS PeneTLmm CAoX-
Hble ABMXEHMS BOEBbIX NCKYCCTB packaajbliBaanch
Ha 3/1eMeHTapHble ABUXEHNA M CHOBA COEANHANNCE;
npeabaBAANNCE CTporme TpeboBaHmA K ABUXKEHM-

AM; ABUXKEHUNSA UMENN PUTM; NCMONb30BaINCh Ha-
BbIKW XXOHI/INPOBAHWA U UCMONHEHWA TPHOKOB, BCE
3TO TakXe MMeeT YepTbl HOMEXaHUKW.

CTOUT OTMETUTb, UTO ABUXEHUN B TPAAULINOH-
HOM KMTalcKoM TeaTpe 0b6aaAatoT YHUKaAbHbIMU
XYA,0XXECTBEHHBIMU U 3CTETUUYECKUMUN XapaKTepu-
CTUKaMWK, a Tak>Xe YHUKaNbHbIMU CUMBOJANYECKUMN
yepTamu. MpsMoe NCMONb30BaHME TUX ABUKEHWIA
B NpeACTaBleHMM, OYEBUAHO, HEYMeCTHO. Hanpu-
Mep, pusnyeckne ABMNKEHUSA TPAAULMOHHbBIX K-
TalCKUX TeaTpPoB TPYAHO MHTErpMpOBaTh B CLIEHY
TeaTpa, KOTOpas NoKa3bIBaeT «peanbHYH0 XMU3Hb»,
dyaxeHno bapba B cBOEM UHTEPBbLIO YMOMSHYI
npeactaenenusa Y Cunro: «Ero (Y CuHro) npegacras-
NeHNs — 3TO COBPEMEHHbIE NMOCTaHOBKM, HO OHU
BCe elle orpaHuyeHbl pamkamu NeknHckor one-
pbi» 3, TpagMUMOHHBIN Kutancknin Teatp npugaet
60/1bLLIOEe 3HAYEHMNE PAa3BUTUIO ABUXKEHUI aKTEPOB,
3Ta «Tpaguums» nepesaroTcs U3 NOKONEHUs B NO-
KOJIeHWe 1 pa3BMBAtOTCA Ha MPOTAXKEHUM y>Ke CTa
net. B coBpemeHHoM Kutae cozgaHa Lenas obpaso-
BaTesIbHas CTPYKTypa no oby4yeHuto TeaTpanbHOMY
MacTepCTBY A/ BCeX BO3PACTHBIX Py, BKArOYas
[EeTCKNE XYA0XKECTBEHHbIE LLIKObI, CPEAHME LLIKOAbI,
cpesHue npodeccnoHanbHble yunauLLa, BbiclLne
npodeccnoHanbHble yuyebHble 3aBeseHns, bakanas-
pwart, a Takxxe obyuyeHue 3a pyb6exxom. Takmum 06-
pa3oM, kak U Meliepxoabj NCNOAb30BaN METOAbI
6rnomMexaHnKn Ana TPEHMPOBKM akTepoB, Gusmye-
CKMe ABUXXEHUNA TPAAMLIMOHHbIX KUTalCKMX TeaTpoB
MOryT ObITb MCMOAb30BaHbl Kak MeToZ 0byUYeHUs
COBPEMEHHbIX TeaTpasibHbIX akTepoB, YTObbI CO-
BEPLUEHCTBOBATb YHMKA/IbHYIO CUCTEMY UCMONHU-
Te/bCKOro Mactepctea B Kutae.

3AKJIFOYEHUE

TPaaULMOHHBIN 3KCNEPUMEHTA/IbHbBIN KUTaUCKUI
TeaTp NpPoAOAXKaAET BHEAPATb MHHOBALMUK, COXpa-
HAA TPaAMLMKN. YTOBbI afanTMPOBATLCA K COBPEMEH-
HbIM ApamaM (BKaroUas Knaccmuyeckue 3anagHble

35. You Jin Ni Ao - Ba Er Ba. Feng Wei. Zhang Ruonan. Wang Yue
Fan yi. Xi ju ren lei xue jia yan zhong de Zhong Guo xi qu —
You jin ni ao - Ba er ba fang tan lu [9yaxeHuno bapba, ®3H
B3, YskaH XXoHaHb. [MepeBog Bax HO3u. TpagmumnorHbin Ku-
TalCKWI TeaTp rnasamu TeaTpasbHbIX aHTPOMONOrOB, UHTEP-
BbtO C JyzAxeHuno bapbal. Xi Ju: Zhong yang xi ju xue yuan
xue bao [Apama: XypHan LleHTpanbHon Akagemun [lpamsi],
2021,04: P. 19. (Ha KuTalickom s3bike).

Apambl), COBPEMEHHbIM CLIeHaM U «3KCNePUMEH-
TaNbHbIM» TBOPEHNAM COBPEMEHHbIX PEXMNCCEPOB,
aKkTepaM TPAAULMNOHHbBIX KUTANCKMX TeaTPOB HeOb-
XOANMO oboraliaTb CBOM apceHan.

MeTogabl 06yYeHUs TPaAULMOHHbIX KNTalCKUX
TeaTpoB B COBPEMEHHOW cucTeMe 0bpa3oBaHmsA
yAyylWwnam mMetoasl 0byueHuns, 6110 obecneveHo
Hay4yHoe pa3BuTMEe GU3NYECKOW NOATOTOBKM B Ma-
He MCUXONOTMYECKMX U MEXaHUYECKUX acreKToB,
AOCTUTHYTa MeXANCLMNAMHapHas BCECTOPOHHSSA
TpeHMpoBKa A4 Tena aktepoB. CTyaeHTbl AkagemMmnn
TPaAULMOHHBIX KNTANCKMX TEaTPOB MOTYT y4acTBO-
BaTb B MIO3MK/AX, CMEKTaKAX, TaHLLeBaIbHbIX MO-
CTaHOBKaX, KYKOJIbHbIX NpeAcTaBaeHusx, Guabmax
N 4p., NPUMEHATb MacTepCTBO TPaANLMOHHBIX Kn-
TalCKUX TeaTpoB, KOTOPbIMU OHU OBIAZLENM, K IKC-
nepvMeHTaM B pa3Hblx Npodeccrsax n obnacrsx,
pacWwmpaTb pasanUHble BO3SMOXHOCTU TpajuLm-
OHHbIX KUTaNCKNX TeaTpoB.

C TOUKW 3peHMns CLLEHNYECKOWN NPaKTUKN, MeX-
4y OM3NYECKUMU JBUXKEHWUSAMU U3 TPAAWULIMOHHOTO
KWTaNCKOro Teatpa M BUOMEXaHWUKON eCTb U CBOM
pasnnuuns, HanpuMmep, ABUXEHNS Tena B TpaAnLn-
OHHOM KWUTalCKOM TeaTpe MMEOT CBON CKPbITbIN
CMbICJI, OHU AOJIXKHbI 6bITb 31€FaHTHLIMU 1 061a4aTh
BOCTOUYHOW KPacOTOW, TakXKe ABUXKEHUS AOJIKHbI
cnefloBaTb 3CTETUYECKOMY MPUHLNMY «OKPYTa0-
CTW», a BoMexaHnKa CTPeMUTCS K npeyBeanye-
HWIO, OTKPBLITOCTW, FPOTECKY M APYrMM NMPUHLMMIAM
CNOPTUBHOM 3CTETUKMN. Haxoaalencs nog BANSHN -
€M 3anajHoro TeaTpa, TPaAMLMOHHbIV SKCNepUMeH-
Ta/IbHbIN KNTANCKNIA TEATP COXPaHsieT NpenMyLLecTBa
TPaAULMNOHHOIO KMTAaNCKOTo TeaTpa — YCJI0BHOE
NpeACTaBAeHNE, OCHOBAHHbIE Ha «MEeHUW», «CLeHM-
YeCcKOoM peum», «CLLEHUYECKOM ABUXKEHUUN», «aKpO-
6aTnueckoM Mactepctee». OfHaKO CLeHUYecKne
ABUXeHUs H6osblle He orpaHnYeHbl TPaAULMOH-
HOM BOCTOYHOWN 3CTETUKOW U MOCTEMEHHO pa3py-
LIAOT OrpaHUYeHNUs KUTaNCKOro TPaAULMOHHOTO
TeaTpa, 406aBsAA MHble GU3NYECKME INEMEHTI, Ta-
Kne Kak UupK, TaHel, GU3KyAbTypHble ABUXEHMS
n ap. B xoae nccnegoBaHnin 6b110 06HaPYXKEHO,
UTO C Pa3BUTMEM TPALULIMOHHOIO KUTANCKOrO Te-
aTpa OH BO MHOTMX OTHOLUEHWsAX BA130K K KOHLLen-
Lun TeaTpaiabHOro npeacraBaeHns Meliepxonbaa,
OCHOBaHHOTO Ha buoMexaHuke.
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