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The Ballet Teaching Tree








Preface

Ballet is often understood through form, discipline, and repetition. A movement should be clean. A line should be correct. A correction should be implemented. An exercise should be repeated until it succeeds.

This is not wrong. But it is not enough.

Ballet is not merely a system of imitation. It is a process of learning. Those who study ballet do not only learn steps, positions, and choreography. They learn to organize their own bodies, regulate tension, direct attention, respond to corrections, tolerate frustration, develop artistic expression, and remain present under both physical and psychological pressure.

This book applies the Teaching Tree Model to teaching and learning in ballet. The original Teaching Tree Model was developed for computer science, information systems, and related disciplines. It describes planning and motivation as the supporting trunk of effective teaching. Additional elements such as activation, communication, instructional materials, attention, memory, learning difficulties, and assessment form essential components of successful instruction (Ellmann 2022).

The central question of this book is therefore:


How can ballet be taught and learned in such a way that technical development, physical health, motivation, self-respect, and artistic expression work together?



Ballet presents unique challenges. In computer science, an error in code can be corrected. In ballet, an error often affects the body, posture, self-image, and the relationship with the teacher. A correction is not merely information. It also has emotional consequences. It can provide guidance, but it can also cause shame. It can enable development, but it can also create pressure.

For this reason, ballet requires a teaching model that considers more than technique alone.

The Ballet Teaching Tree understands instruction as the interaction of planning, motivation, body knowledge, activation, communication, attention, memory, instructional materials, recovery, self-assertion, and assessment. Technique is not viewed as an isolated external form but as the result of internal organization: footwork, leg alignment, core stability, breathing, attention, musical awareness, and artistic expression function together as an integrated system.

Body knowledge forms an essential foundation. Ballet should not be taught solely through tradition, mirror images, or external appearance. The crucial question is whether movements are constructed functionally, adapted to the individual, and sustainable over the long term. Sports anatomy, training science, flexibility, strength, endurance, recovery, and nutrition are therefore understood as integral components of responsible ballet pedagogy (Weineck 2008, 2004; Hohmann et al. 2020; Schnabel et al. 2008; Alter 2004; Jeukendrup and Gleeson 2018; DACH 2021).

Motivation must also be examined more carefully. Not every strong form of motivation is healthy. Dancers may be highly disciplined and still push themselves beyond reasonable limits. They may be ambitious while losing connection with their own bodies. They may strive for recognition while jeopardizing their self-respect. Motivation is therefore not only a source of energy but also a potential risk.

This book distinguishes between motivation that supports development and motivation that deteriorates into pressure, comparison, self-devaluation, or self-alienation. Frustration, anxiety, cynicism, loss of self-respect, and hopelessness are not understood as signs of weakness but as signals. They indicate that something within the relationship between goals, body, instruction, interpersonal relationships, and inner consent is no longer in balance (Correll 2015; Braiker 2016; Ellmann 2024a).

At this point, fair self-assertion becomes important. It does not mean harshness, nor does it mean withdrawal. It describes the ability to express one’s own boundaries, needs, and perceptions clearly, respectfully, and responsibly while preserving both one’s own dignity and the dignity of others. In ballet, this means taking the body seriously without rejecting development; accepting corrections without devaluing oneself; and striving for excellence without sacrificing personal dignity (Ellmann 2024a; Ras 2015b; Mehrabian 1972).

This book is intended for ballet teachers, dancers, coaches, parents, schools, and training institutions. It is neither a medical diagnostic manual nor a complete theory of dance. Nor is it a rejection of discipline, repetition, or classical technique. On the contrary, it seeks to demonstrate how discipline, repetition, and technique become more sustainable and effective when complemented by body knowledge, motivation, communication, and self-respect.

The guiding thread of this book is:


From mere imitation to conscious learning.

From external form to internal organization.

From correction to development.

From discipline to responsible ballet pedagogy.



The Ballet Teaching Tree aims to help us think about ballet instruction in a way that does not force technical precision, physical health, and artistic depth into opposition. Ballet thus becomes not only an art of form but also an art of conscious development.




Introduction

Ballet is often described as an art of discipline. The body is expected to be shaped, technique refined, lines extended, and movements repeated until they appear effortless.

This view is understandable. Yet it is incomplete.

Ballet is not merely a technique of external form. It is a complex process of learning. Those who study ballet do not only learn positions, steps, and choreography. They learn to direct attention, organize the body, regulate tension and breathing, listen musically, absorb corrections, cope with frustration, and embody artistic expression in a physically convincing manner.

For precisely this reason, ballet requires a teaching model that extends beyond mere imitation.




The Starting Point: The Teaching Tree Model

The starting point of this book is the Teaching Tree Model. It was originally developed for effective teaching and learning in computer science, information systems, and related disciplines (Ellmann 2022). The model describes instruction as the organic interaction of multiple teaching and learning components.

At the trunk of the model are planning and motivation. Planning provides orientation. Motivation provides direction and personal engagement. Without planning, there is no security. Without motivation, there is no sustainability.

Additional elements form the essential components of effective teaching: activation, communication, instructional materials, attention, memory, learning difficulties, and assessment. The crown of the model is the question of whether instruction is genuinely effective.

This structure is not limited to computer science. It can be transferred to other fields of learning when their specific characteristics are taken seriously.

Ballet is one such field.




Why Ballet Requires Its Own Teaching Model

Ballet differs from many other forms of learning because the body itself becomes the medium of learning. In a technical discipline, an error may initially exist outside the learner: in a program, an exercise, a calculation, or a conceptual design. In ballet, however, an error often appears within one’s own body. The correction concerns posture, muscular engagement, flexibility, rhythm, expression, and presence.

This makes ballet instruction particularly sensitive.

A correction can be helpful. It can provide guidance, create confidence, and facilitate development. Yet it can also cause embarrassment, uncertainty, or pressure when it is given without body knowledge, without respectful communication, or without an understanding of motivation.

For this reason, it is insufficient to understand ballet instruction merely as the repetition of technical forms. Ballet teaching must be planned, motivating, body-aware, communicatively clear, and development-oriented.

Classical ballet technique provides important foundations for this purpose. Terminology, positions, movement sequences, and technical principles create a shared professional framework of reference (Vaganova 1969; Grant 1982; Minden 2005). Technique alone, however, does not explain how human beings learn in a healthy, motivated, and sustainable manner.




The Ballet Teaching Tree

This book therefore develops the Ballet Teaching Tree.

The Ballet Teaching Tree transfers the fundamental structure of the Teaching Tree Model to ballet and expands it with dimensions that are indispensable in dance: body knowledge, nutrition, recovery, injury prevention, fair self-assertion, and artistic development.

The trunk remains planning and motivation. Without clear instructional planning, learners lack orientation. Without motivation, there is no internal commitment to effort, repetition, and artistic growth.

The roots of the Ballet Teaching Tree lie in body knowledge, nutrition, recovery, and self-respect. Those who do not understand their bodies risk overuse and injury. Those who neglect energy management and recovery lose technical stability. Those who lose self-respect may continue dancing, but no longer from a place of genuine inner consent.

The branches of the Ballet Teaching Tree consist of technique, activation, communication, attention, memory, and instructional materials. Here it becomes evident whether instruction is practically effective: whether movement can be understood, repeated, remembered, corrected, and developed artistically.

The leaves are visible in training practice, correction, artistic expression, stage performance, and collaborative learning. It is here that the viability of the model becomes apparent in everyday instruction.

The crown of the tree is assessment. The question is not merely whether a movement appears technically correct. Equally important is whether it is physically healthy, musically coherent, repeatable, sustainable under load, expressive, and supported by genuine internal engagement.




Body Knowledge as a Foundation

Ballet appears effortless from the outside. In reality, it places considerable demands on joints, muscles, fascia, the nervous system, breathing, and energy metabolism. Plié, relevé, turnout, pointe work, jumps, landings, turns, and adagio movements are not merely forms. They are biomechanical and physiological actions.

For this reason, ballet instruction requires body knowledge.

Sports anatomy, training science, flexibility studies, and injury prevention help develop technique not against the body, but with the body (Weineck 2008, 2004; Hohmann et al. 2020; Schnabel et al. 2008; Alter 2004; Solomon and Solomon 2005; Wilmerding and Krasnow 2016).

This does not mean that ballet should be medicalized. It means that technique must be understood functionally. Turnout does not originate in the knee. A landing is not merely a final position. An arabesque is not an invitation to overload the lumbar spine. A pirouette is not simply generated by momentum but is the result of organized axial control.

Body knowledge does not protect dancers from effort. It protects them from unnecessary strain.




Nutrition, Recovery, and Sustainability

Ballet is also energetically demanding. Long training sessions, rehearsals, jumps, pointe work, sustained muscular effort, and repeated movement sequences require energy, hydration, and recovery. Stable technique depends not only on determination but also on whether the body is adequately nourished and restored.

Nutrition is therefore not merely a matter of weight or discipline. It is a factor of learning capacity.

Carbohydrates support energy availability and concentration. Proteins support recovery and tissue maintenance. Fats contribute to neurological and hormonal stability. Hydration influences coordination, muscular control, and attention (DACH 2021; Elmadfa and Leitzmann 2019; Jeukendrup and Gleeson 2018; Maughan and Shirreffs 2004; Ivy et al. 2002).

Recovery is equally a part of learning. Adaptation occurs not only during training but also during the recovery that follows. Those who continue training relentlessly without allowing body and nervous system adequate time to recover do not automatically improve their technique. They may simply increase pressure and fatigue.




Motivation and Fair Self-Assertion

Another central focus of this book is motivation. In the original Teaching Tree Model, motivation is a key trunk factor of effective instruction (Ellmann 2022). In ballet, motivation gains particular depth because it is closely connected to the body, self-image, recognition, belonging, achievement, and artistic meaning.

Not every form of motivation is healthy.

A person may train because of a genuine love of dance. Yet they may also train in order to force recognition, gain control over their body, compensate for insecurity, or tie their self-worth to achievement. For this reason, this book distinguishes between primary and secondary motivation.

Primary motivation supports development because its meaning lies within dancing itself. Secondary motivation may generate performance, but it can also intensify pressure, frustration, and self-alienation.

Fair self-assertion begins precisely here. It asks not only how one can achieve more, but how one can clarify one’s own motivation. It helps individuals recognize boundaries, articulate needs, and make decisions in ways that integrate respect, responsibility, and fairness (Ellmann 2024a; Correll 2006, 2015; Braiker 2016; Ras 2015b; Mehrabian 1972).

In ballet, this means maintaining a relationship with one’s own body even when pressure arises.




Communication as a Pedagogical Core

Ballet instruction depends on correction. Without feedback, there can be no precise development. Yet correction is never neutral. It meets a person, a self-image, a bodily experience, and a relationship between teacher and learner.

Communication is therefore not a secondary topic. It is a pedagogical core.

A good correction does not merely describe what appears wrong. It clarifies what should be organized differently. It preserves the dignity of the learner. It does not lead to shame but to orientation.

The question is therefore not only: Is the correction technically accurate?

The question is also: Is it educationally effective, respectful, and responsible?




Purpose and Structure of This Book

This book pursues a clear objective: to demonstrate how ballet instruction can be designed so that technical precision, physical health, motivation, self-respect, and artistic expression develop together.

The first part explains the foundations of the Ballet Teaching Tree. The second part examines planning and motivation as the trunk of the model. The third part is devoted to the body, energy, and health. The fourth part investigates learning, attention, memory, and instructional materials. The fifth part focuses on communication and fair self-assertion. The sixth part addresses assessment and practical application.

The Ballet Teaching Tree is not a complete theory of dance. Nor is it a system of medical diagnosis or a rigid teaching method. It is an organizational framework.

It helps us ask questions:

Is instruction being planned, or merely repeated?

Is motivation being strengthened, or is pressure being created?

Is technique being understood, or merely imitated?

Is the body being guided, or ignored?

Is correction provided as orientation, or experienced as humiliation?

Is development being assessed, or only performance being evaluated?




The Guiding Thread

The guiding thread of this book is simple:

Ballet becomes more sustainable when it is taught and learned consciously.

Conscious does not mean overly intellectual. It means learning with body knowledge, motivation, communication, self-respect, and artistic purpose.

The Ballet Teaching Tree seeks to contribute to an understanding of ballet as a healthy, clear, and artistically profound path of learning. Not against the body. Not against personal dignity. But with the body, with inner consent, and with the willingness to refuse any separation between technique and humanity.




1 Foundations of the Ballet Teaching Tree




1.1 The Original Teaching Tree Model




1.1.1 Introduction

Every form of teaching pursues a fundamental objective: learning should be enabled, supported, and assessed. Despite the existence of numerous educational models, however, it often remains unclear which factors actually determine whether teaching becomes effective or not.

In many instructional settings, the primary focus is placed on content. Discussions center on what should be taught. Far less frequently is systematic attention given to how learning occurs and which conditions must be fulfilled for knowledge, skills, and competencies to be developed sustainably.

The Teaching Tree Model emerged from precisely this question (Ellmann 2022). It was originally developed for computer science, information systems, and related disciplines. Its purpose was to bring together the central factors influencing successful teaching and learning within a model that is both easily understandable and scientifically grounded.

The result was the metaphor of a tree.




1.1.2 Why a Tree?

A tree does not grow because of a single factor. Its growth emerges through the interaction of many elements.

The roots provide nutrients. The trunk provides stability. The branches support the leaves. The leaves enable metabolism. If one essential component is missing, development is impaired.

Learning behaves in a similar way.

Successful instruction does not arise from a single lecture, a textbook, or an exercise. Instead, numerous factors interact and influence one another.

The Teaching Tree Model therefore uses the tree metaphor to make the most important components of effective teaching visible.




1.1.3 The Trunk: Planning and Motivation

At the center of the original Teaching Tree Model are planning and motivation.

Together, they form the trunk of the tree.




1.1.3.1 Planning

Planning provides orientation.

Teachers must decide


	which learning objectives should be achieved,


	which content is necessary,


	which methods should be employed,


	which materials are required, and


	how learning outcomes can be assessed.




Without planning, instruction often becomes accidental. Content is presented without a coherent learning pathway.

Educational frameworks such as the revised taxonomy of Anderson and Krathwohl demonstrate that learning objectives may address different cognitive levels—from remembering information to creating entirely new solutions (Anderson and Krathwohl 2001; Universität Zürich, Arbeitsstelle für Hochschuldidaktik 2010).

Planning therefore means more than organizing schedules. Planning means the deliberate design of learning processes.




1.1.3.2 Motivation

Planning alone is not sufficient.

People do not learn simply because content exists. They learn when an internal drive emerges.

Motivation influences


	attention,


	persistence,


	willingness to learn,


	tolerance for frustration, and


	readiness to engage actively with learning tasks.




Without motivation, even exceptionally well-structured learning opportunities may remain ineffective.

For this reason, motivation forms the supporting trunk of the Teaching Tree together with planning (Ellmann 2022).




1.1.4 Learning Factors as the Crown of the Tree

From the trunk emerge the various learning factors.

They describe the elements that directly influence how knowledge is acquired, processed, and applied.




1.1.4.1 Activation

Human beings do not learn particularly effectively through passive listening alone.

Active participation promotes understanding, application, and long-term retention far more effectively than simple information reception (Lalley and Miller 2007).

Activation may occur through:


	practical exercises,


	discussions,


	problem-solving tasks,


	project work,


	reflection, or


	peer explanation.




Project-based teaching approaches in particular have proven effective across many technical disciplines (Ellis et al. 2008; Razmov 2007; Garg et al. 2015).




1.1.4.2 Communication

Teaching is communication.

Knowledge is explained, questions are answered, feedback is provided, and misunderstandings are clarified.

Communication influences not only the transfer of information but also motivation, trust, and the overall learning climate.

An explanation may be technically correct yet remain ineffective if it is not understandable to learners.




1.1.4.3 Materials

Learning materials support the learning process.

These may include:


	textbooks,


	presentations,


	videos,


	software,


	worksheets, or


	digital learning platforms.




Materials do not replace good teaching, but they can significantly enhance it.

Particularly in computer science, digital learning resources and screencasts have demonstrated considerable practical value (Ellmann et al. 2017; Ellmann 2021a).




1.1.4.4 Attention

Learning requires attention.

Only information that receives sufficient attention enters further stages of processing.

Attention is influenced by:


	interest,


	motivation,


	workload,


	emotional factors, and


	the design of the learning environment.




Modern neuroscience demonstrates that attention is a limited resource that must be directed deliberately (Carter et al. 2019; Collin et al. 2020).




1.1.4.5 Memory

Knowledge must not only be understood but also stored.

Learning therefore involves several memory processes:


	sensory processing,


	working memory,


	short-term memory,


	long-term memory, and


	retrieval processes.




Repetition, organization, and meaningful associations support the development of stable memory structures (Carter et al. 2019; Collin et al. 2020).




1.1.4.6 Learning Difficulties and Learning Barriers

Not every learning process proceeds without obstacles.

Learning barriers may arise through:


	lack of motivation,


	excessive demands,


	insufficient challenge,


	anxiety,


	stress,


	health-related factors, or


	unfavorable learning conditions.




Effective teaching therefore addresses not only learning facilitation but also potential barriers to learning.




1.1.5 The Crown: Assessment

The highest point of the Teaching Tree is assessment.

It answers the central question:


Has learning actually taken place?



Assessment serves purposes beyond evaluation alone.

It enables:


	feedback,


	self-reflection,


	adaptation of teaching,


	identification of learning gaps, and


	the visibility of progress.




Without assessment, it remains unclear whether instruction was effective or merely occurred.




1.1.6 The Significance of the Teaching Tree Model

The Teaching Tree Model understands teaching as a system of interconnected factors.

It assumes that successful education cannot be explained by isolated methods or individual content alone. Rather, effective learning emerges from the interaction of planning, motivation, activation, communication, materials, attention, memory, and assessment.

This fundamental idea proved effective within computer science and information systems education (Ellmann 2022).

At the same time, it became apparent that certain fields of learning impose additional requirements. This is particularly evident in ballet. There, cognitive learning models alone are insufficient because physical development, health, recovery, self-respect, and artistic expression play a far more substantial role.

It is precisely at this point that the further development into the Ballet Teaching Tree begins.




1.2 Why Ballet Requires Its Own Teaching Model




1.2.1 Introduction

The original Teaching Tree Model was developed to describe the essential factors of successful teaching and learning in computer science, information systems, and related disciplines (Ellmann 2022). It integrates planning, motivation, activation, communication, materials, attention, memory, and assessment into a holistic model of learning.

Many of its fundamental ideas can be transferred to other disciplines. Regardless of the subject area, people do not learn merely through the reception of information, but through the active processing of experiences, through motivation, and through continuous feedback.

Nevertheless, ballet quickly demonstrates that purely cognitive teaching models are not sufficient.

Ballet is more than the acquisition of knowledge.

Ballet is simultaneously physical training, motor learning, personal development, emotional regulation, social interaction, and artistic expression.

For precisely this reason, ballet requires an extension of the original Teaching Tree Model.




1.2.2 Ballet as a Complex Learning Environment

In many academic subjects, the primary objective is to acquire and apply knowledge.

In ballet, the situation is fundamentally different.

Learners must simultaneously:


	understand movements,


	execute movements,


	automate movements,


	perceive their own bodies,


	comprehend musical structures,


	express emotions,


	collaborate with others, and


	remain present on stage.




Every lesson therefore engages multiple levels of learning at the same time.

A plié is not merely a movement.

It is simultaneously:


	a technical skill,


	a coordinative task,


	a matter of body awareness,


	a biomechanical challenge,


	an exercise in attention, and


	a building block of artistic expression.




Learning ballet is therefore substantially more complex than the simple transmission of movement sequences.




1.2.3 The Body Learns Alongside the Mind

One distinctive characteristic of ballet is that learning takes place directly within the learner’s own body.

Whereas mistakes in many disciplines merely produce incorrect results, mistakes in ballet can also have consequences for health.

Excessive load, dysfunctional movement patterns, or chronically forced positions may lead to pain, overuse injuries, or long-term physical problems (Solomon and Solomon 2005; Wilmerding and Krasnow 2016).

Teachers must therefore answer not only the question:


How is a movement performed?



But also:


How is it performed in a healthy way?



The teaching of body knowledge thus becomes a central component of instruction.

Knowledge of anatomy, biomechanics, and training science helps learners perform movements functionally rather than merely appearing correct from the outside (Weineck 2008; Hohmann et al. 2020; Kadlec and Groeger 2021).




1.2.4 Tradition and Its Limitations

Classical ballet instruction possesses a long and distinguished tradition.

Many elements of contemporary training methods are based on teaching approaches that have been passed down through generations (Vaganova 1969; Grant 1982).

This tradition has considerable strengths.

It preserves technical precision, artistic standards, and proven pathways of training.

At the same time, however, certain risks emerge.

Traditions are occasionally mistaken for truths.

Some instructional practices continue because they have been common for decades, not because their effectiveness has been scientifically examined.

In particular, the following assumptions are still frequently encountered:


	More training automatically leads to better results.


	Pain is a necessary component of success.


	Motivation is created through pressure.


	Perfection justifies health risks.


	Imitation is a sufficient method of learning.




Modern findings from sports science, educational psychology, and health research challenge these assumptions in important ways (Hohmann et al. 2020; Grosser et al. 2012; Alter 2004).

A contemporary teaching model must therefore respect tradition without accepting it uncritically.




1.2.5 Why Repetition Alone Is Not Enough

Ballet is often associated with discipline and repetition.

Indeed, repetition is indispensable.

Automation develops only through regular practice.

However, repetition alone does not guarantee learning.

When a movement is repeated incorrectly, the error itself often becomes automated.

Learning therefore additionally requires:


	attention,


	understanding,


	feedback,


	variation,


	reflection, and


	conscious correction.




Modern learning research demonstrates that sustainable competence development is based on active processing rather than mechanical repetition alone (Anderson and Krathwohl 2001; Lalley and Miller 2007).

This is as true for ballet as it is for computer science.




1.2.6 The Psychological Dimension of Ballet

Ballet is not only physically demanding.

It also places significant demands on the mind.

Many dancers experience:


	performance pressure,


	fear of failure,


	comparisons with others,


	self-doubt,


	perfectionism, and


	insecurities regarding their own bodies.




Particularly in performance-oriented environments, a tension can emerge between artistic ambition and personal well-being.

Motivation can easily be replaced by fear.

Self-improvement becomes self-criticism.

Discipline becomes self-overload.

A modern teaching model must therefore take psychological factors into account.

Motivation, self-respect, self-efficacy, and emotional regulation are not secondary concerns in ballet. They are among its fundamental prerequisites (Covey 2018; Collin et al. 2012; Weeks 2019).




1.2.7 The Importance of Fair Self-Assertion

Another aspect is almost entirely absent from many traditional teaching concepts.

Learners need the ability to recognize and appropriately advocate for their own boundaries.

In ballet, this can be particularly difficult.

Dancers wish to make progress, meet expectations, and gain recognition. As a result, they may ignore warning signals from their bodies or consistently subordinate their own needs.

Fair self-assertion does not mean resisting learning or lacking commitment to achievement.

It means taking responsibility for one’s own health, dignity, and development (Ellmann 2024a, 2024b).

A sustainable teaching model must therefore promote not only technique but also self-respect.




1.2.8 Ballet as a Space for Development

The objective of ballet instruction is not merely the perfection of movement.

Ballet can contribute to human development in many ways.

It fosters:


	body awareness,


	discipline,


	concentration,


	perseverance,


	creativity,


	expressiveness,


	collaboration, and


	personal maturity.




Ballet thus becomes a comprehensive space for development.

A teaching model for ballet should make this diversity visible and actively support it.

It must not reduce the individual to technical performance alone.




1.2.9 From the Teaching Tree to the Ballet Teaching Tree

The original Teaching Tree Model continues to provide the foundation.

Planning, motivation, activation, communication, attention, memory, and assessment remain indispensable in ballet.

At the same time, additional factors come to the forefront:


	body knowledge,


	nutrition,


	recovery,


	health promotion,


	self-respect,


	emotional development, and


	artistic expression.




These elements constitute the extension of the original model.

The Teaching Tree developed for computer science thus evolves into a Teaching Tree for ballet.

A model that understands learning not merely as the acquisition of knowledge, but as the development of body, mind, personality, and art.

The next chapter presents this Ballet Teaching Tree in its complete form for the first time.




1.3 The Ballet Teaching Tree




1.3.1 Introduction

The original Teaching Tree Model was developed to make the central factors influencing successful teaching and learning visible (Ellmann 2022). It demonstrates that effective instruction does not depend on individual methods alone, but on the interaction of multiple factors.

For ballet, however, this original structure is not entirely sufficient.

Ballet is simultaneously physical training, artistic education, psychological development, and a social learning process. Therefore, those factors that hold particular significance in dance must be added.

This extension gives rise to the Ballet Teaching Tree.

The Ballet Teaching Tree combines insights from education, learning psychology, training science, sports medicine, nutrition science, communication psychology, and dance pedagogy into a unified model of teaching and learning in ballet.

It does not merely describe how technique is taught.

It describes how people can grow in healthy, motivated, self-directed, and artistic ways.




1.3.2 The Structure of the Ballet Teaching Tree

The Ballet Teaching Tree consists of five levels:


	Roots


	Trunk


	Branches


	Leaves


	Summit




Each level fulfills its own function.

Together they form an integrated system.

If one level permanently fails, the tree loses its stability.

The same is true for instruction.




1.3.3 The Roots

The roots form the fundamental prerequisites for learning.

They are often invisible, yet they support the entire tree.

In ballet, the roots consist of:


	Body Knowledge


	Nutrition


	Recovery


	Self-Respect







1.3.3.1 Body Knowledge

Technique can only be developed sustainably and healthily when the functioning of the body is understood.

Knowledge of anatomy, biomechanics, and movement organization helps dancers perform movements efficiently and with a reduced risk of injury (Weineck 2008, 2004; Solomon and Solomon 2005; Wilmerding and Krasnow 2016).

Body knowledge addresses questions such as:


	Where does turnout originate?


	What is the function of the pelvis?


	How is a stable axis created?


	What loads occur during jumping?




The better these relationships are understood, the more sustainably technique can be developed.




1.3.3.2 Nutrition

The body requires energy.

Learning, training, and recovery are not possible without an adequate supply of energy.

Appropriate nutrition supports:


	concentration,


	resilience,


	recovery,


	muscular adaptation, and


	long-term health.




In ballet, nutrition is often reduced to questions of body weight.

In reality, it is first and foremost a prerequisite for performance and health (Elmadfa and Leitzmann 2019; DACH 2021; Jeukendrup and Gleeson 2018).




1.3.3.3 Recovery

Development does not occur exclusively during training.

Adaptation takes place during the recovery periods that follow.

Sleep, rest, workload management, and active recovery are therefore essential components of successful learning (Hohmann et al. 2020; Maughan and Shirreffs 2004).

Anyone who consistently imposes more stress than recovery risks both progress and health.




1.3.3.4 Self-Respect

The fourth root of the Ballet Teaching Tree is self-respect.

Learning is sustainable only when personal dignity is preserved.

Self-respect means:


	taking one’s own body seriously,


	recognizing personal boundaries,


	accepting responsibility, and


	not confusing achievement with personal worth.




It forms the foundation of fair self-assertion (Ellmann 2024a, 2024b).
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