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Abstract: This article examines the activities of the outstanding Russian Soviet
choreographer, teacher, and dancer, P.A. Gusev, during his time in the People’s Republic of
China in the 1950s. It describes Gusev’s work in terms of its general influence on the
formation of the Chinese classical choreographic school. The features, forms, and methods
of his pedagogical work are reflected, and its diversity and multifaceted nature are
emphasized. Gusev’s desire to train and educate a new generation of Chinese
choreographers and dancers is noted in the course of classes at the choreography courses
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at the Beijing Choreographic School, as well as the first ballet troupe in China,
Experimental Ballet, which was part of the Beijing Choreographic School (now the National
Ballet of China), combining the trends of classical world choreographic art and traditions of
the great national dance art of China. The article presents an analysis of the productions of
classical ballets by Gusev, as well as by students and young Chinese choreographers
studying at the choreography courses. Among them are “Swan Lake” by P.I. Tchaikovsky,
“Le Corsaire” and "“Giselle” by A. Adan. The process of preparation and the course of
rehearsals of these ballets are described. A detailed description of the first Chinese
national ballet, “The Beautiful Fish,” which later became known as the Chinese dance
drama, is given. The article presents an analysis of P.A. Gusev’s results as a basis for the
further development and prosperity of Chinese classical choreographic art. In conclusion,
the importance of organizing ballet masters and dance school courses at the Beijing
Choreographic College, the outstanding role of P.A. Gusev in it, and the need for interaction
and continued cooperation in the field of ballet between the PRC and the USSR, established
by Soviet figures in the middle of the last century.

Keywords:

Classical National Ballet, Choreography training class of Beijing Dance School,Le Corsaire,
P.I. Tchaikovsky, A. Adan, Giselle, Swan Lake, Moscow Ballet School, P.A. Gusev, China

AHHOTauumA: B cTtaTbe paccMaTpuMBaeTCcs AesTeNbHOCTb BblAaloWerocss pycCKOro COBETCKOro
xopeorpada, 6anetmelictepa, negarora n TaHuoswuka lM.A. 'yceBa B nepuoa ero paboTol B
Kutalickoihr HapoaHoin Pecnybnuke B 1950-e roabl XX cTtonetusa. B Hel paetcs
Xapaktepuctuka TBOpuyecTBa [yceBa B acnekte obwero ero BAMAHMA Ha npouecc
CTAaHOBJ/IEHUS KUTAWCKOW KNnaccuyeckonm xopeorpaduyeckoi wkonbl. OTpaxeHbl 0cobeHHOCTH,
dopMbl M MeTOAbl ero negarornyeckom paboTel, noayepkuBaeTcs pa3Hoobpasue wun
MHOrorpaHHbin ee xapakTtep. OTMeuvaeTcss cTpeMmiaeHue lyceBa kK 06y4yeHWIO M BOCOMTaHUIO
HOBOIO MOKONeHUs KUTancknux 6aneTmMencTepoB-NOCTAHOBLWMKOB M TAaHUOBLWKOB B nmpouecce
3aHATUN Ha Kypcax 6anetMmelictepoB B [leKMHCKOM XopeorpadunyeckoM yuyunuuie, a Takxe
nepeoi B Kutae 6anetHol Tpynnbl — DKCNepuMmeHTanbHOW Tpynnel 6aneTta, BXoAsLWeEN B COCTaB
MeknHckoro xopeorpaduyeckoro ydwmnuuwa (HbiHe LleHTpanbHasa 6anetHasa Tpynna Kwutas),
coyeTalWMX TeHAEHUMUM KIacCUYEeCKOro MWpPOBOro Xopeorpaduyeckoro UCKyccTBa W
TpaAuMunmM BENIMKOro HauMOHaNbHOIro TaHueBanbHOro nckyccrsa Kunrtaga. B ctatbe npeacrasiieH
aHa/In3 NocTaHOBOK knaccuyecknx 6anetoB yceBbiIM COBMECTHO CO CTyAeHTaMn U MONOAbIMU
Kutanckmmm xopeorpadamn, obyyawwmMmmca Ha Kypcax 6anetmenctepos. Cpeaum Hux
«JlebeanHoe o3epo» M.U. YankoBckoro, «Kopcap» n «Xunsenb» A. AgaHa. OnuncaH npouecc
NOAroToBKM M xoza penetuuun 3tmx 6anetoB. [aHa noppobHas XxapakTtepucTuka MnepBoOro
KWTAaWCKOro HauumoHanbHoro 6aneta «KpacaBuua-pblbka», nony4YmMBlIErO0 BMNOCNAEACTBUM
Ha3BaHuWe KUTAaNCKOWM TaHUeBaNbHOW ApaMbl. [peacTaB/eH aHanuM3 pe3ynbTaTOB AeATe/IbHOCTU
M.A. 'yceBa Kak OCHOBbl faJIbHEWNLWEr0 pa3BUTUS U NMpPOLUBETAHMUSA KUTaWMCKOro K1acCU4ecKoro
xopeorpadunyeckoro uckycctea. B 3aknioueHne genaetcs BbIBOA O 3HAYUMMOCTM OpraHmsauunm
KypcoB 6aneTMencTepoB U TaHUEBaJ/IbHOW WKOAbl B [NTeKMHCKOM Xopeorpadunyeckom yvyumnuue,
Bblaawowenca ponn B Hen M.A. N'yceea n 0 Heo6X0AMMOCTM B3aMMOAENCTBUSA M NPOAOIIKEHUSA
coTpyaHundyecTtea B obnactu 6aneta mexay KHP n CCCP, 3a510XXeHHbIX COBETCKMMU AeAaTeNnsaMu
B CepefuHe NpowWwnoro croneTtus.

W msAamsAmi A ~ammAan~s
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NJINVHMTDDIT wWivbDa.

M.A. lyces, MockoBckass 6anetHas wkona, JlebeanHoe o3epo, Xusenp, N.N. Yankosckun, A.
ApaH, Kopcap, kypc 6anetmeiictepoB, KlaCcCUYECKNIA HaunoHanbHbI 6aneT, Kutan

The Soviet ballet school played an important role in the formation and development of 20th-
century Chinese choreographic art. The teachers set specific goals when teaching young
Chinese dancers: when the students, trained by Russian teachers, were ready to begin
stage practice, a classical ballet repertoire was selected that matched their capabilities. It
was also assumed that the knowledge gained by Chinese students in the field of classical
dance would help them create ballets with librettos based on plots from Chinese folklore
and would give rise to a new trend in Chinese choreographic art. With the direct help and
under the guidance of Soviet specialists, a professional model of teaching and performing
the Chinese national Ballet was gradually formed. The nineteen fifties became a period that
laid a solid foundation for its further development.

One of the most prominent teachers and choreographers of that time was Peter Andreevich
Gusev: “"Gusev had a versatile talent. He was very good at setting up a new business,”
writes ballet researcher A. A. Sokolov-Kaminsky. In China, he was the soul of the school he
organized. When Gusev’s former colleagues from China came to Moscow for the
International Competition, a whole performance was played out in the auditorium. The
Chinese, restrained by nature, were temperamentally rushed to Gusev and hugged and
kissed him. According to them, “Gusev’s work for China is invaluable: he combined our
classical dance school with the traditions of Chinese theater. To this day, the Chinese in

ballet follow the path trodden by Gusev” [7.p. 73]

Pyotr Andreevich Gusev (1904-1987) was a Russian Soviet artist, choreographer, dancer,
teacher, ballet theorist, founder of the Chamber Ballet Theater, People’s Artist of the RSFSR

(1984), professor (1973)M. Gusev, a graduate of the Leningrad Choreographic
College, was an excellent classical dancer who professionally mastered all the techniques of
duet dancing. He became a partner of the most famous ballerinas of the Soviet Union —
G.S. Ulanova, O.V. Lepeshinskaya, and M.M. Plisetskaya. Gusev had an amazing
professional memory and perfectly knew the texts of all classical ballets. In 1952, the
choreographer staged K. Karaev's ballet Seven Beauties, he also created many individual
choreographic numbers.

Gusev, a highly educated man, admired the history of great China and its unique art and
culture. He treated the Chinese people’s desire to master a new kind of dance art for them
— classical ballet — with great respect and understanding. Gusev, a teacher, gave all his
strength and knowledge to hardworking and talented Chinese students, ballet dancers, and
choreographers. He arrived in Beijing on December 26, 1957, with the aim of teaching. In
1958, Gusev served as the chief teacher of the ballet masters course (1958-1959) at the
Beijing Choreographic School. The selection of applicants to study there was very strict. The
examination committee consisted of three Soviet teachers, including Gusev, and their
Chinese colleagues. Graduates of the first academic class for the training of choreographers,
Li Chengxiang, Li Chengliang, and Wang Shiqi served as assistants. Several rounds were
held to select students for the ballet department. The exam included the applicant’s
characteristics (origin, political views, ability to work, etc.), as well as professional
[1, pp. 209-210]

achievements in dance theory and performance . After the entrance exam,
professional choreographers with rich creative and practical experience working in various

artistic collectives from the country became students of the ballet master’s course.
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Professor Gusev’s course at the Beijing Choreographic College consisted of choreography
lessons, acting, duet dancing, individual lessons and rehearsals. During teaching, Gusev
encouraged students to study and master all types of dance: ancient, modern, Chinese, and
dances of the peoples of the world. The choreographer repeatedly stressed that, based on
their knowledge of various dances, they should incorporate features of Chinese national
dance art into their work. According to the memoirs of Gusev’s translator, Zhu Lizhen,
“Teacher Gusev, having recovered from a serious heart disease, continued to work hard. His
work schedule usually started at 9 a.m., sometimes earlier, and he taught a class for
teachers. From 10 a.m. to 12 p.m. (or even 1 p.m.), he had already given a class to
choreographers or conducted individual classes. Performance rehearsals were from 14:00 to
18:00, dance rehearsals were from 19:00 until the end of school at 22:00. He was very
respectful of the extraordinary diligence of Chinese dancers. At the same time, he himself
tried to understand and study Chinese dance more deeply. His remarks during lessons and
rehearsals were gentle, as if he were consulting with the dancer on how to make a
particular fragment better: “Try to show your fragment more attractively, think for yourself
how best to do it,” or “watch the performances of the artists at the Beijing Opera again,
learn and study their dances.” [13.pp.151-155]

As an excellent virtuoso dancer, Gusev never forced Chinese students to repeat what he
could do himself; he demanded that his students compose choreographic works based on
their knowledge and skills. At the same time, Gusev made it clear that copying elements of
traditional Chinese operas or folk dances to reflect modern life was not enough. He believed
that students should rely on tradition while looking to the future, and study and master all
types of national folk art, since this would greatly benefit both the students themselves
and their choreographic work. Gusev believed that martial arts, acrobatics, and national
Chinese drama were the standard of Chinese art that had developed over the centuries, and
all of this could and should be used by young choreographers in modern productions.
Remembering these great achievements of Chinese national culture, it is also necessary to
actively draw on the achievements of classical Western art, organically combining them.

Gusev’'s choreography classes, which included sketches of productions and improvised
choreographic skits, were very interesting and informative. Students were so passionate
about these activities that they sometimes couldn't even eat or sleep after completing
them, overwhelmed by their creative excitement. Gusev used K.S. Stanislavsky’s system in
his acting lessons for choreographers. His classes included improvisational studies on
various topics, which developed students’ creative abilities and improved their imagination
and thinking. The topics were very diverse: “"Old spouses in search of land for cultivation,”
“Homecoming,” “Partisan,” "Peacock and Hunter,” etc. Gusev conducted a thorough analysis
of each new choreographic composition, sometimes inviting students to join him in
discussing the production. His assessment of students’ creative displays was always

friendly, respectful, and sincere, which aroused students’ trust and love for their teacher 13-
p. 23]

Gusev believed that a rich and active imagination is the most important natural condition
for a choreographer. "We spent our entire two-year studies on endless sketches,” writes Fan
Jinji. "We worked all night to show our work in class the next day. If it was performed a
little carelessly, the consequences were very serious. I remembered how once, while
improvising in class, I got distracted and did not continue the sketch. Gusev was displeased
and flew into an indescribable rage. And it was very difficult for me. But I was so scared
and so nervous that, forgetting about any pride, I concentrated on completing the tasks of
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P.A. Gusev” [10. p. 44]

The students of the ballet masters course made significant progress in their studies under
the guidance of an outstanding teacher. In 1959, the large-scale Chinese ballet “The
Beautiful Fish” and the dance dramas “Liu Hulan,” “Huang Jiguang,” “"The Red Sister,” and
the mass dance “"Man’s Determination Overcomes even the Sky” appeared in their repertoire
for graduation practice (another name given by the political leaders of that time is “"Man is

Stronger than the Sky”), many small works were also created [1,p. 2101

In addition to the ballet class, choreographer Gusev conducted directing lessons. In
addition, he always supported the idea of teaching students in practice during
performances. Gusev produced three world-famous classical ballets in China: Tchaikovsky’s
Swan Lake, Le Corsaire, and Adam Adam’s Giselle. At the same time, the production of the
above-mentioned play “The Beautiful Fish” took place (together with teachers and
students). This great, interesting work was carried out in a short time and at a high
professional level.

Gusev first staged the ballet Swan Lake in China in 1958. The great interest of Zhou Enlai
(1898-1976), at that time the first premier of the State Council of the People’s Republic of
China, in the appearance of this ballet on the stage of the Chinese Opera House contributed
to the beginning of rehearsals. After watching Swan Lake on the Novosibirsk stage, Zhou
Enlai asked Gusev about the possibility of staging it in China as soon as possible. Gusev
agreed. It took less than five months from the first rehearsal to the release of Swan Lake.
For the first time in the history of Chinese ballet, a complex performance was staged in
such a short time. The premiere of “"Swan Lake” took place on July 1, 1958, at the Tianqgiao
Theater in Beijing. Choreographer P.A. Gusev prepared the 1st act and the direction of the
entire ballet. The second and fourth acts were left in the choreography by M. Petipa and L.
Ivanov, created back in 1895 at the St. Petersburg Mariinsky Theater. The prologue, the
first, the third acts, and the finale are presented in the choreography by V.P. Burmeister,

the chief director of the Moscow Academic Musical Theater named after K.S. Stanislavsky

and V.I. Nemirovich-Danchenko [11.pp. 32-34; 8, p. 60]

“Swan Lake” was performed by students of the Beijing Choreographic School, which by that
time had celebrated only four years since its foundation. It should be noted that almost all
the ballet dancers who participated in the premiere of the play were students of the second
and fifth grades. At that time, fifth-grade student Bai Shuxiang was dancing the parts of
Odette-Odile. She went down in ballet history as China’s first “white swan.” As a rule,
graduates of ballet schools need years of classroom instruction and creative practice to
perform roles in a ballet such as Swan Lake. It can be argued that this was an amazing
event: the students. Those who were still studying at the college at that time were able to
perform the roles in Tchaikovsky’s most difficult ballet at a high professional level. Having
gained initial experience participating in a full-fledged performance during the ballet “Vain
Precaution” rehearsals, the young Chinese dancers chose “Swan Lake"” as their next work, a
masterpiece among a number of classical ballets. The choice of this particular ballet was
not accidental for three reasons:

- The ballet Swan Lake has always been in the repertoire of the major ballet troupes of the
theaters of the Soviet Union, touring in China, and it has become synonymous with classical
ballet in China.;

- The ability of the dancers of the ballet company to perform such a ballet as “Swan Lake”
testified both to their high professional level and to the significant degree of development
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of the art of classical dance in the country. The Chinese government, which paid close
attention to ballet and the newly established classical dance school, wanted to see results
in this field of art at the level of international achievements.;

- Gusev, who recreated Swan Lake for the Chinese National Ballet company, was sure that
the Chinese audience would enjoy the performance also because it had a happy ending: The
Prince saves the Queen of the White Swans from the charms of an Evil Genius, and she
turns into a beautiful girl. The happy ending in the fairy tale corresponded to the aesthetic
tastes of the Chinese public.

The performance of “Swan Lake” on the Beijing stage was a premiere not only for the
dancers of the troupe, but also a work in which the entire staff of the Opera and ballet
theater took part for the first time. This is also the symphony orchestra of the Chinese
Children’s Theater, which was conducted for the first time by Zhu Xinen. The set design was
by Qi Mudong and Huang Feng, teachers at the Central Academy of Drama. For the first

time, Li Keyu from the Central Academy of Fine Arts became a costume designer il

P.A. Gusev chose The Corsair ballet to be staged in 1959 as the third classical ballet for the
repertoire of the Experimental Ballet Troupe of the Beijing Choreographic College, which
was organized with Gusev’s active participation to undergo stage practice for future
graduates (the first was “Vain Precaution,” the second was “"Swan Lake”). The choreographer
wanted to demonstrate to the audience the students of the Beijing Choreographic College's
excellent mastery of the art of classical dance. Guseyv, like no one else, knew what benefits
participation in such complex classical performances as Swan Lake and Corsair brought to
dancers, and how their skills grew from one performance to the next. The choreography of
the ballet Le Corsaire is replete with complex technical variations, pas de deux, etc., which
can only be performed by high-class dancers. Experts noted that "... during the preparation
of the performance and daily rehearsals, Chinese dancers continued to improve their skills,
and ballerina Bai Shuxiang, who performed the role of Odette in the ballet Swan Lake,
perfectly mastered the complex technique of classical dance as Medora in the ballet Corsair,

and her skills were at the highest level" H.p.231] Participation in the rehearsals of “The
Corsair” allowed novice Chinese stage directors to master techniques for working with the
choreographic text and the work’s dramatic basis (the libretto of the ballet is based on the
poem “The Corsair” by the English poet Lord Byron).

In 1960, the Beijing Metropolitan Theater hosted the ballet Giselle, recreated by Guseyv, the
fourth of the classical heritage presented in China. Its release was the last production of
classical repertoire ballets, prepared jointly by Russian and Chinese choreographers. Zhong
Runliang and Zhang Wanzhao performed the roles of Giselle; the roles of Albert were
performed by Sun Zhengting and Jiujie Tong Fukang; Li Chengxiang and Wang Shiki
performed the role of forester Hans; and the role of Myrtle was performed by Bai Shuxiang
and Zhao Zhuheng.

The choice of Giselle, the pearl of classical ballet, for the Beijing stage required
choreographer Gusev to work closely with the artists and the entire theater staff, from
teachers and tutors to lighting and installation designers. Several important aspects should
be noted:

- “Giselle” is considered the peak of classical romantic ballet. His script is a model for
creating a ballet performance, and the score is an example of an ideal combination of
classical dance movements and music written by composer A. Adan specifically for this
ballet. It requires performers to have absolute mastery of classical dance and acting, as
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well as special musicality.;

- In addition to all the above requirements for an actor, Gusev was well aware that
performances such as "“Giselle,” which contain the entire arsenal of classical dance
movements, serve as serious practice for Chinese students. They consolidated the skills and
abilities acquired by the students through lessons in the performance of classical heritage.
After classical dance lessons, students and young teachers participated in joint performance
rehearsals, which also gave them knowledge in tutoring and choreography.

As Li Chengxiang writes in his monograph: “Gusev often said that directors should learn
from actors with extensive stage experience, so it is very useful for students trying their

hand at directing to play some roles in dance performances that he staged” [3. pp. 24-25]
With the help and guidance of professionals such as Gusev, the ballet performances of the
world classical heritage “Swan Lake,” “Corsair,” and “Giselle” accelerated the learning
process of Chinese masters in the field of classical dance and were prepared in just three
years. During this short period, young Chinese choreographers have flawlessly mastered the
art of organically combining elements of Chinese and classical dance in performances of the
national Chinese ballet.

It was thanks to their participation in the rehearsals of the ballets listed above that the
first generation of new Chinese dancers emerged in the persons of Bai Shuxiang, Sun
Zhengting, Zhang Chunzen, and others. At the same time, Gusev trained a group of
competent teachers and tutors who have the skills to work on a ballet performance, such as
Zhang Xu, Qu Hao, Wu Xiangxia. They were professionally trained by their teacher, which
ensured high-quality performances, even after Gusev’s departure to the Soviet Union. In
addition, the work on preparing the Tchaikovsky and Adana ballets has undoubtedly been a
valuable opportunity for training young choreographers across the country. Through the
empirical observation method and the study of theory, they learned the basic rules of
creating a dance performance and applied them in their own creative practice. Therefore, it
would not be an exaggeration to say that in the nineteen fifties, Gusev’s creative activity
had a profound impact on the development of classical ballet in China. Thus, Soviet ballet
teachers imparted the ballet style of the Russian Soviet school to Chinese ballet dancers.

In November 1959, under Gusev’s leadership, an Experimental Ballet Troupe was officially

registered as a stage practice for graduates of the Beijing Choreographic CoIIegem. It was
decided to start work on the first national ballet, "“The Beautiful Fish,” which was assigned
to graduate interns. Gusev became the main choreographer; librettists: Li Chengxiang,

Wang Shiki, Li Chengliang; composers: Wu Zugiang, Du Mingxin. . p. 242]

Gusev rightly believed that students, thanks to the independent writing and development of
the ballet’s libretto, choreographic text, and music arrangement, would better master
artistic techniques and the general creative process when preparing a new performance. The
basis for this assumption was the choreographer's professional experience, according to
which, for the successful release of any performance, close cooperation between the
director, conductor, musicians, stage actors, artists, decorators, and all theater staff is
necessary.

The ballet “The Beautiful Fish” included three acts: eight of his paintings told about a
beautiful love story (the content of this play is not a traditional myth from the history of
China, rather its plot echoes the plot of "Swan Lake,” which, as noted above, was a huge
success with Chinese audiences).
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It was extremely difficult for Gusev, who was suffering from a serious heart condition at the
time, and the Chinese students, who had no experience in creating dance drama, to
complete the task. They became acquainted with a large body of literature, drew on the
main points of many folk plots, and studied the region’s nature and wildlife to enrich the
ballet’s content. The actors spared no effort, rehearsing three times a day, sometimes until
late at night. The director's excellent work and the student actors' performances were key to
the success of “Beautiful Fish.”

Li Chengxiang, one of the librettists, later described the process of creating this ballet as
follows: “Having studied the art of choreography for many years, I tried to bring to life what
I saw and understood. However, although I had some experience, my work did not always
satisfy me. And, of course, P.A. Gusev’s participation in this work with us helped us all a
lot. In the dance ‘Twenty-four’ from ‘The Beautiful Fish,’ I tried to use Lev Ivanov’s method
in the ballet "Swan Lake” to express the dramatic conflict between a Mountain Demon and a
Hunter” [3-p. 200]

Of course, the tasks set for the music makers were new and no less difficult than those for
the choreographers. Gusev’s role, with his impeccable professional taste, rigor, and
benevolence, combined with his willingness to cooperate, was also very significant in this
part of the play’s creation. According to the memoirs of Wu Tsutsyan, one of the composers
who wrote the music for the ballet, "Peter Andreevich was a tall, fit, and energetic man, like
many good dancers. He spoke bluntly, cheerfully, and decisively, and greeted us warmly. He
confirmed that, as a director, he would respect the general idea of creating music and the
integrity of each musical passage in the play, as well as that the dance would be staged in
accordance with the musical notation. P.A. Gusev said that, of course, he would have the
right to discuss this or that episode of the score with the composer, express his opinion and
requirements regarding one or another musical element in the characterization of the actors
of the ballet, and, in case of full agreement between the composer and the director, some
fragments will need to be finalized. This applied to all the play's directors. We were very
glad that Peter Andreevich liked the music we wrote. However, I repeatedly had to rewrite
the music for the Mountain Demon image. He, as the main negative character, is a
representative of “evil.” Gusev demanded that the music be rough and harsh, yet convey
greed, cunning, and a strong desire. It was not easy to do, but Gusev was very pleased

when the last note was written, and the score was finally completed” [S. pp. 18-19]

The premiere of the ballet "The Beautiful Fish” took place at the Bolshoi Theater of the
Palace of National Culture in Beijing and was timed to coincide with the 10th anniversary of
the founding of the People’s Republic of China. After watching the performance, Zhou Enlai,
in a conversation with P.A. Gusev, confirmed that he was pleased with the creative results
of the production, noting the harmonious combination of elements of European ballet and
Chinese dance in it, made possible by the choreographer’s proactive and responsible
approach to work [13.Pp. 164-165]

As evidence of the success of the performance, we cite the text from the “Note by the
Ambassador Extraordinary and Plenipotentiary of the USSR to China S. V. Chervonenko to
the Chairman of the State Committee for Cultural Relations G.A. Zhukov, Minister of Culture
of the USSR N.A. Mikhailov on the staging of the Chinese ballet "The Beautiful Fish” in the
USSR (No. 1412 dated December 10, 1959): “"Ballet music, written on the basis of Chinese
folk melodies, is well received by listeners accustomed to European music, and is, in our
opinion, a great success of the composers. The dances were staged with professional skill
and great imagination. The decorations and costumes are tastefully decorated in the
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national style. The Beijing audience well received the performance and was highly praised
by leading comrades from the Ministry of Culture of the People’s Republic of China. After
reviewing this ballet, we also agree with this assessment and believe that the ballet
deserves our attention” [6.Pp. 576=577]

However, the perception of ballet by the Chinese public was not so clear-cut: the reason
was both the music, which seemed too experimental and bold, and the idea of combining
classical and Chinese dance movements. Gusev mentioned this in a conversation with Zhou
Enlai, noting that some of the audience left after watching only half of the performance

(among them was the head of the Beijing Municipal Party Committee) [13, pp. 164-165]

Gusev himself appreciated the ballet “The Beautiful Fish” as follows: “<...> firstly, this
dance drama has a simple and understandable content. The audience is worried about the
fate of the main character; secondly, the libretto of the ballet, which contains many
fantastic and colorful scenes, is clear to the audience, the scenes of this dance performance
received their positive assessment; thirdly, modern classical choreography was used in the
performance - everything was expressed in dance, minimizing the pantomime; fourthly, the
combination of in one performance, classical dance and Chinese folk dance proved

successful and was approved by the audience” [2.p. 51]

Pyotr Andreevich intended to stage “The Beautiful Fish” (in the USSR, the ballet was called
“"Ginseng”) at the Maly Leningrad State Opera House. This idea was apparently initiated by
the conclusions reached by the statesmen of the two countries after the Beijing premiere,
which are confirmed by the text of the document cited above, the “Notes” of S.V.
Chervonenko. So, one of his summarizing points is the following: "We would consider it
advisable: a) to stage the ballet ‘The Beautiful Fish’ in one of the Soviet ballet theaters. To

invite a composer, artist, and teacher of Chinese dance to the USSR for the production”l—'—FL

5771 Gusev wrote a letter detailing his vision for this production to the then director of the
theater, Boris Ivanovich Zagursky: “Dear Boris Ivanovich! This ballet will be staged in
Beijing by means of Chinese classical dance. If you approve the script, then I will make the
ballet a European classic. To a large extent, this will require different music. The composer,
of course, will go for it. The Chinese are prone to extravaganza, so the script is somewhat
overloaded with such scenes. I would like to emphasize in the play the attractiveness of a
person, his life and work, i.e., the theme of the Snow Maiden walking towards people. The
evil in the face of the bird wizard is quite modern — deception, slander, provocation. The
heroes are active. The images evolve, especially the pierced Fish. She, a carefree, curious
girl, gets into trouble, loves, resolutely follows her loved one, is defamed and slandered,
becomes a prisoner in misfortune, but loves and believes, fights and wins. Of course, the
insidious “bride” is a Magician; she is the same artist as the Goldfish. In short, a ballerina
has something to do. Ginseng is still underdeveloped here. We need to make them more
active and supportive of good people, not on a whim, but for specific good deeds. That’s
what I'll try to get from the Chinese here. Otherwise, the material is very rich in dance,
which is the most important thing for me. Almost everything is dancing, because strong
feelings and active actions drive the whole plot. Waiting for your reply. I hug you and wish

you good health” 7 . 138-139] However, unfortunately, the production was never carried
out in the Soviet Union.

After its 1959 premiere, the ballet "The Beautiful Fish” was described as a Chinese dance
drama. In 1979, the Central Ballet Company of China presented it as a three-act ballet in
five paintings. In the same year, they performed with him as part of the celebration of the
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30th anniversary of the founding of the People’s Republic of China and won the second prize

for choreography and performance. In 1994, when the Beijing Dance Academyﬁ1 celebrated
its 40th anniversary, the ballet was transformed into a drama of four Chinese folk dances.
At the same time, he was awarded the "Classics of Chinese Traditional and Modern Dance
of the 20th century" nomination, which became an important milestone in the history of
Chinese ballet.

The premiere of the Chinese dance drama “The Beautiful Fish” was largely due to the
creative work of Soviet choreographer P.A. Gusev, an excellent connoisseur of classical
ballet, and young Chinese specialists who were already well-versed in both classical dance
and Chinese folk dance. The attempt to combine classical and Chinese folk dance in one
performance was a great success. "The Beautiful Fish” became the starting point for a new
direction in Chinese musical and scenic creativity: Without the ballet Krasavitsa Rybka,
there would have been no performances such as The Red Women’s Squad and The Gray-
Haired Girl, staged in the 1960s. In the history of Chinese dance art, the ballet “The
Beautiful Fish” has become a completely new phenomenon, profoundly impacting the further
development of Chinese dance drama and the creation of music for such performances.

The Chinese students remembered Professor Gusev with gratitude, just as he never forgot
about them. After returning to the Soviet Union in 1960, the Soviet teacher and
choreographer remained interested in the further development of Chinese dance. In the
1980s, young Chinese dancers who participated in International Ballet Competitions in
Moscow, Varna, the USA, and other countries worldwide surprised the world with their
professional mastery of the classics, knowledge of the ballet repertoire, and artistic
performances of pas de deux and variations.

For various political reasons (including the Cultural Revolution of 1964-1976), it was only in
the 1980s that Sino-Soviet cultural ties were restored. During this time, many of Gusev's
Chinese students became leading figures of Chinese culture. They came to Moscow with
their students and wanted their teacher, who was at the origin of classical choreographic art
in China, to see everything they had achieved over the past 20 years.

In 1985, Chinese dancers and teachers took part in the Fifth Moscow International Ballet

A}

and Choreography Competition. According to Zhu Lizhen's memoirs: the Chinese
delegation met with choreographer P.A. Gusev at the entrance to the Bolshoi Theater.
Everyone rushed to each other, hugged, then stood holding hands tightly. His eyes were a
little wet, and he was worried when he told us: “I came from Leningrad and was looking for

you. I couldn’t find you, so I decided to wait here at the entrance to the theater. You're

finally here. I was worried that you wouldn’t come...” 3, p. 189] Gysev always thought
about his students, about his years of work in China, a country and its people and culture
he loved so much. In the most difficult times, when there were disagreements and there
was no mutual understanding between our countries, he called on the peoples of China and
the Soviet Union to return to their former friendly relations and not to take offense at each

other, but to return to creative exchanges in the field of culture and art [13.Pp. 189-190]

When Gusev was presented with the great achievements of Chinese ballet under the
leadership of the new policy of reform and openness, he was very happy and said, “You're
doing everything right. Ballet is an international art. It should be open and comprehensive.
Every ballet school has strengths and recent achievements that should be incorporated into
its practice. As long as you stick to this, the Chinese ballet school, which has established a
strong position on the world stage, will certainly be a great success. Then we said, “Thank
you to the Soviet teachers for laying a good foundation back in the 1950s.” He smiled
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cordially and said, “You are catching up and surpassing us. Soon you will become teachers.

We will learn from you. The youth surpasses their predecessors” 13, p. 1601

In 1986, the Central Ballet Company of China toured Leningrad. Gusev, who was in his
eighties, left the hospital to see the actors of the Central Ballet Company. Meeting with
former students more than 20 years later — Bai Shuxiang, Zhong Rongliang and others —
was very important to him: I am so happy, I see my children, today you are like children to
me. I really didn’'t expect you to have reached such a high level in just 25 years! Everyone
said that the Central Ballet Company performed admirably, and it even seems to everyone

that its history is not 25 years old, but 100" [2-p. 1261

It has been only four years since the founding of the Beijing Choreographic School in 1954,
and a year, from “Vain Precaution” in 1957 to “"Swan Lake” in 1958. In such a short period of
time, production directors, choreographers, tutors, and ballet dancers were trained in China
by specialists from the Soviet Union. A new kind of dance art has appeared in the country —
classical dance. From the ballet Swan Lake in 1958 to the ballet Giselle in 1960, it took only
three years for choreographic art to be created in China, which, thanks to the work of the
outstanding Russian Soviet teacher and choreographer P.A. Gusev, continued to develop and
soon reached the international level. His work was highly appreciated in the above-
mentioned “Note”: “to note in an appropriate form the successful work of P.A. Gusev in

helping Chinese friends in the development of classical ballet” 16, 5771,

The analysis of P.A. Gusev’'s influence on the formation of the classical choreographic school
in China conducted in this study allows us to draw the following conclusions:

- Firstly, the productions of “"Swan Lake”, “Le Corsaire” and “Giselle” under Gusev’s direction
demonstrated a high level of classical dance skills by young Chinese artists and contributed
to the rapid spread of the traditions of Russian Soviet ballet in Chinese dance art.

- Secondly, Guseyv, as the chief teacher of the ballet masters course (from 1958 to 1959) at
the Beijing Choreographic School, combined strict selection and intensive training with
creative search, which allowed him to train a new generation of Chinese professional
choreographers and choreographers-tutors, taking into account the national characteristics
of the country.;

- Thirdly, under the influence of Gusev’'s choreographic philosophy, he and his students
created the Chinese dance drama “The Beautiful Fish,” applying knowledge in both classical
and Chinese folk dances, which contributed to the birth of a unique Chinese national ballet.
This ballet, a completely new phenomenon, had a profound impact on the further
development of Chinese dance drama and on the creation of music for such performances.;

- Fourthly, Gusev contributed to the creation of China’s first ballet troupe, the Experimental
Ballet Troupe, which is part of the Beijing Choreographic School, as well as the training of
the first batch of theater workers.

Thus, thanks to the efforts of P.A. Gusev, a professional choreographic training system was
established in China, laying a solid foundation for the formation of the Chinese national
ballet. At the same time, the country introduced a strict rehearsal technique typical of the
Russian Soviet ballet school. The legacy of Pyotr Andreevich Gusev remains the most
important factor in the history of the formation of a choreographic school in China,
combining the best traditions of two great cultures and paving the way for international
recognition of Chinese ballet.
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Ol 1t s interesting to note that after almost 62 years, in November 2019, for the first time
in St. Petersburg, the ballet “Swan Lake” by P.A. Gusev, performed in his hometown by
students of the Beijing Dance Academy, was presented to the audience.

L2l The central Ballet Company (also known as the National Ballet of China) was founded on
December 31, 1959, as the Experimental Ballet Company of the Beijing Choreographic
School. In 1963, it was transformed into the ballet troupe of the Chinese National Opera
and Dance Drama Theater. Later, the group was reorganized and received its modern name
— the Central Ballet Troupe of China.

Blin 1954, the Beijing Choreographic School (also known as the Beijing Dance School) was
founded, the first professional dance school in China. In 1978, it was renamed the Beijing
Dance Academy.
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PesynbTaTbl Npoueaypbl peueH3npoBaHUsA CTaTbyU

PeyeH3uns BbIlNMOJIHEHAG crneyunanncramMm HaumoHasnabHOro UHcTUTYTa Hay4yHoro

PeueH3upoBaHus no 3akazy OO0 "Hb-Megna'.
B cBs3m C noAuTMKON ABOKMHOMO CJ/1€M0r0 pPeLEH3UPOBAHUSI JINYHOCTb pELEH3EHTa He
packpbiBaeTcs.

Co crnucKkoMm peLeH3eHTOB MOXHO O3HaKOMUTLCS 34ECh.

lpeameTom wuccnegqoBaHus cTatbn <«[1€Tp AHApeeBud [yceB y WUCTOKOB K/AAaCCUYECKOM
xopeorpagpuyeckodi wkosabl B Kutae» crana gesaresnbHocTb [1.A. 'yceBa kak b6anetmerictepa-
MoCTaHoOBLMKA, «POpM U METo[40B 06y4YeHus, KOTOopble xopeorpag rnpuMeHsis1i B rpoLecce
cBoeti paboTbl B [IEKMHCKOM X0peorpapunyeckom yynnuuje», Kak oTMeTns caM asTop.
Metogonornsa wuccnegosaHmns 6osee 4Yem pa3Hoobpa3zHa M BK/AKYAET CPaBHUTEbHO-
UCTOPUYECKNI, AHAJIMTUHECKNI, ONncaTesbHbIA N 4p. METOAbI.

AKTyasZlbHOCTb CcTaTtbun HeobblHariHO Besinka, O0CO6EeHHO B CBEeTe BO3POCLIEr0 WMHTEpEca

COBPEMEHHOIr0 Hay4YHOro coobujectBa K UCTOPpUM U KyJbType BOCTOKa, B T.4Y. KUTaNCKOMYy

banerty.
Hay4yHass HoOBM3Ha paboTbl TaKX€ HE Bbi3bIBAET COMHEHMI, pPaBHO KakKk W e€e rfnpaktndyeckas
rnosib3a.
lepea HamMu - AJOCTOMHOE Hay4yHOe€ WUCC/e[0BaHWe, B KOTOPOM CTuib, CTPyKTypa #u

cogepxaHue B L{eJIOM COOTBETCTBYIOT Tpe60BaHMUAM, NPEABSIB/SEMbIM K CTaTbsIM TaKoro poAa.
OHo ominyaeTcsi obuanem nosae3Hou nHpopmaynu, HanNMCaHo XUBBLIM U SIPDKUM 513bIKOM.
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OcTtaHoBuMcsi nogpobHee Ha ero A[AOCTOMHCTBAxX M HEKOTOPbIX HeagocTatkax. OTMeTuM, 41O
aBTop yKasaJs: «ljesnb faHHOM CTaTb — rokasaTb BJINSHWE, KOTOPOE 0Ka3asiu npeacraButean
coseTckoro b6asieta Ha CTaHOBJ/IEHME KUTaNCKoV 6aseTHoW LWKOAbi». [lopekomeHayem emy
UCKTIOYNUTb 3Ty (ppaly KakK JINLLIHIOKW N3 TEKCTa CTaTbH.

B HayanbHbix ab3ayax cBOero ncciefoBaHns aBTop MoJHO, NoAPO6HO U MHTEPECHO 3HAaKOMUT
yutaTtessi C [r/1aBHbIM repPOEM CBOero TpyAa W MApuBoOAUT MHOXECTBO BaxHbIX ¢HakTos,
Kacarwowmnxcsi ero npogeccuoHasibHoi gesitesibHocTn. OH nuweT: «Kypc npogeccopa Nycesa B
lTeKMHCKOM XxopeorpagpuyeckomM y4yuauuje CcOCTOSI/1 M3 ypOKOB Xopeorpaguu, aktepckoro
macTtepcTBa, AYy3THOro TaHua, WHAUBUAYaIbHbIX 3aHaTUN wn penetmyuni. B npoyecce
npenogasaHuss [ycesB npu3biBasa CTYA4EHTOB u3y4yaTb M 0CBauwBatb BCe BuUAbl TAHUEB:
CTapuHHbIE, COBPEMEHHbIE, KUTANCKue, TaHUbl HapoaoB mupa. Xopeorpagp HeO4HOKPaTHO
nog4yepkusasa, 4YT0, ONUPAsiCb Ha 3HaHWe pas3/IN4YHbIX TaHUeB, B CBOEM TBOPYECTBE OHU
AOJIKHbI MCMO/b30BaTh 0COBEHHOCTU KMTANCKOro HaLMoOHasAbHOIro TaHUeBaJlbHOro MUCKycCTBa.
<..> Y4yeHukn kypca 6asneTmMencTepoB A[OCTUI/IN 3HAYUTE/ILHOIrO rporpecca B y4dyebe rnoa
PyKOBOACTBOM BblAatllerocs negarora. B 1959 rogy B peneptyape MHTEPHAaTypbl MOsIBUJICS
MacwrabHblfi kuTavickmii 6anetr «Kpacasuya-pbibka» [8] wn TaHuyeBasbHble Apambl <«J1i0
XynaHb», «XyaH L{3uryaH», «KpacHas cecTpuya», MaccoBblii TaHely <«PelwmnMocTb 4YesioBeKa
npeogoneBaetr pgaxe Hebo» (Apyroe Ha3BaHue, AaHHOE [OJUTUYECKMMU BOXASIMU TOro
BpemeHn — <«YenoBek cuibHee Heba»), 6bIJI0 TaKXe CO034aHO MHOXECTBO Heb6O/blunx
COUYMHEHUIT>»,

D70 cBuAETENNLCTBYET O €ro raybodyaniumx 3HaHUSIX U yMEHUN [OHECTU uX A0 4yuTatess. B
06pa3Ho/i MaHepe XyA4OXEeCTBEHHOIr0 MOBECTBOBAHUS uccaegoBartesb nepegaet nHpopmauymio,
Aenas CcTatbio AOCTyrnHou w060k kareropun 4yutatesnen, a MMeEHHO: <«banet «J/lebeguHoe
o3epo» [yces Bnepsbie rnocraBsmni B Kutae B 1958 rogy. bosibliasi 3auHTEpECOBAHHOCTL Yxoy
DHbnasi (1898-1976), B 10 Bpems rnepsoro npembepa [occoseta KHP, B nosB/A€HUN 3TOro
basneta Ha cUeHe KWUTarCKoro ornepHoro teatpa crocobcrBoBasia Hadyany penetmuyuni. llocnae
npocmoTpa «JlebeguHoro ozepa» Ha HoBocmbupckoi cyeHe Yxoy DHbnav crpocun Nycesa o
BO3MOXHOCTU CKOperiwein ero rnoctaHoBku B Kutae. yceB orBetun coraacmem. OT nepBoi
penetnynn [0 Bbifycka <«J/lebegunHOro o3zepa» npoLwsio MeHee MsiTm Mmecsiyes. Briepsbie B
ncropun b6anetra Kutasa C/HOXHEHLWMI CcriekTakab 6bla MOCTaB/€H B TaKME KOPOTKME CPOKM.
lNMpembepa «J/lebeagnHoro o3epa» cocrossiacb 1 nwona 1958 roga B teatpe TsaHbUSA0 B [lekuHe.
1-4 aKT n pexwunccypa Bcero 6anetra 6biin rogrotoBsieHbl 6anertmerictepom [1.A. [yceBbIM.
BTopo# v yeTBepTbIsi aKkTbl ocTaBsieHbl B xopeorpapumn M. letnna v J1. M BaHoBa, CO34aHHOM
ewe B 1895 roay B CaHkt-lletepbyprckom MapumHckom Tteatpe. [lposior, nepBbif, TpeTni
akTel n GuHan npeacrassaeHbl B xopeorpaduu B.[1. Bypmeiictepa, rnaBHoro pexwuccepa
MockoBckoro Akagemmyeckoro My3bikanibHoro reatpa umeHu K.C. CraHuciaasckoro un Bna.U.
Hemuposuya-flaH4eHKO».

ABTOp Takxe nogpobHO v HeObbIYaMHO XMBO pacckal3biBaeT o Apyrux 6anetax, co3gaHHbix [1.
A. l'yceBbiM B Kutae - «XKuszenb», «Kpacasuya-pbi6ka».

OH nogBOAUT BaxXHble UTOrM B XO0A€ CBOEro roBecTtBoBaHus: «llocne npembepsl 1959 roga
banet «KpacaBuya-pbibka» nosay4ynsi1 Ha3BaHue HayunoHasbHas TaHueBasbHas Apama. B 1979
rogy UeHTpanbHas 6asnetHass Tpynna rpeacTtaBuia €ro Kak TpexakTHbiéi 6aner B nsamwm
KaptMHax. B Tom xxe rogy OHU BbICTYnuJu C HUM B pamkax npasgHoBaHuns 30-1etus CO AHS
ocHoBaHus Kutavickoui HapogHou Pecnybsinku v 3aBoeBasin BTOPOU MPU3 3a Xxopeorpagpuio m
ucriosiHeHue. B 1994 roay, korga lNeknHckass akagemMusi TaHua npasgHoBsasna cesoe 40-netme,
b6anert 6bi1 npeobpa3zoBaH B ApaMy M3 4YETbIpEX HAPOAHbIX KMTANUCKuX TaHUeB. Torga e OH
6bis1 OTMEYEH B HOMUHaUnn «Kjaccuka KUTanrcKoro TpaguLUynNOHHOIro M COBPEMEHHOIO TaHUa
XX Beka» v cTas BaxHoU BEXOU B UCTOPUU KnTaKckoro 6asnera», - oTMeYaeT B CBOe pabore
ncciaegosartesis.

bubnnorpagus unccnegosaHunsa 06WMpHAE, BK/AKOYaET Ccepbe3Hble, B OCHOBHOM MHOCTPAaHHbIE,
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MCTOYHUKN M0 TeMe, 0POpMIIEHa KOPPEKTHO.

Anennsiyns K ornrnoHeHTaM BecbMa AOCTaToO4YHa M cAesiaHa Ha AOCTONHOM Mpo@eccuoHasibHOM
YPOBHE.

Ho, 3aBeplwas cBOM yB/eKaTe/bHbIM paccka3 O He[OJIrOM, HO 4Ype3Bbl4alHO MJ1040TBOPHOM
srane pab6ortsl 1. A. 'yceBa B Kutae, aBTop He fesiaeT BbiIBO4AOB M3 HArmMCcaHHOro, ocraBJ/isis
CBOM TpyA HEe3aBEepLIEHHbIM W JNLIAST YUTATEsIsl BO3MOXHOCTM OCO3HaTb TOT 60/1bLON BKAAA,
4YTO BHEC Bblaawwuiicsa xopeorpa¢ B kutarickmii 6anet. Ham, B CBOW o4yepegb, OCTaeTcs
npeasoxXunT €My 370 cAenatb. He comHeBaemcsi, 4TO aBTOP M3bILET TaKytd BO3MOXHOCTb,
MOCKOJIbKY €ro TeKCT CBUAETE/NbCTBYET O TWATE/NIbHO rpojgesiaHHoN paboTre v OrpoMHOM
Ko/in4yecTtee WU3Yy4YeHHOro martepuasa, a TakKkKe 0 €ero He3aypsaAHbIX WUCC/IeA0BaTeslbCKux
CriocobHoOCTAX.

Ha Haw B3rnsa, crates nocie p[opabotkm 6yaeT npeacTtaBisiTe 60/1bWON MHTEpPEC U
npakTM4yecKyro rnosb3y 7151 pa3Hoob6pa3HON YUTaTEIbCKON ayauTopuun - npaktmkos basera,
CTYAEHTOB MW efaroros, UCTOPUKOB, MUCKYyCCTBOBEAOB W T. 4., a@ TakKXe BCex Tex, KOro
MHTEPECYT BOMPOCbI Pa3BUTUS KUTANCKOro WCKYyCCTBa U MEXAYHapoOAHOro Ky/JAbTypPHOIo
coTpyAiHN4ecTBa.
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