of the modern performing style. The pianist's peculiarities in working on the melodic
beginning are connected with the need for subtle intonation work with sound. The textural
principles of Rachmaninoff's works set the pianist the task of showing both a monolithic,
multi-layered interpretation of the texture and a detailed musical fabric. The pianist must pay
special attention to creating a concept for interpreting the work being performed. The
historical significance of Rachmaninoff's work as a pianist is that he summarised the high
traditions of world Romantic performance and gave powerful impulses to the development of
pianistic art in later times.
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The mid-20th century marked a significant period of cultural exchange between China
and the West, particularly in the arts. This study explores the fusion of traditional Chinese
dance and Western ballet during the 1950s, a time when China was undergoing profound
political and social changes.

The goal of this research is to analyze how these two distinct dance forms interacted,
influenced each other, and created a unique hybrid art form. The relevance of this study lies in
its contribution to understanding cross-cultural artistic exchanges and their impact on global
dance traditions. By examining this fusion, the research sheds light on the broader dynamics
of cultural adaptation and innovation during a transformative era in Chinese history.

Material and Methods. This research employs a multidisciplinary approach,
combining historical analysis, dance studies, and cultural theory. Primary sources include
archival materials such as performance programs, photographs, and interviews with dancers
and choreographers from the 1950s. Secondary sources consist of scholarly articles, books,
and critiques on Chinese dance and ballet. The study also incorporates visual analysis of
recorded performances and choreographic notes to identify key elements of fusion, such as
movement vocabulary, thematic content, and stylistic adaptations. Comparative analysis is
used to highlight the similarities and differences between traditional Chinese dance and
Western ballet, as well as the ways in which they were integrated [1].

Results and Discussion. The findings reveal that the fusion of traditional Chinese
dance and Western ballet in the 1950s was driven by both artistic experimentation and
political motivations. On one hand, Chinese dancers and choreographers sought to modernize
traditional forms by incorporating ballet techniques, such as pointe work and extended lines,
while retaining the expressive gestures and storytelling elements of Chinese dance. On the
other hand, the Chinese government promoted this fusion as part of its cultural diplomacy
efforts, aiming to showcase China's ability to blend Eastern and Western traditions. Key
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examples include the creation of works like *The White-Haired Girl*, which combined
ballet's technical rigor with Chinese folk dance's narrative richness [2].

The discussion highlights the challenges and successes of this fusion. While some
critics argued that the integration diluted the authenticity of both traditions, others celebrated
it as a groundbreaking innovation. The study also examines the role of individual artists, such
as Dai Ailian, who played a pivotal role in bridging these two worlds. The results suggest that
the fusion was not merely a superficial blending but a profound reimagining of both dance
forms, resulting in a new artistic language that resonated with audiences both in China and
abroad [3].

Conclusion. The fusion of traditional Chinese dance and Western ballet in the 1950s
represents a significant moment in the history of dance, illustrating the potential for cross-
cultural collaboration to create innovative art forms. This research underscores the importance
of cultural exchange in shaping artistic traditions and highlights the complex interplay
between politics, identity, and creativity. By examining this historical case, the study offers
insights into the ongoing dialogue between Eastern and Western dance traditions and their
continued evolution in a globalized world. The findings contribute to a deeper understanding
of how art can serve as a bridge between cultures, fostering mutual appreciation and
innovation.
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OTPA’KEHUME OBPA3A MY3bBIKAHTOB B )KUBOIIUCH

Crout /lynoy3,
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Hayumnsiit pykoBogutens — XKykoBa O.M., KaH[. UCKYCCTBOBEIEHUS, TOLEHT

XyI0)KHUKHM Pa3HbIX UCTOPUUYECKHX 30X YACTO OOpalaiuCh K TEME MY3BbIKH B CBOUX
IIPOU3BEICHUAX. ECTh MHOXECTBO KApTUH, IIE 3alleYaTICHbl MY3BIKAHTBI U MY3bIKaJIbHBIC
WHCTPYMEHTBI, KOTOPBIE HE TOJBKO CO3JAIOT INPEACTABICHUE O KYJIbTYPHOW U3HH CBOETO
BPEMEHHU, HO U HECyT 00pa3HO-CUMBOJIMYECKHUH, JIUpUUECKUN MM (puiaocodckuii CMBICIH.
My3blka W JKHBOMUCH OO0JIAAI0T CXOXEH mnanmuTpoil oTTeHkoB. Bacunuit Kanmpunckuit
COOTHOCHJI C OIpPEJCNCHHBIM IIBETOM TOT MM MHOM MYy3BIKaJbHBIA TEeMOp: TroiayOoi
aCCOIIMUPOBAIICA Y HEro ¢ TeMOpoM (pIIelThl, KpacHBIM — TPYyObl, CHHUI — BHOJIOHYEIIH.
Beinatomuiicss pycckuii komnosutop H. A. Pumckuii-KopcakoB o65agan Tak Ha3blBaeMbIM
«UBETHBIM  cIlyxoM». Kaxgas TOHaIBHOCTh MPEACTABIATIaCh €My OKpPAIIEHHOM B
OIIPEIETICHHBIN LIBET U, B CBA3M C 3TUM UMeJa TOT WIM MHON SMOLIMOHAIBHBIN KOJIOPUT: 0~
MaXop — O€Jblid; JO-MUHOpP — OarpsiHbli, Tparu4yeckuil; MU-MaXxop — CyYMpauHbIi, cepo-
cureBatelii [1]. JIro0oe TBOpYecTBO MpeANoOiaraeT packpblTHE M CaMOBBIpRXXEHUE aBTOPA,
HEKYI0 JE€MOHCTpAIi0 COOCTBEHHBIX mepexuBaHuil. TBoper mnpenigaraeT 3puUTeNsIM U
CIIyIIaTeNsiM pa3JeliuTh €ro MbICIM M YyBCTBA, TPAHC(POPMHUPYS ATO CKBO3b COOCTBEHHBIE
GbunbTpel BOCTIpUATHS. MHOTHE XYIO0KHUKH BIOXHOBIISLTUCH MY3bIKoW. Llenb Hamucanus
CTaThU — PACCMOTPEHNE OCOOCHHOCTEN BOILJIOLICHUSI 00pa3a My3bIKAaHTOB B )KHBOIIHCH.

Marepuan u Meroabl. MaTeprajioM MOCITYKWII aHAJIW3 JTUTEPATYPHBIX NCTOYHUKOB
no mpobieme wuccieoBaHUSA. VICronp30BaHbl METO/bI aHAlIM3a HAydyHOM U HAay4dHO-
METOMYECKOU JTUTepaTyphl; HAOIIOIeHHS, 0000IICHUSI.
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