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			Author’s Preface to the Third Edition


			In this third edition1 In this third edition of my book Fundamentals of Classical Dance, some additions, corrections, and an example of a class with musical accompaniment have been included.


			The French terminology adopted for classical dance, as I have mentioned in all discussions on the subject, is inevitable because it is international. For us, it is like Latin in medicine—we need to use it. The Italian Cecchetti, who taught his final years in England, used the same terminology in a language foreign to him and his students. In short, it is absolutely international and widely accepted. However, I must note that not all of our terms align with the French terms. For many decades, our ballet has developed without a direct connection to the French school. Many terms have been discarded, some have been modified, and, finally, new terms have been introduced by our institute. But all of them are variations of a single international system of dance terminology.


			Regarding the structure of the chapter describing the forms of classical dance, I have chosen a sequence that I consider convenient for those who wish to understand classical ballet as a whole. Therefore, I have grouped the descriptions according to general concepts, such as battements, jumps, turns, etc., in an order completely different from the teaching sequence but which allows for easier systematization of the material. In each descriptive chapter, I present the forms from the simplest to the most advanced, which, however, will not hinder the use of these descriptions in teaching according to the class program.


			For those who wish to understand the sequence of a class, with the steps and other combinations I have established, this information can be found in the section on class organization and in the examples provided.


			When describing the various steps, I state that the right leg is in front or initiates the movement, without always mentioning that it can also be initiated with the left leg. I do this to summarize the explanation and not overload each description with unnecessary phrases. However, it is clear that we must firmly remember that this is done to facilitate the exposition and has no other meaning.


			I strive not to repeat descriptions of a technique already explained when it appears in the description of another step (pas). The reader, upon encountering an unfamiliar term, should look it up in the alphabetical index and read its description in the indicated location.


			In most cases, I provide the description of the pas in its complete form, in the center and with the arms. If the pas is represented with a bar in the illustration, the arms can easily be supplemented according to the description in the text.


			To indicate the degree of body rotation, I use the method of representation from Stepanov’s Alphabet of Movements of the Human Body, but I provide a more common interpretation of the scheme.


			[image: ]


			Figure 1 - Floor Plan: Stepanova (A); Vaganova (B) a - Position that the student occupies in all examples discussed in the book. 


			For a long time, I hesitated whether to adopt the exact terminology of anatomy and biomechanics to designate parts of the body, legs, arms, and indicate directions and planes of the body, as these terms are compact and convenient. In the end, I abandoned this idea, knowing that these terms are rarely used in the dance world. No matter how much I explain that words like “hip,” “shin,” “shoulder,” “forearm,” “frontal plane,” etc., will be used with their anatomical meaning, I can never be sure that the reader will understand me correctly, rather than attributing an everyday or completely arbitrary meaning to these words. Therefore, anticipating possible misunderstandings, I prefer to write each time: “the upper part of the leg, from the hip to the knee,” “the lower part of the leg, from the knee to the tip of the foot,” etc. The text becomes heavier, but it eliminates the possibility of misinterpretation.


			It is necessary to add that the pursuit of full coordination of all movements of the human body in dance leads to expressing movements with thought and emotion, that is, giving them the expressiveness that is called “artistry.” I do not delve into this subject in this manual, leaving it to be developed in detail in daily classes for more advanced and specialized groups.


			





				

					1 The author refers to the original edition in Russian: Основы классического танца


				


			


		




		

			Structure of the Class


			Often, I will have to indicate how we gradually approach the study of a particular pas, from its schematic form to expressive dance. The same progression applies to the assimilation of the entire art of dance, from the first steps to stage performance.


			The class itself does not unfold all at once: first, exercises at the barre, then in the center, adagio, and allegro.


			Children who are just beginning to learn initially perform only exercises at the barre and in the center in a dry, straightforward manner, without any variations. In subsequent learning, simple combinations at the barre are introduced, which are then repeated in the center. Basic positions are studied. Next, an easy adagio is introduced, without complicated combinations, focusing solely on acquiring balance.


			Poses are added, where the work of the arms is gradually incorporated, and thus we arrive at a combined and complex adagio. All movements described by me below in their simplest form are later executed on half-pointe.


			Finally, in adagio combinations, jumps are added, leading students to a final level of refinement. In adagio, body and head rotations are also incorporated. Starting with the simplest movements, the adagio becomes infinitely complex and varied over the years. In the final years of study, difficulties are introduced one after another. To execute these complex combinations, students must be fundamentally prepared in earlier classes to master strength and body stability, so that when facing new challenges, they do not lose self-control. This refined adagio develops agility and mobility of the figure; when we encounter large jumps in allegro, we will not need to waste time mastering posture.


			I would like to emphasize and highlight the importance of allegro. It contains the art of dance; its complexity is the key to future perfection. All dance is built on allegro.


			For me, adagio is not sufficiently expressive. Here, the dancer is aided by the support of a partner, the drama or lyricism of the stage situation, etc. Currently, many virtuosic movements are introduced in adagio, but they largely depend on the skill of the partner. On the other hand, standing out and making an impression in a variation is another story: this is where dance training truly manifests. But not only in variations—most dances, whether solos or ensembles, are built on allegro; all waltzes, all codas—they are allegros.


			All the previous work, before the introduction of allegro, is preparatory for dance; when we approach allegro, we begin to learn how to dance. It is at this moment that the entire wisdom of classical dance is revealed.


			At the peak of joy, children dance and jump, but their dances and jumps are still just instinctive expressions of happiness. To transform them into art, style, and expressiveness, they must be given a specific form, and this begins to take shape in the study of allegro.


			When the student’s legs are correctly placed, already possessing external rotation, with developed and strengthened arches providing elasticity and strong muscles, then they can begin to learn allegro.


			Jumps begin with the study of temps levé, which is done by pushing off with both legs on the ground in the 1st, 2nd, and 5th positions, followed by changement de pied and, finally, échappé—initially, to make it easier, they are performed at the barre, facing it and holding on with both hands.


			The next jump is usually the assemblé, which is quite complex in its structure—this tradition has deep and solid reasons. The assemblé ensures that all muscles are correctly engaged simultaneously. It is difficult for beginners to assimilate, and each moment of the movement must be carefully controlled; doing so avoids the possibility of muscle relaxation. The student who learns to execute the assemblé correctly not only learns this pas but also acquires a foundation for performing other allegro steps—they will seem easier, and there will be no temptation to execute them in a relaxed manner if the correct body posture has been internalized from the first pas and has become a habit.


			It would be infinitely easier to teach a child to do, for example, the balancé, but how then to teach them the correct way to hold the body and control the muscles? Involuntarily, due to the ease of this pas, the legs relax, and the external rotation of the assemblé is not acquired. The difficulties embedded in the assemblé lead directly to the desired goal.


			After the assemblé, it is possible to move on to glissade, jeté, pas de basque, balancé—I repeat, it is preferable not to introduce the latter until the muscles are sufficiently developed in basic jumps and the jump has a correct foundation.


			Then, knowing how to execute the jeté, it is not daunting to move on to jumps landing on one leg (when the other leg remains after the jump in sur le cou-de-pied or opens), such as the sissonne ouverte. At the same time, the pas de bourrée can be learned, although it is done without leaving the ground, but it is necessary to feel the legs firmly placed in it.


			At this stage of development, the student can already receive some simple dances.


			In more advanced levels, more difficult jumps are studied, with pauses in the air, such as the saut de basque. Among them, the most difficult is the cabriole, which concludes the study of allegro.


			I reiterate that I speak more extensively about allegro and emphasize it because allegro is the foundation; it is the basis of all dance.


			In advanced classes, when the class becomes increasingly complex, all pas can be performed en tournant, with turns. From simple battements tendus to all the most complex pas of adagio and allegro—everything is performed en tournant, providing a more challenging workout for the already developed and strong muscles.


			I will not provide rigid schemes or strict norms for constructing classes. This is an area where the experience and sensitivity of the teacher play a decisive role.


			Nowadays, during a period of intense construction, life is in full swing, and in the theater—the pace has nothing to do with the past. Before, each student and artist performed in shows three to four times in an entire month. Now, the number of performances has increased significantly. Here, one must be very careful.


			If I notice that a particular class or group of dancers is tired, if I know they are overburdened with work, sometimes I give only light work in class for a few weeks and guide the students very carefully. But then, if there is some relief, less work, or an event that stimulates energy, I feel there is room for more energetic efforts, and the classes become intense—I make the most of the time and enrich them with challenges in a short period.


			In short, one must be very sensitive to working conditions so as not to turn the benefit of the class into a detriment. If I am given a program, I would like not only to fulfill it but also to exceed it. However, my duty is to take into account the workload of the students and not stray from reality.


			The same principle should be applied to students when they are involved in production work. Our students, like interns in a factory, refine their knowledge through practice in the theater. Here, too, rigid rules cannot be established. Depending on the needs of the production, students sometimes perform on stage what they have not yet mastered in class, something beyond the program of their respective level. No prohibitions or rigid rules should be imposed in this area. The theater makes demands on the school, and these demands can be met without harming the students, provided the teacher demonstrates sensitivity and knowledge about them: what is difficult for one in a particular class may be feasible for another. The choreographer, in this matter, must take into account the teacher’s observations and guide the students accordingly. If the students’ practice on stage is conducted mechanically, following the program, it can harm their artistic development and the establishment of individuality among the talented.


			Given the above, I consider it impossible to provide fixed schemes for classes—this requires absolute individualization and consideration of many aspects.


			The same can be said about the work of artists, their daily classes, and preparation for performances. Exercise should be approached as we approach our health treatments in life: we receive prescriptions from the doctor, but, in general, everyone knows how to apply them to themselves, how to treat themselves.


			Among dancers, professional leg ailments are extremely common, which leads to combining exercises differently, so as to better incorporate the affected area into the work until it is “warmed up” and the performance can be carried out without pain.


			At this point, I believe it is not unnecessary to mention that I completely share the existing conviction among dancers about the benefits of practicing during the summer, even in the heat. I strongly recommend that my students not interrupt their daily exercises during the summer. During these short months, Great progress can be made, as those who practice in the summer have often observed in themselves. There is no need to waste time “warming up” the legs, as they are already “warm” before the class begins. They are more receptive and gain more benefits from any effort—we can immediately start with more challenging work, which positively affects the development of ligaments and joint flexibility.


			I will limit myself to some general guidelines for conducting the class, and at the end of the book, the reader will find examples of my classes adapted for advanced-level students.


			Daily exercise, from the first year of learning until the end of a stage career, consists of the same steps. It is true that, at the end of the first year of learning, the student does not yet perform the full exercise, but even a young child who is just beginning to learn already executes the same movements that will later become part of the dancer’s complete exercise.


			The following steps are practiced (only for the first year of learning—in a different order).


			The class begins with pliés in the five positions.


			Here, I will make a small observation: the fact that we start performing the plié in the sequence of positions, that is, starting with the first position, is by no means a random or silly tradition. Although opinions have been expressed suggesting starting the plié with the second position, I cannot agree with them. It might seem easier to learn the plié by starting with the second position, as it is more stable. However, this method also has its disadvantages, as the more stable leg position when learning the plié in this position makes it easy to relax the body and not maintain the correct posture of the dancer’s entire body. Therefore, it is more correct to start learning the plié with the first position, where the leg position is less stable and forces the dancer to make a certain effort from the beginning to maintain the verticality around which the dancer’s entire balance is built. This requires controlling the muscles, squatting without sticking out the buttocks, keeping the entire body more concentrated and in the correct position, which provides the foundation for any plié.


			It is much more difficult to achieve this in the second position, even with more advanced students, and with beginner children, we risk getting them used to a lack of muscle tension, while we achieve the containment of the entire figure when straightening the legs in the initial demi-plié.


			After the plié, comes battement tendu. It should develop a secure and solid external rotation from the youngest classes, so that later, in jumps, the legs naturally assume a sharp and correct fifth position, as there will be no time for corrections. For this, from the first steps, it is necessary to demand that the foot be placed carefully and firmly in the fifth position.


			After the battement tendu come: rond de jambe par terre, battement fondu, battement frappé, rond de jambe en l’air, petit battement développé, and grand battement jeté. All these steps can be combined and made more complex depending on the level of the class, the teacher’s approach, and method.


			I will only emphasize that, in the youngest classes, one should not fill the children’s time with various combinations. The exercise may seem monotonous in its uniformity, although this uniformity can be broken by performing movements in different rhythmic divisions (for example, in 1/2—in the value of a half note, in 1/4—in the value of a quarter note), altering them so that the children do not perform anything robotically and follow the music. In these classes, the foundations of muscle development, ligament elasticity, and the incorporation of the principles of initial movements are established. All this is achieved through the systematic repetition of the same movement several times in a row, for example: it is better to perform the step eight times in a row than to execute two or four combinations in eight measures. Scattered and sparse movements will not achieve the goal. It is necessary to be completely certain that the student has practiced the movement and will execute it correctly in any combination, in order to confidently advance in the complexities of the class. Otherwise, we may even achieve the student’s speed, but no step will be fully assimilated.


			In summary, if we impose too many poses on children at the expense of the technical development of movements, their progress will be slow. In intermediate classes (V and VI), combinations are allowed, but also with great caution. One must not forget that these intermediate classes should develop the great strength necessary for the ballerina, allowing them to focus completely on their development as dancers in advanced classes. Dance skills should be equally developed in the work of both the upper and lower limbs. If attention is focused only on the legs, forgetting the arms, torso, and head, one will never achieve complete harmony of movements and the proper impression of execution. Sometimes, the execution is excessively focused on cheap effects, and during the “posing” of the arms, the legs are forgotten, which also will not result in complete harmony of movements.


			In advanced classes, the barre exercise seems relatively short in time, but this is a misleading impression. In advanced classes, all the same exercises performed in beginner classes are done daily. However, thanks to the developed technique, they are done at a fast pace, which takes less time, yet still provides the muscles with the necessary elasticity.


			The center exercise is combined from the same steps as the barre, and then we move on to adagio and allegro.


			Here, I must make a general observation. In recent years, there have been radical changes in the distribution of study time in our school, due to new approaches that require future artists to have a broader and more comprehensive understanding in the field of their specialty.


			From the first years, we give students the opportunity to test their skills not only in classes but also in practice, participating in school ballets and performances. Students do not feel disconnected from artistic life; from early experiences, they learn what they can and should gain from classes, which leads them to study consciously and seriously.


			A significant role is also played by the general education that is currently offered in our school. The general program cannot be compared to the previous one, both in terms of general and specialized subjects. In my time, character dance was practically not studied; it was assimilated through different dance numbers. The exercise of character dances was worked out in detail in the 1920s by A.V. Shiryaev, who systematized the movements of character dances, and, with this, considerably facilitated work in this area.


			I am not mentioning subjects such as theater history, art history, ballet history, music history, etc. In my time, these subjects were not part of the program, as the theoretical preparation of the ballerina was not considered necessary.


			To all that has been said above, it must be added that, for the perfection of the art of dance, a visual demonstration of movements is necessary. In manuals, our “silent” art is difficult to convey accurately.


			More than once, I have reflected on Pushkin’s verses:


			“With one leg touching the ground, the other slowly turning”


			In our language, it is as if a rond de jambe en l’air were executed with one leg, while the other remains on pointe (that is, the leg is on the tips of the toes). Or perhaps it is not a rond de jambe en l’air, but rather a grand rond de jambe performed at 90°, as it is said—turning slowly. And then:


			“And suddenly a leap, and suddenly it flies”—where does it fly? Upward or forward? It is beautifully written, but unfortunately, it is difficult to represent these verses of Pushkin in movements—it will all remain in the realm of imagination.


			To preserve all our achievements for future generations, it is necessary to turn to film; this will be a great contribution to the preservation of our art. Over the years, we hope that our accomplishments, recorded on film, will help future generations to learn and perfect themselves.


			In the near future, our first experiment in this area will be shown to the general public—it is footage of the methodology of classical dance from the choreographic schools of Moscow and Leningrad. This film will also serve as a scientific guide for more remote regions.


			Currently, this film is housed in the Leningrad State Theater Museum. 
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