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Abstract

The aim of this paper is to clarify Deborah Hay’s words, “invite being seen,” and what Hay has
assumed from the dancers’ practice and the role of the audience by use of those words.

Since 1970, Hay has shifted her choreographic resources from physical to perceptual, and since
then she has focused on the inner body. She also notices the whole body as a teacher. Because of this
awareness, she elaborates her distinctive choreographic tool, “the practice of performance,” where
she uses her language to make dancers bring attention to their bodies, especially their cells, and it
eventually becomes a dance piece.

In her “practice of performance,” Hay says, “invite being seen.” The words are created by Hay
herself and are practiced by the dancers. The dancers practice as they show a willingness to be seen,
while giving attention to every cell in their bodies. For the audience, Hay gives them a new role. She
also encourages the audience to bring attention to the dancers. In order to show how Hay “invites
being seen,” I examine The Man Who Grew Common in Wisdom (1987) to see what the dancers and
audience experience. Through the words, both dancers and audience bring attention to the dancers’
inner body and this makes them work together for a dance piece.

iFL eI ZDEH)ITHEANOWY AT N HMEHDFFE
WX o THRT BAME L, ED XD iz
1960418, ~— 2 - = 7 )& (Merce Wo72D725 3 e ~NA OGBS 5

Cunningham 1919-2009) ®ICTH Y, =2 —3IF— e, ¥ — - XA X (Saly Banes) 13k
DTV x KV Y- AEYTIV - F ¥ —F TIHE L DEIEBL TS, [ NADAYRI v a v
TV BIEOHIH & v AEFD— AN TH 5727 OFERW L O~T) TIViE, WKICHL—HL
RF + A4 (Deborah Hay 1941-) &, HAEDL K 7B LEEAMEICERLTCWE, FNUE, ¥V AT
&S & U CEMANER BT T b, iz s DOFEEE, N3t L CiER (attention) OARE &
FEIC X B BRI #AZAT O AER B2 v, AR TH S5 295, ~NA PP E 0
WAET—T v 3R T A I THEHZHED TV, D ORER ME, EZICOWTHEALTWSAZ E
ANAFEEICXZ8E24TH 2 LIZDWTRD Woairb, ZO—ELIZMLFHEF o — 2k
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Z 2 CTARWIZEE, 19804E 25 OAfET 't
AR L72FBRICE SN AELE “invite being
seen” ICHEHTAHZELIZE T, A EDX
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F=a—3—7 7 1 OF VAL TR
BOKFE o720 TIHHBEDPFEATY
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19704E, ~NA 3 N—F ¥ PABMAEL, “Mad
Brook” EMEENM B2 2— U 2E) M EIic
fiolze 22T, N RBRETOFFGEET, B
ELREEHZRO TS, TLTIOEFEOT, 1
FREICHEZ DD, FRICmE S ) FM %
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XA (physical) ®Hkik A & HE Bk 225 b
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7, WROPINCERZIT 2 L 51k 72
ERZABZENTE S, TNEFFIZIE, BRbsEwn
Ifi B %, RRIREREE > TEECETTL0T
%, RaEwo10hz Leds, AY ok
W LCTED L I ITHARDUS L 720\ % [
FAZEEEEZONS, oA 1d, FKRHIZ
INT F =XV ANDBEND Y, BXMWICAT—
VIO RPEZ TS, TORHIZOWT,
ANIBRDE ) 2L #ITHRoTWRES ),

L, 73— A% LaWEY, BUgn
WCRADO R, Wi, Biio ks PHT 5 X
I, BRASOGEPMEDOMRD/NS VIE
WKCEDLLIHIEGTH LI L, THICL
D RADE) Z T LA EE T 572017 T
3L, MR En, IRFeh, FLTEH
{ 72> 72 (While not performing I begin to
allow imagination to thoroughly penetrate
the constituency of my flesh, muscle, and
bone marrow by turning my body into
an infinity of tiny organs of perception.
My curiosity about movement is not only
aroused, it is mystified, broadened, and
made acute.)
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RENd, HERNEBORISIZ L ) BHICE) X 29%
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ETHi»> TP, FRBlOZELDH - 72
ZENbhol, L, BEORIHIDbDNS
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performance” EIFATWA,
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;ﬁﬂ
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practice of performance” &, 19704E2 5T
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EEFERIZTSE L) LIFRIIELS, ADPRTS
SETY UV —RHLOBE ZHERT LY, Lz
MoT, Fr¥—ik oy +—LiikdsH
%, HOORKEMES) 2L % ZOEBETIT
o

F 72~ 1 1Z, “the practice of performance” (213,
PDFLHERLZVWEWIT 2 W—2ED BEIX W
LEZTVD, ANMIEBROEHIZERT 5. [£
Z (“the practice of performance”) 2 HAE & W



IDBDIEHV, AU ZRLETE)ETSHD
DE e I, A OHKRDPSHERIZTT
Hbo IFH—Th), ¥oH—LLTOR
DHKRIZ, 72 EADZ L ZFATVSEFITD 5
EhokdokgFH)LELTWEIE, 2ok

12 “the practice of performance” 1%, “practice
(EE)" L )R PEHHLTwa25, T—N
~alll D) 75 AT ) AR & 1daE, B RICEREE

M, BERPLFERIEEALZHPE LTV,

7~ + 541 — (Ann Daly) % “practice (3
)" IZOWTRO LD IZHM LT B, [ANA
o+ =Ty T N—F L Lo, N1
i, POEICERIIM S, BBICERYD L, I
ZIEZ DB\ E “practice (FE)” LR, Pk
wE, HEHANELZLICHEXZEEX, 20
BIICE AT A2 EICEENEZ WY AL D
“practice of performance” &, #UET S LT
3, MAEZEML TWwWbH, “The practice of
performance” DMEFE T L RERD YV — D%
WEhoTnWb, Lz2oT, ek oTh,
Ty —IZHLOHKREIE G ) FE kL TW»
HERZONG,

Z ZTAA @D “practice of performance” ®d—>
DFHIZOWTEHETOFMZMZ 720 NA B3
A MELTW3% “the practice of performance”
DiEE (1) 2oL, BIZIE 197045
519804E 1 [FMT HRIZ B 5 4T O ATEE X |
BEHL, FEFICEYICKEY) 22859 5] &
WIHBEDERELTWSE, 20 [HKICH L4
TOMI (every cell in my body) | &) S
“the practice of performance” DB DOIFHAIZ 3
BERAOLN 2O E LTIAZONDS, A DS
M2 Zak LR 72010, Al L7z~ A AR
&L TR RIPIE 2 1T W IR 7219704E & E 72 - T
Wbho DFED, NS OHEGEINPRERIZ BT B F R~
OWNHOBER L L, Mla~NEREmTsZ L L%
ZHN5e MIBIZOVTAL KDL H IV,

b LADPRUEINC, ALY H koL ToOMNI
2, BE EAEICHE L Coc oMtk E Lz
57 51X, B X ORIy 5, (If
one imaginatively endows every cell in one’
s body with an individual intelligence for
movement and perception, the experience
of movement increases exponentially.) *

2T, ANMIFEGNICHE~NtEE S 2 B E
FoTwb, iy, ¥y =%, Mg~
B EPTEATH & FEROB X128 L25-2 b b
EEZTWDHLDTIELWEA I e DF ) FERRIC
—DO—ODMEEKL, B2d I LIIATETH
%o 2 THENIC, ETOMBANEREZ RS2

*z1:

LEz b, Fiz, TRl h b O HREY
EWVIHEZIE, EHOMBEIEEETHY, —&
O HBEED 2wy “the practice of performance” %
EZAHL, ETCOMBENZENIIISAH S L
EREL TR ERZONG, L72A>T, “the
practice of performance” T, HHEOHIZH %
IR E )M E AR L 2055, HERE8))
FTIEMPRDODLNT WD, LT, IR oM
JEDORIBIZ &L ), B Z DWRAIED > T, £D
Iy —oEEEMENTIELZ L %,
NAMEDEETIT R > T 5 & BT 5,

The practice of performance TiEbh /-EE
NDEXR (1970—1992)

&

The practice of performance

I imagine every cell in my body hears, performs, and surrenders the

1970-80 | dance simultaneously.

1980-85 | The whole body at once is the teacher.

I imagine every cell in my body invites being seen perceiving no

1985 | movement wrong, out of place, or out of character.

I invite being seen whole and changing. You remind me of my

1986 | wholeness changing.

Iimagine every cell in my body has the potential to perceive wisdom
every moment, while remaining positionless about what wisdom is or

1987 | what it looks like.

I imagine every cell in my body has the potential to perceive
movement as nourishment which supports movement which is

1988 | nourishment, etc, etc.

I imagine every cell in my body at once invites being seen not being
fixed in my fabulously unique three—dimensional body. I imagine
every cell in my body perceives the three—dimensional body as a

1989 | sleight of hand.

I imagine every cell in my body perceives that alignment is

1990 | everywhere.

1991 | Every cell in my body invites being seen just so.
Every cell in my body invites being seen living and dying at once.
Wherever I am dying is. What if dying is movement in communion
with all there is? What if impermanence is a steadily transforming

present? Seeing impermanence requires admitting that nothing I

1991-92 | see is forever. I am the impermanence I see.

Hay (2000, p.103) X b SEH1ER
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3. “Invite being seen” B5h 5L HEL”
Z Z T19854E A 519924 @ “the practice of
performance” THif] &M Tw 2% “invite being
seen” LW BHEIIHHTAY, AM41E, Fu7
SV INEIWKOFEUEE T U —IE R
LB, FABSEEZHVS, BlziE, “here and
gone,” “alignment is everywhere,” “what if” %
Wb, TOHD—D, “invite being seen” &
W) BEIL, EOX)RENEROON, /24
U =R ED LD BEEATO ONR TV,
FIANAIE, COFEARIIOVWTRDEH I
AL T2,

“Invite being seen” & \» 9 S H AR I —
DOETH b, Fidto invite to be, to
seel V) ZODEFN—DIT > TV 5D,
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“Invite being seen” &, EHENFIZHK b o
TLEIDD LN aWEEE T I3EHE
(player/performer) &% & OMtR% HIE
BIED g, ™

“Invite being seen” Z=Z2DFFE % ~NA H 5 A%
MAGDLEEVM LS TH L, T LTHL
X, COBEAREZERE L TR TS, L
MIDEEZF VY —I2THIEICEST, ¥
UH—EBIE, MHEOMRIEILENZONS L
W9, “The practice of performance” ((1) #%
HBak, “I" ® “every cell in my body” 2%F7E
L7V, & 724 “invite being seen” 1T,
“The practice of performance” &, % ¥ % —7»%
TIEETHE, 250, T" % “every cell in
my body” &% % —HY, TLTF 4 —oil
JanZ &2/ L TS, LAL, NI, “invite
being seen” X% v ¥ — L% L OMRY BT
W2VED £ 596 “The practice of performance” (52
1) 2 “audience (fl1%)" Lwv o) FIIIHA Y7
57w, L2*L, “invite being seen” ®inviteld
BRI LTOFETH), ~M OMOFHEITIE
GENGVBERLVI VG ETEL TS L
5Nhb,

~A1E, F7 “invite being seen” &\ FIE
ZOWVWTHKDEINIZE D,

L, REOANLBERTLEIICHOND &
IBVTWDL, ZOBESIHISAELLIHAR
B2 2 NIFAD B RDOHFPAZ B2 CTILD b,
DENEIL, BRELTOb LRI 22T AN
57259, TNIEo—o0 HETIEZW
2%, ZOBXITLBERLRBRE, BE LN
74 =3 —DOEFRE RO 5P

“Invite being seen” &L \WI) FHELEEKT HI1IH
TeoT, NARREONEEET S L) IZHEL
TWh, ZI0HETNIENEIDPBIREZZITA
N, BELOBEZRBEODLE V) AL DOHEHIIRE
NTVDbe NDVIHIEFME I ED L) HHD
EAHIDe TNE, Y FY VEETHELTWY
2R NCIEE L TV BB~ B L Bhs 5 T
LEEZOLNL, Vx NV YOBENEHIE, R
b, Aoz vy BRICHAET S, BIEOKH
TR LT U SR &2 Fio W 2l & R R %
ST EEBRERO TV EENDET, AL HY
LB OMFIIEZY V=2 EE LD AT
5, BIFICH L L)AL Tw 2 R H 5 L v
9%, ZDOMFRAS, “invite being seen” #4179
LI END L WHT, Lzh 5 T, “invite
being seen” &% ¥ ¥ —721F Tld & K BIZ DL
EEEL, YUY —EBERBNEIIRL O,
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U —BEEHEL VI BERPH L EEZS
N5, ZZ%5 “invite being seen” #4179 5~
F—&, BELZMEINCATHL, EhuE, ~A
WY =721 TiEdhl, BIEICLEE»HD L
EZTLNLTHA,

@ “Invite being seen” #1754 > H—NDEE
T, “invite being seen” #4179 ¥ ¥ —I&
EDE ) BERETRSTVEDES ) e A
X, 7—=23Y a3y 7 TH ¥ =T “invite being
seen” EWVWI)BHEEZHHOLHIIIHT S, ZOF
WrH&y Uy —dAGORKRENESE) 2O
W, FEBICBIROLIEI RV, LA L, BEIZFD
Wlnwb I a4 13 gs¢5, RIZIiE, ML
T—23ayTEZITTCLMOYT U —% S
HHEEE 5, ZOFFIZ “invite being seen” %
19574 —id, HELTWL Yy h—%@lKE
LCHRAFERTLIENTE S, ~NM1Z, “invite
being seen” DWW TIRD X I IZHRL TV 5,
[Hai: (FoH—=]) z/l5L95, N B%) %
BELSVALNDIHIRELZIVHERNT,
Rohinwkw) Bz ez 2 n] “Invite
being seen” XRTDH 5 IH &) Rz flivy, £bH
TERESDD o —iE, BRICATHS
WWEWI) BERERT ) EERL TV,
L2L, ~"413Z® “invite being seen” %17
IHPTOY »H—OFFIZOWTHIT 5o

(=273 avyFicBwT) #-blx, #h
FNOVODI-ODOBER L ol TOREIZ
RoNs X)W vy & DM S H
ol RoNB X9 Lid, Bigs
A2 aEbELZ L L, RHEUIHRENT
Wz, CORAREGPFH->TWAE, Hoh
L9 LI IoMEEEZERL TW
6041

ST =25, BRICATLL) XHMIM
MELTC BELHEBEGDbEL)ELTWZ
EWGD e LIANAIE, RBEREEHEEZ S
LI LY 42 “invite being seen” %
ToTWwWhwe#EzZ Twh, “Invite being seen”
B —EGEMIT) L TH D LRI
EZ, FUT =BT TIT) 2 & TlE R
W9, FLTHZRTIERWERIZ, ARohb &
AN HDHEEZTWD, Thbb, Z04
HLIImho X912, FERoRNMch 2MieTh
N, ETOMIEA S “invite being seen” %479
IVBBRESRDZEZTHRoT WD,
ANAPENRERNTOB IV ITNLDFT
F—ORMERBLTLE, THAF—IL, HOD
HWBIZOWT, “inward gaze” w9 SETH



HLTW2, oV ZNLDF ¥ —iL, [H1k
DEALT HEBEIIEE LA (attentive) (-]
B0 D4R 72472 (action) (ZHLEZ M Tw
510w, A L HRONMOELIZER R
T 72 28 SAMRAH R Z T Tw B STl LT
Wb, L2L, ISV INADFT v —LDsEn
X, N ONROMEBBIETHY, B LS

THTIIRVWEERD, TLT, N ONMIE I,

RIKE 2 TIE R, BRETIIEE O RAVWE
1§ Lo+ Ikl & v D g ~EikE s 2 & T
H5b. T&bH, “invite being seen” IZBWT,
ANA DT —1ZH L OGN BRI 28 L T
BERIEEZIT, HOEME L Olb Y IS
ZHE2IHELTCwABERIONS,

MLy v FY o THE L TCWERR DN D
Xz, BIREZEBRL WD, AN{ LT
IV RBECDRDHLEVZ L) FIZITIN) v -
75 v~ (Trisha Brown 1936-2017) 1%,

VX FY/IBWT, R7+—<—7-5liB

HWEBEZRT, MI25X)1CE L

BEUL L F20s WHEIIOWTGELE-
720 WHiE, LD AMS L HREEVIRD, $%
RERKRMEEZONDLOEW S

EERLTVE, RDIEMIZBWT, ¥ —
EAA L FEBRICBIE A~ Z T T b, 2L T
[BlZOHIT, MEICHDOROREBLRE) 21T
THIMZLEZLT AMBLLL, RME%E2
LNLEGEBEDIZL TS, LAL, N DF
=D X ) IBIEANHIRONE Y S ik
TWa e, ZAONHWESLH, HENEHIH)
KA, EVED BRI EZOFEFTUARSITES
TAHILE, AN OMl~NOE#IE, SRR Z
HIERDPDHDLEZOND MDA T+ VX
L' 49— (Yvonne Rainer 1934-) i, ¥+ —-
5 v)N— | - ¥—5 1 (Carrie Lambert-Beatty)
12 [#Bi% (spectatorship) DMHIFRI® LIFIEh,
LA F =0k [Trio Al \ZBWTIX, ¥ r¥—
PEMICBEOT~EBRE T Twiwv, [J
A 2] IZBWTH, LA F—dBEOR D E v
THZEELTORYEPEICEbhTwE, —
H35%& ~4HED “invite being seen” 2
FoT, BIEoOBMERELTLLEZONS
B, AN DOWEZ, ¥ —OGERNOZEICE
WTHHOEREEET S, ZLTEOERE Y
Y —DGENEL ThbbL, LA S RE
REMEEIRTHLINIHERL, ~AIFBE
Ty —oqhNE ESRI TS 59 B
AT TR EERITER D, TOLHITTV Y F
VYTHEEELCWZTS Y, LAF—, ~A
X, ZEZHOT O —FTHELINE STV

B, N O—ELTWEY y—DFEKIE, &
KORP~NDT 7a—F L EZ 5N 5,

IR T —0R 515 HKIZOW
T BB ErEHRL, TR LTRSS
LMK, hrnPhrNELELONLHEKTDH
517 E5, LHL, ToHKIIBLTHEIZ
HLETWRWESZ RO TLEIEENS, £
ZTAAIE, SO TV ARWESICBIEDEH
AT, X 9, “invite being seen” #4T7% -
TVBEDTIERVESL ) Do N DOFEIZL ST,
=%, EHOMBPIrSEHTL, 2F 0, ¥
UH—DHRITH L TR WS EEL T LT,
BlEoEEz ¥ v — O G HENIICINT 5 2 L8
T&b, COHEXT—ray THPBINT —
VAL AITR A LT B EPFEERO—D
LEZONDL, FETIETHALAZE DI, ~
A1k, A7 =Y LIV oMlis & o TwWhb, T4
bbb, BRICEAONDL EWHIITAEPLIRI LYV
P —DOGHREEHFEL TV D, O LIZH L
T =3 ) FRNE R, £ BE OB
P Z 52D, “invite being seen” DIk & E
ZBND, NTr—<VAPICHE|XEEIThR
% ‘“invite being seen” 121, BEOHIIZ LD,
¥ =D BRI LTS, DF Y, 8
THF =V ALEVIBIIBWTYH “invite being
seen” 2L DEMICEILN G- 2 5N 5 LHERITE
Z %o

@EBFEDEE

WIZAA DS, B “invite being seen” % il
LTRDLHEEZOVWTRTWL,, ki, ¥
V¥ —7A% “invite being seen” {79 T LKD),
BRICHLWERHZE5 25N EE2T0h, M
LIZIRD X H BT W5,

L, BEICE Y, de Lzl
By b, MOEMIZ il (BE) 25
®d 5 (seduce) DTIEIRLSBLAD LT
FHREEZRET S L9 < (nvite)s
HIEFERS LOWEETH D, 2, HIHT,
BANZEAT, TLTENEMEEZ, AZET
Db, R, DLTHRLoEBIEE V)L
WaBLOLEIIYR—bT5, FAl2HDL
AR I, HITENLTHWR ) FTH b,
BEL LTCOH L kE 217 01, BIFK
BThHb, FEAEDN Ty —<—13D%iT
BT TIAT- 722 L DH AP T TS
{IEHH "

NAREA L L2BlEERD, BlEOFEITEH
LTwa, £ LTBIEPEZEZINT S EVHTE
REEIIER, ZNUITLY, BIEF LY Eamz 5
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LDBEEZTWE, 2F), BIBEIMERS S ¥
F—IIH L CTHEEZNNT 5 2 EPBEORETH
Ho FLTHIEELTHA ETHLHLEIL, BIEN
ZOBEDH L) TR RIRETHHTH D &
EZ oMb, FOBEOHELD, ¥ oI —=MEm
WCEHEGRDEHEFIER D,

T2, ANMIIFEBEALEDNRRT =< =2HWVR
D HTBEZPR->TVDB ERN, HR ) H 2R
ELTWD, LAL, BEOEZLZHVR)HE
WBEBEDL I LRI ELRDIESL D Do UL, Wi
WL72F v — L BRI HDEIERE—H 5
B0 N DV F =B, /b
EOMWmH LTV BERICOVWTOERE. 7213,
Jer w9 BB 58%0 [Rohd I/
5] LVIHIGHEBELL VI NGOREEDLEZS
N2, NI, BIEPRBGIZBWTY Vi —I2H
LNFICHL LW TATIER L, ¥FU—ICh
ONBRORDZEVIEDLY) TELZATHEDT
BRWEAL I ZOBIEDOHDY JihdEL L L
BB OREEEZ NS,

ANAFBEIZOWTUTOL I T ARRT W5,
[FADEMIE, BELBMPiED DOERDED
THEL D, b LBV EHEST, LAV
%5, RO ISR Emh v, BRI B
WCHEBZEI TN RS 2w 22 THE
MTL 20, FEEVWISETHL, L7 HES
THELALVWHEREEZIDTICY v —%2 R/
TVWABETHY), EEEECHELIIERYD
HEANIIWZ TS, BIRELTZITHIZRD
WLLOTIERL, BHOELE LI REIINIZY ~
F— DI NFEEZ T B &) Y8 E A 3R
LTwa ez ohs,

FAY)—=FRDELHIZE D

Wt (nA) W [ARONAEHWLL 2%
YUATWE, YVIJAMELTHASLBED
MO (interaction) % #1777 BI4R
(a two-way street) 2952 %HATW
bo i, FEL, BIERIHL L2807
BB I L2 WEICT A 837 4 —
RUVA TG T4 ARREESEL)ELT
V\Z>052

T4 Y =%, ~NA4 ® “practice of performance”
FHELTCY Y —PERONBE I I ET,
BEY =) ZOOERBEN AN I BFRAS
HEFNLEEZTWS, HHBKREE, 0%
Z5h, BEOKREEYES LTwaBlE, ZLTY
U —bBIEVPREEE)TEDLLHIALNE X
IR ZETEMITT2HRLEDOTIEARNVESS
Mo BIRIITEME 272/ E 2 ETIERL, HEL
P, F o= EHEIMERICH T2 2 L
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NADRDLBFREEZEZ DN D

@ [The Man Who Grew Common in Wisdom]

Z Z T “invite being seen” #AT9 =5
% [The Man Who Grew Common in Wisdom] *
EVI)TEMIZOWTIRE$ %0 ROT BT T L -
J — MEZHMED—#, [The Navigator] 122
WCTTH5b,

COWAIL, FR I AL (simplistic)
LTHY, BEEbNb13ETHS, [The
Man Who Grew Common in Wisdom] & \»
IMERMD Y Y — DRI, Rohd i)
&, &THhroREA (wisdom) 23T,
MORZ BT L wE F (remaining
positionless) 12352 & ThbH ™

COERPOHRT, A IBHVWKEEZEFT, ®o
Y EHGZY, B Z 2 CTHIRICEE - 720§
bo Fiz, HEIZH DREICHRD, ZOIRETI
SRRV MBIZh, HEICHINXICES, F
TR 2 5o TV REED SR 2 AT T
fEd, Bpicid, Hmcy, EEEmEOICL,
RIFEOH MR E DTS, I L 72 LKEORZ,
% KHA-OHNLIFRER A2 2T TFA LRSS,
75 F) kT L, O, RIFFIFTY—
T RLTWRW, B2, FETYD, #5
W% B, 200D EFDRETHD, HikE
HIEDH DT, HOLIBEEZLTY YT
L7203 5%, 72, N OBFIE, FIZHMEDN
D) KN E, e, P RHAER, JHA
AT AN EBRAIM o 2D X I, AN DR
fFAE ML L7z 813wz, ko L Toms, Y
o ETFAEGICE S BRTFE o E, @l
TEZ50DE, LofEdwo-< ) LfihebhT
WT, HHAL L 22R & v o, K2 203 T
—D—ODFERITHIZ LRI ONS, T2,
W OBREREE ZHL) AN &b Hiflifb &
HRTE D, S5, N O, EHES
IWEEEAR, IO Pu— LARREE Sh
TWALIEBHMTE L, Eriid [Ho—>
D] BT, hh o B EoE [TBE] LI
o= RohOIREE [J)TRES] LITA
TW5Y% N OEYOHhT, 2o [BYE] 13H
ML THT, F22n2 5858 E K
IMD LNV, LAL, N0 [HEhEs] %
HHYMBERHRIERT A &, ZOEROEED
HEASHHETEL, 20X 7% [BE]l & [H
BHRES | DI, AN IIBEOHBEZHR VTV S
LEZONDL, Sz 5L, ¥ -0l
HHTAAAICE ST [JyEiEs] L1%, H
WA OB & 7205 Tld e <, fRANOEEH»1FT



HY, ZTOBEPTFH L] O Z T
BLEZ 5,

F -2 ofEfmiE, %M (wisdom) &\Wv9 7 —
IPEINTVE, TOFEMET—IMTIES D Do
AANZZDVERDOEHNZ O WTIRD & ) IZEE L
TWho

S ONEERDINT  —< — T LT, F
T2EDE IR ZLZNPITOWTEREZMERSL
v, ZORBIE, ¥ U —oMGEHICE
ATEAT B RIS 50 DEIE, JEH % L
T 5 OO BRI IR E o, H
L < 72 %o (The performer maintains no
attitude about what wisdom is or looks like.
The description stimulates an imaginative
field of action for the dancer. She becomes
curious and alert about her cellular
potential to perceive wisdom.) ™’

CITTAAIE, AN L TERZF> T iw
ZEWGB. LA L, TR OMIEAHER % ML
FTARENDH L E VI 2F D, ANA1E, BEAF
DOMFETIMEIMMPLEZLDOTIERL, Bk
OB Z B IMEIFL L) L LTS, L
72035 T, TOERNTITONTWEANL DWW -5
KD ELABZopT, MM %2 5 IEMm
MR Z LI E LTS, £ L TEOMIEA
A DIMNOPE LD FROFOLAH, BE &b,
UL, NPT =IIRHLT, —ATo0kg
RDPFES> TV EEZZBENT L LENL, D
0, NIZEAAMMPrL VI EZE ST, &
Y= EBE, FADVEMIOWTHADER %
Wy EILEATHWEEEZLND,

Z® & 912 [The Man Who Grew Common in
Wisdom] MmN T, #MEIZER & Bbh
LEEEITH) T, ¥y —%lgh S BIE OB
MEEANS L HRAAR, ENERIFRIZHRM A B
RKLTWD, ZOHEANIL ST, BlE1T >~
P —DHRITEZEEZ L) o T2 FOBEOEEDN,
T — DB RNEBICEL R S8, BIRICE
mELTELEINTWE EEZONSL, ZOE
Ry h—, MBEORARFVIZLY, TEMDHE
DD EEANAIIRDTHDL EFEHITIEZ 5o

YIS

RWFFETIE, 19804EA2 5 DRNET T & X &R
L7zFRICH 5N 5 E%, “invite being seen”
WEHTAZEIZE ST, NMBPEDL ) LEX
TIOFELHV, "NADPHET LY V-0
BEBEOZRE L IMPEW ST LI L 2R
Hlze TORER, ~A D “invite being seen” &
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W) BRI, FUT—2HEOHEERONHIANE
PEREE, T -t BREOMRIER
HLHWNDRH L Z ENGh o720

ANAUL, BEDOBRNEEI~DEED S X
IbENTTF 2= 2 D7 5 A% Z TR kol
ZLTHLOHEKICMESG ) M2 HD, 77
= 7 e WBEANDOT 7O —F 2T WIRD
720 FIUE, BROBEORIEATA2OTIE R
$, BRoWMZRZ LI ETHY, HhEkD
o E2EMRT LI o7, 2205 “the

practice of performance” &~A HE AR, B
e flio gk, HOoRMWENEEENE, 2O
FEEELT, FUI —RBAAOSEEZEZL, &
HRICHDMBEE L, BRE#rd. 2% 0,
ANA DL, BEIEINLIBRELERL, B
S LHIR E B WHEP 2R L TWD Z &8
Do 720

¥ 7z “the practice of performance” D HITH:
FN/AAFMEDOSEE, “invite being seen” &,
foNA OSHEIZE TN R, BEOVY &5
LTWBIZEDGhol. ZOEHEEELT, ¥
YH—RZEEREICARTH Vv w) Bk Re
HEIEKLTWS, 72 “invite being seen”
By ot —oHkeEL T, BiEcdkEzs
LENAITEZTVD, KL, ¥ —Ilis
NBDVORDLE W) YT, 7272 Tk 2
LDEHLDOTIELRL, BED Y U —DHHEKIC
HHTAIEEZALIZEATHS, 2F ), A4
35U —DHEONMORZ i EBEBLT, BE
28— OMlANEEEZEC LI T D,
FLTZITRELIMEOERIZBVT, %z
HEL, ZOYTIEMICERG 25N L EE
T5, TNVPH LTI EHESITHONS “invite
being seen” &\ ) BWOERKTH S LEHKITE
Z Ao

ZDEIBANADEFEICLDIRIE, T —
DHENDRD & %D D & HATAA PEH DR
Lo TS ERTFEREEVWZ S, L2L, &
72T, “the practice of performance” #4177 >
TAERMIC > THIBEN LD X ) kB E 155 O,
BIEROMEI OWFT 2 H R EN 572, FD XD
A DVERIHIZOWTIZSBOBEE L2w,

(] ARZHETLICH72o TITHEL TS
RIolmATHRuLE T LTEREORESR
THIRIZ Z 02 B LEFLHE L BT 9

1 Za—3—27®The Museum of Modern Art, X=
A ®OVenice Biennale Dance 2018, X)LV ¥ ®Tanz
im August®, ~A ORI 4 G TRESH
Twb, F#L LI, idwebsite® S, https://
dhdcblog.blogspot.com
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