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NOTE

During the past two centuries, the intricate art of
ballet has fascinated and delighted millions of peo-
ple with magnificent displays of beauty, grace, and
musical splendor. Baller developed in Europe from
the lavish theatrical enterrainments of aristocrats
during the Italian Renai e, Its grear traditi

of classic styles and romantic themes were devel-
oped by the French and Russian schools. During
the twentieth century, baller appreciation and per

formance have been embraced by people from all
over the world.

To achieve the effect of effortless skill that is char-
acreristic of both classical and modern baller, long
study and great discipline are needed. In every gener-
ation, voung girls and boys long to become the prima

ballerinas or premier danseurs who are the focal points
of the great ballets. The Baller Class Coloring Book
introduces beginning dancers and potential students
to the range of basic steps from which the most com-
plex baller performances are developed. It is not
meant to be a substiture for ballet lessons, nor is it rec-
ded that the il or the captions be
used as a guide to do exercises or to practice steps
without the advice of a ballet teacher.
The book displays the clothing, arm and foot
iti practice techniq and exercise meth-
ods that new students will use. Along with a look at
makeup and mime techniques, this unique coloring
book fearures full-costume scenes from The Sleeping
Beawry, Coppélia, and Swan Lake.
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ilustrarions copyright © 1998 by John Green
Tem copyright © 1998 by Dover Publscations, Inc.
All righzs resceved under Pan Americars and International Copyright Convertons.
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CLOTHING FOR CLASS

Clothing designed especially for ballet class is made of
lighrweighe, strerchable fabric and takes the shape of the
body. This allows great case of movement and also makes
the cutline of the body visible, so the teacher can ensure
correct technique. Boys wear heavy black tights, white T
shirts, white socks, and black or white baller shoes (1),

Girls usually wear leotards (most often black, though
sometimes other colors), pink tights, and pink baller
shoes. Sometimes a short, sheer skirt is worn for class.
The younger girl shown (2} wears a short skirr artached
to her leotard. The older girl {3} wears a “unitard,” com-
bining lcotard and tights.
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POSTURE AND PLACEMENT

The first and most imporrant lesson learned in ballet class
defines the dancer’s posturc, which is different from the
way we ordinarily stand. The term placement refers to the
way in which the dancer’s head, arms, legs, and body are
placed in relation to one another in any pose or move-
ment. The basis of cvery movement in ballet is correct
posture and placement. In correct ballet posture the body
is centered and the weight is forward over the balls of the
feet. The muscles at the base of the spine are pulled down

and in, and the abdomen is pulled in and up. The muscles
of the thighs and knees are pulled up. The hips and shoul
ders are level and face the same direction. The upper body
i lifted. The shoulders remain down and the head is
erect. Here we see a dancer with proper posture and
placement in first position, with arms in the preparatory
position (1}, and then doing an exercise with the leg and
foot extended or “pointed™ to the front (2).



1 First Position

3 Third Position

2 Second Position

ARM POSITIONS

The use of the arms in baller is very important. The arms
add stability and grear beauty of line, There are three
basic arm positions in the Russian school, five in the
French school. In each, the arms are rounded, the shoul-
ders down, the hands and wrists softly held, and the body
and head i n'cd In first position (1), the rounded arms are
i -u:m! elbows lifted, fingers waist high. In second posi-
. the curved arms open to the side from the shoul-
der. Note the descending line of the arm: shoulder to

e

[

clbow to wnst to fingers. In third posivon (3} of the
Russian school, both rounded arms are raised, not direct-
Iy above the head, but slightly forward. Figures 4 and 5
show combinations of these three pusitions, as they are
used in the French school. In figure 4, the left arm is in
first position, the right arm in second position. In figure
3, the left arm is in third position, the nght arm in sccond
position. The basic “soft™ hand positicn is shown in 6 and
the allongé {ourstretched | position in 7.




L

1 First Position

b

2 Second Position

3 Third Position

L

4a Fourth Position, Opened

A

4b Fourth Position, Crossed

oo

5 Fifth Position
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FOOT POSITIONS

In ballet there are five basic positions of the fect. In all five
the weight is carried evenly by both feet, the legs and feet
are turned out according to the dancer’s ability, and the
feet are held in place (not allowed to roll). In first posi-
tion {1}, the heels are together. In second position (2},
the feet are opened with the heels under the shoulders, In
third {3}, the heel of the front foot rests against the cen-
ter of the back foot. In fourth opened (4a), the front foot
is moved forward from firse position; in fourth crossed
{4b}, the front foot is moved forward from fifth position.
In fifth (5}, one foot is directly in frone of the other, with

the heel of the front foot touching the big 1oe of the back
foot. The dancer’s body may be turned in any of several
direcrions: straight forward {en face); facing a comer of
the dance studio or stage (croisé, which means crossed );
turned away (effacé); thrown open (écarté); or facing the
side (de coté). The working foor (the footr that moves
through the steps) and the head may face in a different
direction than the body. Both students scen here are fac-
ing a corner: figure 6 shows effacé devanr (facing a from
comner ) and figure 7 shows croisé devant {urned away to
the front).

7



BARRE WORK

Every class begins with work at the barre, the rounded
wooden rod artached o the wall in the baller studio. Class
begins with a set of exercises designed to gradually warm
up. stretch, and strengthen the body. The barre gives sup-
port and aids proper balance. Barre work is done facing
the barre 1 11 or with the side to the barre (2). The gid in

8

figure 3 is practicing at home, using the back of a chair as
a barre. Exercises are done first with one side of the body
next to the barre, then with the other side next to it. The
barre is held at wast height with the hand resting lightly
on the barre. During barre work, correct posture must be
used.
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BATTEMENT TENDU

Tendu means stretched. In battement tendu the ieg
extends ourward from, and returns to a position of, first
or fifth. Tendu stretches and srengthens the leg and foot
and develops tum-out (the rotation of the leg ourward
from the hip). This srudent shows us battement tendu in
three directions: (1} en arriére (back); (2} 4 la seconde
{side), and {3} en avant {front). In & tendu the

until the leg and foot are fully cxtended and turned out.
The heel leaves the floor first, ther the ball of the foor.
¢ tocs remain lightly touching the floor. The weight is
entircly on the supportng leg. The hips and shoulders
remain forward and level, and the muscles of both legs are
pulled tight. The body and arm must be held correctly

foot of the working Jeg slides outward in a straight line

12
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BATTEMENT FONDU

Bartement fondu is sometimes called “the melting step,”
because it is done slowly and smouthly and appears o be
one continuous fowing movement, Figure 1 shows a
dancer who already has begun to execure a fondu, with a
slight lift of the arm ourward and the head turned toward
the comer. As the movement continues (2), the head
returns forward, the eves look down, the arm moves into
preparatory position, both legs begin to bend, and the
working leg approaches the supporting leg sur le cou-de-

14

picd devant {just above the ankle, front). In figure 3, the
maovemen: continues downward. [n the rise from the low-
est part of the fondu, both legs move simultancously, the
supporting leg straightening and the working leg unfold-
ing to i la seconde. The arm moves with the legs, from
low through first into second (4 and 5). The fondu fin-
ishes with the legs returning to fifth position and the arm
to the preparatory position.



In cambré {arched), the upper body bends forward, back-
ward, or to the side. This forward cambré stretches the
entire spine and back of the legs. The movements of the
arms and head are always part of cambré and move
smoothly with the body from beginning to end. This stu
dent stands in fifth position, body properly prepared and
right arm in sccond (1), She bends forward from the hips

with a flar back and continues to strerch downward, curl-
ing the back in toward the knee (2}, She then takes the
arm forward above her head and lifts the body and arm
together to finish (3). This line, with the shoulders and
head turned and inclined cutward and the arm past the
shoulder, is often a preparation for cambré to the back,

15
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STRETCHING EXERCISES

An imporrant part of 2 dancer’s work involves exercises
that develop and maintain flexibilizy. Stretching exercises
somerimes are done before class, bur usually are done
after the barre work is completed. These students are
practicing three simple stretching exercises. There are
many others. The first student’s exercise develops balance
and coordination. It also helps her to practice centering

20

the weight of the body over the supporting leg. {An
imaginary line runs straight from the crown of the head
through the ball of the foot.) The seated girl is stretching
the back of the leg, especially the lower leg (the calf}. The
third student is streeching the lower spine and the backs
of both legs.



CENTER WORK

Afier the barre work, students move into the center of the

dance studio for the next part of class. Several kinds of

movements are done here. Each has its own qualicy and
purpose. Combinations of steps may be simpie or com-
plex. First, a few exercises done at the barre are repeated,
then port de bras {arm movement) is practiced. Adagio
{combinations of poses and movements done slowly) i
next. Pirouettes (rurns on one foot) follow, Firally,

gro (quick steps and fumps| is done. Allegro usually pro-
gresses from petite {small) allegro to grand (large) alle-
gro. Here we see two students working in the center, The
vounger student docs battement tendu in croisé devant,
The older student is in amirude, croisé derriére. Amitude
is a regal pose achicved by lifting the leg to the back, with
the knee bent ar a 90° angle and well rurned out, so that
the knee is higher than the foor,

21
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POSITIONS AND ALIGNMENTS OF THE BODY

Just as an artist draws lines on paper, a dancer’s body
makes lines in space. The direction in which the dancer’s
body faces and the position in which the arms, legs, and
head are placed create a truly wonderful variery of lines
and designs. These aliy nts and positions have been
quite clearly defined. On these rwo pages we see five

22

i]lg;ummts and two of ¢ight basic body positions. The
first dancer (1) stands in an alignment called ouvert-
derriére (open, back). Her body faces one corner, and her
leg poims to the nppmilr corner behind her, Her legs are
not crossed, The next dancer (2) is in the alignment and
body position effacé devane (rurned to the frone). Her




head faces away from the direction the leg and body face.
The middle dancer {3) stands in the most basic alignment
of all—en face—facing straight forward, feet in fifth, arms
in preparatory position. The fourth dancer {4} stands in
the alignment and body position écarté devant {thrown
open or wide apart}). Her body faces one corner, while the

right leg and left arm stretch to oppasite corners of the
room. The last dancer (5} is standing in an alignment
croisé devant (crossed, front) with arms in firse. As we
look ar her, it appears that the front leg is crossed over
the back.

23



PORT DE BRAS

One of the most beawtiful and most importam parts of
ballet is the movement of the arms. Port de bras {cardage
or use of the arms) is the mame for these movements.
Some port de bras are set, just as there are ser arm and
foot positions, but often, port de bras work in the center
of the studio is a varving combination of arm, body, and

24

head movements. Even though the individual poses here
are wonderfully pleasing to look ar, the compleze port de
bbras s even more so. Think of these drawings as one
design. Try to see in vour mind the entire movement as
the arms and head move and flow, along with the music,
from one shape w another. This student begins in croisé




devant, fifth position, right foot fron: (1), She turns and
lifts her head 1o the lefi corner and looks into the palm of
her hand (2). As she lowers her left arm to second, her
head remains facing the corner, but then it returns to an
upright position (3}. Now the right arm is lifted, the left
lowers o preparatory position, and the head ens and

lifts toward the right hand. Again, the eyes look inro the
palm {4). The right arm lowers, the left arm 1 lifted, and
bath come together in first as the head turns forward and
lowers. The eves look into the palms (5). The left arm is
lifted, the right arm opens to second, and the head
returns o the front corner (6},

25



PIROUETTE EN DEDANS

A pirouette is a complete wrn of the body done in one
place on one foot. This turn may be done on the right or
left foot and can turn in cither of two directions: en
dehors {outward), the most often done, or en dedans
{imward), as shown here. The working leg is mos: often in
retiré {4}, but may be in other positions as well. Tusns are

26

single, double, or multiple. Pirovettes are difficult, bur
exciting to do and watch. The importance of control and
timing cannot be overstated. This student demonstrates a
pirouerte en dedans to the left. From croisé en avant,
right foot front in fifth posidon, arms low (1), she begins
with a tendu front with the right foot and a lift of the



arms to first position (2). As she lowers the heel into
fourth, she shifts all her weight onto the front leg and
opens her left o second position {3}, Next we see her
mrning to the left after she has decpened the plié,
brought the working leg from the back to the side and
into retiré, pulled the supportng leg into relevé, and

brought the left arm 1o mect the right (4). Her rum con-
i and 6}, and finishes as both legs lower into
left foot front (7). As the knees straighten, the

w preparatory position (8), Note that chis
dancer has done one and 2 quarter turns and finished fac-
ing the other front corner of the studio.

7
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2

TEMPS LEVE SAUTE

This basic but important jamp begins and ends in the
same position and place where it began. In figure 1, the
dancer, in first position, arms in preparatory position,
begins the jump with a demi-plié. After “pushing into™
and “out of” the floor, she is in the air ar the highest part

of the jump, legs fully extended with feet pointed (2). In
figure 3 the dancer has come down from the jump and is
again in demi-plié. Throughout the temps levé sauté, the
upper body and arms have been carefully controlled and
correctly held. All jumps must begin and end with plié.
31
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In this petite allegro step both feet leave the floor ar the
same time but fom different places. They land at the
same time and in the same place. Hence the name assem-
blé {assembled or brought together), In figure 1 the stu-
dent, in demi-pli¢, has begun the assemblé. Now the back
tep brushes sideward along the floor unal extended, while
the right leg, in plié, presses downward, preparing to

2
PAS ASSEMBLE

jump. The student “bursts™ upward and we see her ar the
highest part of the jump, with both legs fully stretched
and both feet fully pointed (2). As she descends, the legs
come together with the left foot front and land wogether
in plié. Then the dancer rises from plié to fifth position
(3}, Assemblé, like so many other steps in baller, has sev
eral variations.

33
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SUR LES POINTES

This student poses in fifth position sur les pointes (on the
points}). To dance en pointe means o dance on the tips of
the toes in special pointe shoes. Very young dancers
should not attemgps this, as the feet, ankles, and back must
Ibe strong enough to carry the body’s weight with the feer
in this unusual position. It takes several vears of intensive
training to acquire this ability and strengeh. Ballet dancers
did not always wear pointe shoes. In the early 1800s

dancers began 1o rise onto the tips of their shoes wo give
their dancing a Light, airy appearance. These early shoes
were barely padded. Now the toes of pointe shoes are
made with layers of hardened glue and cloth and the
shoes have a thin, flexible leather sole, which gives sup
port. Pointe shoes are made from satin-covered canvas.
To dance sur les pointes is the dream of many young bal
let students.

35
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2

ECHAPPE CHANGE SUR LES POINTES

The woed échappé in French means “escaped.” This step
moves {or escapes) from a closed position to an open
position and back. It is another of the first exercises
learned sur la pointe, Facing the baree in fifth position,
right foot front, body correctly held, this student begins
with demi-plié (1), Pressing downward on the heels, she

springs upward and opens the legs to second position sur
les pointes, pulling the legs, ankles, and burtocks tigh,
and the knees straight (21 As in relevé, the weight is
placed evenly over buth legs and feer. With a lirtle spring,
she drops into demi-plié, closing with the lef foot front

(3).



PAS DE BOURREE PIQUE SUR LES POINTES

This pointe student performs a pas de bourrée piqué
dessous to the right. The word piqué {pricked) in ballet
means 1o step directly onto the pointe or demi-pointe.
Beginning in fifth position, left foot front, arms low (1},
she follows the same partern of movement with her feet

38

a5 the student doing pas de bourrée on page 29, but with
several differcnces. She steps directly onto full pointe (2)
and moves from position to position sur la pointe. Her
retiré position is higher (3 and 4), and she remains cn
face,
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ARABESQUE

A dancer in arabesque creates one of the most beautiful
lines in classical baller. In this pose the weight of the body
is balanced on one leg while the other leg cxrends direct-
Iy behind the body. From the fingertips to the toes, one
long line is “drawn™ in the air. There arc a number of vari-
ations of arabesques, The dancer sur les pointes in the
center of the page is in first arabesque. Changing the posi-
tion, of the arms creates other arabesques, and changing

40

the body's dircction in relation to the audience creates
other arabesque lines. The smaller drawings show a pro-
gression of ways the arabesque line is studied: facing the
barre, with both hands on the barre, (1) battement tendu
derrigre; (2) grand battement derriére; with one hand
holding the barre, {3} grand battement derritre; center,
{4} arabesque on a flat foot; and (5) arabesque sur la
demi-pointe with arms in second.



mother and baby

begging

MIME (SHORT FOR PANTOMIME)

Mime, like baliet, speaks without words. It uses a combi-
nation of natural body movements and special gestures to
express thoughrs, feelings, ideas, and actions. It is an
ancient art form, but in the early ninercenth century a
fiorm of mime was created just for use in classical ballet to
hielp in telling the ballet’s story. Mime scenes are a part of
many ballets. There is an excellent example of classical
ballet mime in act 2 of the Nuteracker, When the Prince

introduces Clara in The Land of the Sweets, he retells in
mime the entire story of his fierce bartle and wonderful
triumph over the Mouse King and his dreadful troops.
The young dancers shown here demonstrate a few of the
mime gestures used in classical baller. Notice how many
different things a dancer can “say” using face, head,
hands, arms, and torso,

41



MAEKEUT

The stage makeup worn by dancers is special. When scen
up close it may appear overdone, but when the dances’s
face is scen from the audience under bright stage lights, it
looks quite natural, and features and expressions can be
clearly seen. The dancer in the center drawing is ready for
the stage. She has completed her makeup, done her hair
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{which is pulled back in a chignon and securely fastened
when necessary ), and put or her headpiece and costume.
The smaller pictures show a few of the steps in the appli-
<anion of stage makeup: (1) foundation, (2} powder, {3}
mascara, {4} eve shadow, (5] completed eye makeup, (6)
blush, {7} lip brush, and (8) completed lipstick.



COPPELIA

These dancers are performing a pas de deux—a dance for
two—from the ballet Coppélia. This term can mear: sim-
ply “two dancing,” but it also refers to the five-pars
sequence in a classical ballet done by a male and a female
dancer: the entrance, the adagio, the female solo, the
male solo, and the finaie. The principles of pas de deux are
learned in parenering classes, These are part of the regu-

lar curriculum for students after a certain age and level of
achievement. The baller Coppélia by the French com
poser Léo Delibes is a lighthearted comedy. It is the
enchanting love story of Swanhilda, 1 young girl; her
fiance, Franz; Coppélia, a doll whe appears to come to life
{Swanhilda takes her place); and the mysterious Doctor
Coppelius,
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THE BLUEBIRD

This premicr danscur (principal male dancer) is perform
ing a spectacular jump from the Bluebird variation in act
3 of Peter llyirch Tchaikovsky's great baller The Sleeping
Beauty. The Blucbird and his partner appear in the ballet
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as royal guests at the wedding celebration. The baller was
first performed in Russia in the year 1890, It still is one of
the world’s best known classical bailets and is performed
and loved all over the world.



PRINCESS AURORA FROM THE SLEEPING BEAUTY

This beautiful ballerina sur les pointes is dancing the role
of Princess Aurora in The Sleeping Beaury. The role is
one of the most difficule in classical ballet, and may be
performed only by a prima ballerina.  This ritle is given to
4 hallet company’s most accomplished female dancers,
after they have done exceptional dancing for vears in the

grear classical roles.} The role of Princess Aurora requires
a true artist: a dancer who can perform the demanding
chorcography (the design of the steps and movemenrs)
and also is capable of expressing the role with great depth
and feeling.
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SWAN LAKE

Swan Lake is the story of the love between Odette and
Prince Sicgfried. Odette, a beautiful maiden, has been
turned into a swan by the evil magician Von Rothbart.
She can appear in human form only at night, and the spell
can be broken only by true love. One night while hunt-
ing, Prince Siegfried sees Odette, dances with her, and
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falls in love. He declares his love for her, but Von
Rothbart tricks him and the spell is not broken. Siegfried,
heartbroken, plunges into the lake to join Odette and the
wo are united for all time in a land of eternal happiness.
Swan Lake undoubtedly is the best known of the great
ballets, Tt was created in the late 1800s. The choreogra-



phy is by Petipa and Ivanov. The music was compaosed by
Tchaikovsky, Here we sce a scene from the second act.
The dances and the dancers are dramatically beautifil—
both the soloists and the corps de ballet {those who dance
in groups). We see the costumes and scenery, and can cas

ily imagine the music and lighting. There arc many more
things we don’t see—the work of other designers, teach
ers, and theater and business people, to name just a few.
The list is a long one. It takes the efforts, minds, and
hearts of many people to bring this wonderful art o life,
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REVERENCE

The poses of these yvoung students arc part of a move-
ment called révérence. The curtsy for girls and the
bow for boys are a simple form of what is usually 2
longer and more elaborare movement. In class, the
révérence is traditionally the last step done before
class ends. On stage, too, this is the final ching the
dancer does. As a1 performance finishes and the audi
cnce expresses its appreciation with applause, the
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dancer, in turn, acknowledges the audience with the
révérence.

As the class and the performance finisk with révérence,
so our book ends here. This book can show only a few of
the lessors and steps the student will encounter in ballet
class. There are many, many others! This is a beautiful,
exciting, and wonderful art to learn about, o perform, or
o enjoy watching!



