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Mezitvirci sou¢asného tance, ktefisa-
zejina podivanou a vizudinibohatstvi,
Ize rozlisit skupinu choreografii vyji-
mecné zaméfenych na nezvykle fyzicky
tanec, mnohdy plny rizika. Zaméfenych
na télo maximalné piné napéti a prvotni
energie. V ramci této skupiny je jisté nej-
slavnéjsim tviircem Wim Vandekeybus,
zakladatel souboru Ultima Vez, ktery
pracuje v Bruselu ajehoz inscenace

se staly symbolem fyzického pfistupu

k sou¢asnému tanci. Cesta Vandekey-
buse k choreografii byla vsak velmine-
typicka. Narodil se vroce 1963 v nevel-
kém mésté Herenthout v Belgii. Jako syn
veterindre stravil détstvisledovanim
zvifat, coz mélo vliv najeho piedsta-
vivost. Tanec objevil velmipozdé, ato
vmomenté, kdy bylunaven studiem psy-
chologie azaméil se na divadlo. Prvnim

sestal ps

Paulem Peyskensenem patficim spole¢-
nésJanem Decorte, Josse de Pauwem
&i¢leny Maatschappij Discordiak viné
inovatori viamského divadia 80. let.
Vsichnitito tvirci 3li stopami brechtov-
ského divadlatim, Zze odmitli divadelni
iluzi, psychologii arealismus ve jménu
hledd@ninovych zpi
inscenaciiherecké prace.

ani

Vandekeybus se vydal po stejné cesté.
Vykaslal se na studium psychologie, aby
se mohl vénovat divadelné-tane¢nim
zajmam. U¢il se riznym technikém — od
klasického tance ktangu, ddle se véno-
val fotografii a filmu, coz mélo znacny
vliv najeho pozdéjsi praci. iz na samot-
ném pocdatku své kariéry pochopil, ze

se chce vydat cestou nekompromisniho
télesného jazyka, avroce 1986 spole¢né
se skupinou nezkusenych, ale nadsenych
tanenikl za¢al v Madridu pracovat na
prvniinscenaci What the Body Does Not
Remember, kterad méla premiéru o rok
pozdéji.

Uz toto prvni dilo ukazalo potencidal cho-
reografa, ktery vném odhalil fascinujici
styl stojicina tfech podpérdach - sile,
rychlosti ariziku. Desitka taneéniki (mezi
nimiisém Vandekeybus) tanéila jako

o zivot. Mnoho situacise vrylo do pa-
méti, stadi si pfipomenout nad hlavami
létajici cihly vihané a chytané taneniky
anebo paddjicitélo chytané v rychlém
béhu partnery. Kdyz uz celd inscenace
vypovidala o momentech, kdy télo

nad sebou ztracikontrolu — jak vtefinu
pfed havarii — muselo bytriziko souc¢asti
choreografie, coz samoziejmé vyza-
dovalo precizni kompozici a techniku.
Vandekeybus pfizval divaka k prohlid-
ce extrémnich stav(, ovéem za uZiti jiz
znamych kompozi¢nich postupl (jako
napfiklad opakovani] tolik typickych
pro mistry vidmského tance — Fabra
aDe Keersmaeker, ke kterym viak pridal
originalni charakter diky neobvyklé
rychlosti a télesnosti provedeni. Ze scény
dychala zvifecienergie, kterda strthavala
publikum abyla pravem ocenovdna.

Dalsiinscenace Les Porteuses de mau-
vaises noevelles a The Wight of Hand
byly opét fyzicky namdahavymikusy,

v nichz dllezitou roli hrdla provézanost
tance s hudbou. Télo zde stalo na prvnim
misté aviechna témata bylanahlizena
zjeho perspektivy. Obé inscenace
zkonce 80.letmély zaslouzeny Uspéch
aVandekeybus, ktery ma velky dar pro
to, vycitit, co prave leti, se rozhodl vyuzit
své zkusenostis choreografii ve filmu.
Nejednalo se ale o jednoduchy zaznam
fragmentl inscenaci, ale samostatnou
produkci dokazujici, Ze ma talentk vy-
tvorenifilmového vypravéni. Film se jme-
novalRoseland (1990) a najeho vzniku
spolupracoval s videoartistou Walterem
Verdinem a fotografem Octaviem Itur-

bem. Diky tomuto spojeni talentd slavila
obrazovd slozka velky ispéch, nebot
dokazovala, jak sugestivni formu mize
mit tanec¢ni film. | dalsi Vandekeybusovy
filmy (La Mentira, In Spite of Wishing and
Wanting) ukazuji, jak dokonale umél
vyuzit tento potencidl. Laska k filmoveé-
mu médiu ucinila v Her Body Doesn't it
Her Soul z filmové projekce autonomni
slozku pfedstaveni,jehoz tématem byla
percepce smysli. Zde Vandekeybus
prekvapil vétsi davkou jemnosti, ale
také dvojicinevidomych aktérd. Toto dilo
jejukazalo jako reziséra propojujiciho
spektakuldrnitanec s hereckymi pasd-
Zemi, sugestivni scénografii, efektnimi
svétly a dravou hudbou.

Ackoliv se pozdéji Vandekeybus
nevzdalsvé lasky k pohybu s divokou
dynamikou, a k sekvencim plnych rizika,
jehoinscenace se stavaly ¢im ddlvice
slozité, ato jak dramaturgicky, tak
ivizudlné. Pivodni syrovost se proménila
Vv precizné navrzeny tvar a podob-

nou proménou proslainarace Ultimy
Vez. Tataké bylana pocatku pfima
akfiklava, pozdéji ¢im ddl vice poeticka
aoteviend (dila: In Spite of Wishing and
Wanting, Scratching the Inner Fields,
Blush, Spiegel).

V nékolika poslednich Vandekeybuso-
vych dilech, kterd nemaji's plvodnifyzi¢-
nosti mnoho spolec¢ného, existencidlni
chmura kontrastuje s tanecnimi kousky
mladych taneéniki, coz byl napiiklad
pfipad nieuwZwart. Proménilaseiener-
gie astyl pfedstaveni.Novd generace
tanenikdl jiz nemusi na scéné riskovat
Zivot, nebot choreograf dozral k jiné po-
dobé svého jazyka, kterd viak v jistych
momentech postradd onu pestrou skalu
barev zndmou ze slavnych dél
280.a90.let.

Jedno jejisté, Vandekeybus se ocitl v zlo-
movém obdobi. Pokud viak v novych
inscenacich vytvofinovou pohybovou
arezijnikvalitu, bude jejjiz s jistotou
mozné nazyvat géniem.

(kraiceno)

Among creators of contemporary dance
whose workisbasedinspectacle and
visualrichness, a group of choreogra-
phers canbe distinguished who focus
exclusively on unusual physical dance,
often full of risk, where the body bursts
with tension and primordial energy.
Among this group the mostrenowned
creatoris no doubt Wim Vandekeybus,
founder of Ultima Vez, whichis based
inBrussels and whose productions
have become asymbol of the physical
approachto contemporary dance.
Vandekeybus’ choreographicjourney,
however, was very untypical. He was
bornin1963 inthe smalltown of Herenth-
outinBelgium. As the son of a veterinar-
ian he spent his childhood watching
animals, which had aninfluence on his
imagination. He discovered dance only
lateinlife, at atime when he was getting
fed up with the study of psychology and
beganfocussing on theatre. The firstim-
pulse was a workshop with director Paul
Peyskensen, who together with Jan De-
corte, Josse de Pauw and the members
of Maatschappij Discordia belonged
to awave of Flemish theatre innovators
inthe 1980s. All of these artists followed
inthe footsteps of Brechtian theatre in
the sense that they rejected theatrical
illusion, psychology andrealismin the
name of searching for new ways of
building a production and acting.

Vandekeybus embarked onthe same
journey. He quit the study of psychol-
ogy inorder to focus on his theatre and
dance interests. He learned various
techniques — from classical dance to
tango — while also studying photogra-
phy and film, which had amajor influence
on hislater work. From the very start of his
career he understood thathe wanted to
engage in uncompromising language
ofthe body and in1986 together with

a group of inexperienced but enthusias-
tic dancers started in Madrid to work on
his first production What the Body Does
NotRemember, which premiered a year
later.

This first work already revealed the
choreographer’s potential, uncovering
afascinating style based on three pillars:
strength, speed andrisk. Ten dancers
(including Vandekeybus himself) danced
asthoughtheirlivesdepended onit.
Many situations burned in one’s memory,
like the flying bricks which the dancers
hurled and caught above theirheads or
their bodies falling through the air and
caughtatarun by their partners. The
productions showed moments when the
body loses control overitself —asinthe
moment before an accident - the dan-
gerous choreography requiring precise
composition and technique. Vande-
keybus invited the audience to witness
extreme states, of course with the use of
well-known composition approaches
(such asrepetition), so typical for the
masters of Flemish dance, Fabra and De
Keersmaeker, to which he added his own
original flavour thanks to the unusual
speed and physicality of the perfor-
mance. Animal energy breathed from the
stage, whichroused and captivated the
audience.

Their next productions, Les porteuses de
mauvaises noevelles and The Wight of
Hand, were again physically challeng-
ing pieces, in which animportantrole
was played by the interconnection of
dance and music. The body here took
precedence and all of the themes were
explored fromits perspective. Both pro-
ductions fromthe end of the 80s received
deserved praise and Vandekeybus,
who has a great gift for keeping abreast
oftrends, decided to use his experiences
with choreography in film. This did not
mean simply recording fragments of
productions, however, but the creation
of anindependent production that dem-
onstrated his ability to use the medium

of film. The film was called Roseland
(1990}, which he created in collabora-
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tion with video artist Walter Verdin and
photographer Octavio Iturbe. Thanks to
this combination of talent the film was
agreatsuccess, because itdemon-
strated how suggestive dance could

be in the film form. Vandekeyubus’ other
films (La Mentira, In Spite of Wishing and
Wanting) show how perfectly he knew
how to use this potential. The love for film
medialedto Her Body Doesn't Fit Her
Soul, where the film projections function
as autonomous components of the
performance, whose theme was percep-
tion of the senses. Here Vandekeybus
surprised audiences with the high de-
gree of tenderness, but also the pair of
unseen actors. This work demonstrated
how the director combines spectacular
dance with acting passages, suggestive
scenography, lighting effects and fero-
cious music.

Although Vandekeybus never aban-
doned his love for wildly dynamic
movement and sequences full of risk, his
later productions became increasingly
complex, both dramaturgically and
visually. The original rawness was trans-
formed into precisely designed forms
and Ultima Vez also underwent asimilar
transformation. At first this was also
direct and flamboyant, butlater became
increasingly poetic and open (In Spite
of Wishing and Wanting, Scratching the
Inner Fields, Blush, Spiegel).

Inseveral of Vandekeybus' latest works,
which do nothave muchincommon

with the original physicality, existential
gloom contrasts with dance pieces by
young dancers, as in nieuwZwart. The
energy and style of the performance has
changed; the new generation of dancers
nolonger have torisk their lives on stage,
because the choreographer'slanguage
has grown into other forms, which never-
theless sometimes lack the varied range
of colours from the famous works of the
80s and 90s.

Onethingis clear: Vandekeybusis at
aturning pointin his work. But aslong as
he continuesto create movement and
directorial qualities in the new produc-
tions, it will be possible without doubt to
callhim a genius.

(abridged)
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