JlaHHBIN peJIUrMo3HO-KYJAbTYPHBIM MpPOEKT pa3pabaTbhiBa/d UCXOAS U3 pacCMOTpPeHHUs
MOHACTBIPSl He TOJIbKO KaK UCTOPHUYECKOIo MaMATHHKA, HO M KaK »KMBOI'0 OpraHW3Ma, Coco6-
HOT'0 BHOBb NIPO/JIyLIMPOBATh BBICOKOE LIEPKOBHOE UCKYCCTBO.

PykoBO/ICTBO MacTepCKOM KOMaH/la OCTABUJIM Nepe/i co60i 33/jlayy He KOMUPOBaTh CJie-
[0 CTapUHYy, HO BOCCTAHOBUTb CaMy TPaJULUI0 — COBOKYIHOCTb HaBBbIKOB, CTUJIUCTHUYECKHE
0COO6EHHOCTH, BHYyTPEHHUH J[yXOBHbIM HACTPOH, HEOOXOAUMBIH /1J151 LLEepPKOBHOI'0 TBOpPYECTBA.

B HacTosilee BpeMsl MacTepcKas ClieliuaJIu3upyeTcsl Ha BO3POXKJEeHUHU 6eI0pyCcCKOro UKOH-
HOTO NMHUCbMa U Tpaauuuil pe3bbbl XVII Beka. PaboTbl MacTepoB OTMeyeHbl BBICOKUM XYJ0Xe-
CTBEHHbIM ypOBHEM M J[AMIJIOMaMHM BbICTABOK. MacTepa MpOBOJAT HM3y4eHUE COXPaHUBILHXCS
dparmMeHTOB pe3bObl, I'PaBIOP, UKOH, CTPEMSACh He CTU/IM30BaTh, @ BOCCO3/jaBaTh MOJJ/IMHHbIE TeX-
HOJIOTUM U XY/\0’)KeCTBEHHBIH sI3bIK 3110XU. LlepkoBHOE HCKYCCTBO HEPA3pbIBHO CBSI3aHO C JIMTYPru-
yeckod »xkusHed. CoBpeMeHHble MacTepa «KyTelHbl», MOJOOHO CBOUM IMpejilleCTBEHHHUKAM-
MHOKaM, TBOPAT B KOHTEKCTe KUBOU LiepKOBHOM TpaauLuHu. [IpoBojATCA paboThl C HOBBIMU MarTe-
pHasaMU U UHCTPYMEHTaMH, YYUTBIBAIOTCS TPe6GOBaHMSA 3aKa34MKOB U KaHOHBI XXI Beka.

MacTepckas HaX04UTCS HENOCPeACTBEHHO NpU KyTenHCKOM MOHAcCThIpe, Ha TOH e 3eM-
Jie, rJle paboTaau UX NpeAlecCTBEHHUKU. ITO CO03/laeT 0co60e YyBCTBO COMPUYACTHOCTHU. Pabo-
YMi [Opouecc BBICTPOEH 10 NPHUHLUIY apTejd, Kak o0O6LlMHA eJUHOMBILIJIEHHUKOB-
npodeccroHaos, kak U B XVII Beke. /laHHbIN NOAXO/ ABJSETCA aJIbTEPHATUBHBIM 6€3/yILIHOMY
NPOMBIIIJIEHHOMY POU3BO/CTBY LIePKOBHOH yTBapH.

[IpofiomkaeTcss pa3BUTHe 3apyb6exXHbIX KyJbTYpPHbIX CcBsidel. B HacTosiiiee BpeMsi MacTep-
CKHe aKTHUBHO COTpyAHUYaloT ¢ Poccuiickoli Pesepanyieil. MHOXeCTBO IPOEKTOB BBINOJHEHO IS
XpaMOB POCCHUMCKHUX TOpPOJOB Takux Kak Bosiorga, HkHeBapToBck, MpkyTck, Camapa, CaHKT-
[leTep6ypr. A Takke pea/M30BaHHbIE NPOEKThl B ICTOHUU U YKpauHe. BoinojiHeHUe 3aKa3oB He
TOJIBKO J1J15s1 6eJI0PYCCKUX XPaMOB CIIOCOGCTBYET BOCCTAaHOBJIEHUIO KYJIBTYPHOI'O eAMHCTBA [3].

3axmouyenue. KyteuHckuil borosiBieHckuil MoHacTeipb B XVII Beke npefcTaB/isia cob60u
YHHUKaJIbHOE [IJIsi CBOero BpeMeHH siBjieHHe. OH ObLI 1[eJIOCTHON CUCTEMOH, I'/le Bepa, IPOCBelLeHre
Y peMecJIo CyIlleCTBOBaJ/IM B Hepa3pbIBHOM equHCTBe. Co3aanue B 1995 roay macrepckoit «Kyten-
Ha» CTaJI0 aKTOM He UCTOPUYECKOH PEKOHCTPYKLMH, a 2KUBOU NpeeMCcTBeHHOCTH. Cero/jHs MacTep-
ckre «KyTeliHa» SBJIAIOTCA He NPOCTO peMeC/IeHHBIM [IPOU3BOJCTBOM TP MOHACTBIPE, a aBTOPU-
TETHBIM LIEHTPOM LIEPKOBHOI'0 UCKYCCTBA, YbH paboThl M3BECTHBI JaJIeKO 3a NpejenaMu benapycu.

1.BorosiBieHCKUHA_KyTeMHCKUN_MOHACTBIPbL [JeKTPOHHBIN pecypc]. - Pexxum goctyna: https://ru.wikipedia.org/wiki/-
[Jara pocrtyna: 03.03.2026;

2.Tamapa 'a6pyc. [lamsnp npa naypy Hag Jusinpom // PogHae cioBa. - 2015. - Ne 9. - C. 75-78;

3.0puraHckuit KyTerHCKUH MOHAcCThIpb [JJeKTPOHHBIN pecypc]. - Pexxum goctyna: https://www.orshanka.by/100892-
Jlata foctyna: 03.03.2026.

DEVELOPMENT OF LATIN DANCE IN CONTEMPORARY CHINESE CULTURE
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The significance of this research lies in analyzing the current development status of
Latin dance in China, as well as the development path of Latin dance absorbing traditional
Chinese culture and integrating it with it. Since its official introduction to China in the 1980s,
Latin dance has undergone a profound transformation from "imported" to "Made in China",
and now has formed a dual-track development pattern with competitive main lines and
artistic sub-lines running in parallel. However, there is still a lack of systematic research on
the localization process of Latin dance in China, especially the exploration of "Sinicization" at
the artistic level, which is still in its infancy.

Material and methods. The study used descriptive-analytical, comparative, and empirical
methods for analysis the development trend of Latin dance in China. In an interdisciplinary
study, this paper innovatively introduces historian Pang Pu's "three-level cultural structure”
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theory to analyze the diverse expressions of the Sinicization of Latin dance from three
dimensions: material culture, institutional culture, and spiritual culture.

Results and their discussion. The findings show that Latin dance, as an international
standard dance that integrates elements of African, European and American cultures, has
undergone a profound transformation since its official introduction to China. Its spread in
China has shown distinct phased characteristics: enlightenment and introduction in the 1980s,
institutional norms in the 1990s, and artistic innovation since the 21st century, gradually
forming a dual-track development pattern of competition as the main and art as the secondary.
At the competitive level, Chinese Latin dance has made a leap by relying on the increasingly
sophisticated competition system and the increasingly advanced technical level. At the artistic
level, the creators, based on Pang Pu's "three levels of culture" theory, start from material,
institutional and conceptual culture and organically integrate Chinese elements into the
subject selection, movement vocabulary and stage presentation of Latin dance, forming a
localized expression mechanism that combines "audio-visual atmosphere” and "body
language" [1]. Through a diachronic analysis of works from 2005 to 2020, it is found that
Chinese Latin dance art creation has shifted from a single technical imitation to a conscious
pursuit of cultural subjectivity, the themes of works have expanded to national culture, and the
integration of dance vocabulary has become increasingly rich [2]. This process highlights the
unique ability of Chinese art to achieve innovative transformation by absorbing foreign forms,
providing a typical sample for the study of the localization of dance art.

The research included the following aspects:

1. The origin of Latin dance and its spread in China: the Latin dance are the result of the
fusion of African primitive rhythms, European court etiquette and native American styles from
the 16th to the 19th century, and was officially included in the world competition in 1960,
divided into five categories: rumba, cha-cha, samba, bullfighting and cowboy. Through an
analysis of the current development pattern, the study reveals the current two-track parallel
state of "competition as the main and art as the secondary” in Chinese Latin dance: the
competition system is increasingly improved and the technical level is in line with international
standards; on the other; artistic creation has begun to explore local expressions.

2. The study on the current state of development of Latin dance in China: focusing on the
artistic practice and integration mechanism of Latin dance in the process of localization in China.
The study introduces Pang Pu's "three levels of culture" theory to analyze the manifestation of
Chinese elements in Latin dance works from the three levels of material, institutional, and
conceptual culture [3]. The explored the "Sinicization" path of body language and summarized
three fusion methods: movement splicing, upper body form alteration, and auxiliary control. At
the same time, the role of audio-visual atmospheres (costumes, music, stage design) in creating a
Chinese cultural atmosphere was analyzed. Through a phased comparison of works, the study
found significant improvements in the diversity of dance styles used, the integration of multiple
dance styles, and the integrity of narrative themes, showing a clear trend of expanding from a
single emotional narrative to national culture.

3. Suggestions for the future development of Latin dance Sinicization: first, there should
be a deeper exploration of Chinese cultural themes, with the theme conception as the primary
criterion for creation, so that the works carry a deeper national spirit and cultural connotation.
Second, when integrating other elements, it is necessary to ensure the dominant proportion of
the original vocabulary of Latin dance in the work, avoid destroying the basic mechanical
structure and style characteristics of Latin dance by adding excessive movements of other dance
styles, and adhere to the creative principle of "Latin as the body, Chinese spirit as the core".
Third, in the creation of the audio-visual atmosphere, draw on traditional Chinese color
aesthetics and artistic conception, and through stage design, costume color and music selection,
build an overall aesthetic field with Chinese characteristics, thereby enhancing the artistic
expressiveness and cultural dissemination power of the work.

4. Cultural significance: promoting cross-cultural dialogue and the dissemination of Chinese
culture, in the context of globalization, the Sinicization practice of Latin dance is both an embodiment
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of cultural confidence and a vivid sample of cross-cultural dialogue. This process is an organic
integration based on a deep understanding of the essence of Chinese and Western cultures.

Conclusion. To sum up, this study is of great significance at three levels: theoretical
construction, practical guidance, and cross-cultural communication. It not only provides a
systematic academic explanation for understanding the localization process of Latin dance in
China, but also offers theoretical support for promoting the creative practice and future
development of Sinicized Latin dance, and is expected to facilitate this art form to move towards
"Made in China" on the basis of "Sinicization", and eventually become a Chinese artistic
expression form with global influence.

1.  Zhong, Yongfeng, Hu, Yihai, Wang, Hong. A Comparative Study of the "core of Sports culture" between China and the United
States / Yongfeng Zhong, Yihai Hu, Hong Wang // Sports Science Research. - 2016. - 20(06). - P. 27-31.

2. Fu, Shanshan. On the Cultivation of Students' Artistic Expressiveness in Dance / Shanshan Fu // Adult Education in China. -
2007. -June. - P. 22-28.

3. Li, Yan. Research on the Application of Representation Principle to Latin Dance Expressiveness / Yan Li. - Hunan University
of Science and Technology, 2010.
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Traditional Mongolian patterns (such as swirls, clouds, and endless knots), appropriate to
the characteristics of adolescence, preserve the memory of nomadic culture, helping high school
students express cultural identity and alleviate academic pressure, meeting the needs of
developing artistic thinking during adolescence.

This is a win-win situation for culture and practice: symmetrical aesthetics, nature
worship, and the tribal symbols inherent in these patterns are not only a national cultural asset,
but the process of copying and creating them can contribute to the development of aesthetic
perception and practical skills among schoolchildren, which corresponds to the dual goals of
«practice + culture» as part of art education in secondary school.

The purpose of the study is to demonstrate the importance of teaching methods of
Mongolian patterns in China and the preservation of this culture.

The relevance of the research stems from the opportunity to better understand the
peculiarities of various ethnic cultures and helps to learn about the unique and fascinating
cultures of the world.

Material and methods. The comparative method is a method of analyzing and
summarizing scientific literature on the problem under study.

Results and their discussion. Acquaintance with the context and history of culture unites
Mongolian holidays, clothes, horse harness and architecture [1]. Using documentaries and
exhibits (such as patterned fabrics, replicas of silver jewelry) to explain the symbolism of the
patterns (for example, the endless knot pattern symbolizes constant luck), we help students
understand cultural connotations.

Multilevel practice and the integration of techniques are of great importance. The basic
level involves copying patterns (from simple to complex, first outlining the contours, and then
adding colors). At the intermediate level, tools such as watercolors and markers are used to
recreate patterns (for example, the inclusion of cloud patterns in modern decorative paintings).
The advanced level encourages an interdisciplinary approach to practice (for example, the
development of themed cultural and creative products and clothing models).

Mongolian artists are invited to the school to demonstrate the techniques of embroidery
and wood carving. Students form groups to perform works on the theme «Ethnic Patterns +
Modern Aesthetics», which contributes to increased participation in campus art exhibitions and
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