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FOREWORD TO THE FIRST EDITION

BY
PHILIP J. S. RICHARDSON

Mr. Alex Moore’s name is so well known in the dancing world today,
not only in this country but also abroad, that any introduction from
me is really superfluous, but, having been invited to write a few
words, I may say that I do so with great pleasure.

He was a first-class dancer when I first knew him. Nevertheless, I
think that it is as a teacher that he excels. He has a keen analytical
mind and, though a staunch believer in the modern technique as laid
down by the leading authorities, does not hesitate, as will be seen in
several instances in the following pages, to point out cases in which
he considers this to be at fault.

Mr. Moore has had considerable teaching and lecturing experi-
ence both at home and in other European countries, North America,
Japan, Australia and South Africa, and is well able to realize and
appreciate the difficulties which confront the beginner.

I am sure that the following pages will prove of great assistance
not only to the absolute beginner, but also to the more advanced
dancer who wishes to reach the “competition” standard, and to the
student preparing for examinations.

AFTERTHOUGHT - 1950

It is nearly fourteen years since I wrote the above Foreword to the
first edition of Mr. Alex Moore’s book and, except for one word, I see
no need to alter what I then penned. The word “considerable” as
applied to Mr. Moore’s teaching and lecturing experience seems to
me today to be totally inadequate. He has now had very great experi-
ence indeed, and as the results of his experience are embodied in the
following pages, this volume should be of very great value to the
dancer.

P.J.S.R.
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PREFACE TO THE NINTH EDITION

In earlier editions it was necessary for me to suggest many deviations
from the standard technique but the majority of these suggestions
have now been incorporated in the technique accepted by the leading
societies of teachers of dancing. It can be stated quite confidently that
the dancing of all first-class dancers is based on the present tech-
nique, and although personal expression will account for some slight
deviations among our leading dancers, the keen amateur and student
cannot go wrong in following the technical descriptions and dia-
grams given in this book.

In this ninth edition, the standardised version of the International
Viennese Waltz has been given.

ALEX MOORE
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PREFACE TO THE FIRST EDITION

When I was invited to undertake this work two difficulties became
apparent to me: one, the feasibility of presenting to both amateurs
and students something sufficiently comprehensive within the limits
of a book of restricted length; and the other, the possibility of ensur-
ing that the work was prepared in such a form and in such a suffi-
ciently interesting manner to satisfy oneself that it could be assimi-
lated by all classes of dancers. The introduction of a new form of
Dance Chart may prove of assistance to amateurs in learning the var-
ious figures more speedily, but it is sincerely hoped that the keen
amateur will regard the book as something more than a means of
acquiring a knowledge of steps and variations. It is also to be hoped
that no student will be foolish enough to be gulled into the belief that
a parrot’s knowledge of its contents will be sufficient to satisfy an
astute examiner.

If I have succeeded in producing something which will aid the
pupil in the study of Ballroom Dancing and create a desire to strive
to appreciate the art, I am amply repaid.

It may be that some of my views may not meet with universal
approval, but they are given in the conscientious belief that they will
assist towards a truer interpretation of the Dance, and its recognition
as the finest of indoor recreations.

In suggesting slight deviations from the recognized standard tech-
nique of Ballroom Dancing, I in no way wish to dissent markedly
from the views of my fellow members of the Ballroom Committee of
the Imperial Society of Teachers of Dancing, who have done so much
to raise the standard of dancing in this country.

My grateful thanks are extended to my partner, Miss Kilpatrick,
for the assistance which she has so freely given to me during the
course of the preparation of this book, and to my friend and pupil
Mr. Edward Youel for his generous help with the Charts.

ALEX MOORE
KINGSTON-ON-THAMES
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INTRODUCTORY SECTION

Perhaps the most significant point regarding the progress of
Modern Ballroom Dancing can be found in the way in which it
was able to achieve international prominence in a fairly short
space of time. It is now, however, some years since the English
dancing public made the great change from the sequence and
set dances, and engaged themselves in the turmoil of what was
then known as “Jazz”. Naturally enough, chaos existed for a
number of years, but the standardization of a few basic steps
and the gradual clarification of the technique that governs
them, have resulted in tremendous progress being made, until,
today, the English style of Ballroom Dancing stands pre-emi-
nent throughout the world.

This international interest, achieved without very much
publicity, is the natural result of the recognition of Modern
Ballroom Dancing as the greatest indoor sport and recreation
the world has ever known. As a competitive sport it has
aroused the interest of practically every country in the world
and the standard of dancing is sufficiently high to challenge
our best English dancers.

Teams from all over the world compete in the World
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Championship, now held annually in a different country each
year.

Primarily, Ballroom Dancing is a mental and physical recre-
ation and as such it can scarcely be said to have an equal. Taken
seriously, it can give the young person as much physical exer-
cise as is desired; to the more mature dancer, it can give exer-
cise that is effective without being too strenuous; to the busy
man or woman it will provide that mental relaxation which is
so necessary to physical health.

To reach a reasonable standard of efficiency is neither diffi-
cult nor laborious, and the added pleasure of executing a few
simple steps correctly, and with a good poise and balance, will
give full compensation for the time spent in learning them.

SUGGESTED METHOD OF APPROACH
(1) The Novice

The novice (whose initial desire is to learn sufficient about
dancing to be able to move both comfortably and unobtru-
sively in the ballroom) will only need to assimilate very little of
the information in this book. To many people dancing is a
hobby, a recreation, or a pleasant means of obtaining healthy
physical exercise. Others approach it from different aspects,
one of the most important being the mental relaxation that an
evening’s dancing can give. Obviously, the method of approach
must vary in each case. The unambitious beginner need not be
alarmed by the seemingly intricate details which follow the
simple descriptions of the various figures. They are as unneces-
sary to him or her as are the intricacies of motor racing to the
ordinary car driver.

After reading the general instructions at the beginning of
this book, paying especial attention to the Hold, and the Poise
and Balance of the Walk, the beginner should turn to the
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Quickstep Section, and learn the Walk, Quarter Turns and the
Natural Turn. Full use should be made of the charts. They are
quite easy to follow, especially if the squares are marked out on
the floor. The various steps should be danced with the feet kept
flat at first, afterwards a little attention being paid to the
Footwork, as the turns will be much easier with some little use
of the ball of the foot.

The fundamentals of the Waltz should be learned next, and
the best method of approaching this dance is given at the
beginning of the section dealing with it.

The beginner who enters the ballroom with just a knowl-
edge of the Walk, Quarter Turns and Natural Turn in the
Quickstep, and the Closed Change, Natural Turn, and Reverse
Turn in the Waltz, will be able to take part in about three-quar-
ters of the average Ballroom Dance programme.

It must be remembered that a good carriage and the ability
to move easily and rhythmically are of utmost importance.
There is much more pleasure to be obtained from dancing a
few simple figures well than from dancing a dozen indiffer-
ently. When an easy and comfortable interpretation of the
basic figures has been achieved, the desire to learn further vari-
ations will soon follow.

(2) The Competition Dancer and Keen Amateur

The reader who aspires to competition dancing should
remember that a judge’s first impression comes from the gen-
eral appearance of the couple. A good poise and a hold that is
stylish and unaffected are most essential, for however well a
couple may dance they will never command attention if such
important details are lacking. Much useful information on
these points is given in the early part of this book, and it
should be studied with great care. Footwork, so important
because it is so noticeable, should be neat and correct, whilst

3
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the subtle difference between “Body Swing” and the rather
hackneyed “Contrary Body Movement” is well worth investi-
gating. Finally, the controlled use of Body Sways and Rise and
Fall, which should be felt in the body, should be understood, as
a really finished dance is impossible without them.

The charts will be found most useful in checking the align-
ment of the various figures. This feature of dancing is so often
overlooked by competition dancers.

There is no short cut to championship rank in dancing. The
standard of competition dancing at the present time is so high
that there is not the slightest chance of a dancer attracting the
judge’s eye with a series of tricky variations that are not based
on a sound technique.

It is possible to learn much from a book, but lessons from a
good teacher are essential: it is so difficult to visualize the gen-
eral effect of one’s own dancing.

The keen amateur who shrinks from the publicity of com-
petition dancing will be well advised to enter the Amateur
Medal Tests which are held quite frequently all over the coun-
try. These Tests are of a similar nature to the Ice Skating Tests,
and bronze, silver, and gold medals are awarded according to
the standard of the entrant. There are also tests for the social
dancer and ongoing tests beyond Gold for the real enthusiast,
affording an excellent opportunity for dancers to test their
proficiency. The fees for these Tests are quite moderate, and the
board of examiners includes the most famous teachers of
dancing in the world. Further notes on the Tests and on
Competition Dancing will be found on pages 295 to 305.

(3) The Student

The student who is training for a professional examination
with a view to becoming a teacher of dancing should obviously
be able to derive the most benefit from this book, for it con-
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tains much technical information necessary for a student’s or
teacher’s examination. A big mistake, however, would be made
by the student who thinks that, with a mere book knowledge of
the technique of dancing, plus a reasonably good practical
demonstration of the standard dances, a competent examiner
can be cheated into believing a candidate is fit to hold the
diploma of a Teachers’ Society.

The secret of the successful study of this book has nothing to
do with the ability to remember such technical details as the
numbers of the steps on which CBM, Rise and Sway occur.
Rather, it is the ability to understand why they occur. The stu-
dent reader who tackles his or her studies in this way will never
have the mortification of going “blank” in the examination
room and not being able to “repeat” those lines which have
been so carefully committed to memory. The descriptions and
technical details should be learned thoroughly, and applied in
practice. Where slight alternatives to the standard technique
have been given, these should be noted, and, more important
still, the reason for such alternatives being suggested should be
understood. Remember also that a technical knowledge of
dancing is not even a half of the requirements of a successful
teacher. The ability to give a good practical demonstration of
dancing and to speak firmly and clearly (but not dictatorially)
will always inspire confidence.

Note: It is important to work from the syllabus of your cho-
sen society, obtainable from their Headquarters. Remember
the figures used in this book are the author’s choice.

5
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THE HOLD

Gentleman’s Hold for the Quickstep, Waltz, and Foxtrot
Careful attention should be paid to the hold in ballroom danc-
ing. A bad hold will not only give a dancer an appearance of bad
style, but will also seriously affect the balance and the guiding.

Stand in an upright position with the feet close together.

The body should be braced slightly at the waist, but not at the
shoulders, which should remain free and at the normal level.

Although the position of the arms is to some extent a mat-

ter of individual style, the following hints, together with the

accompanying illustration, will help the dancer to avoid any-

thing that is ungainly.

1.

The LEFT ARM should slope slightly downwards from the shoulder
to the elbow, otherwise the shoulder will be lifted. This part of the
arm should be kept well back so that the elbow is in a line with
the man’s back. A common fault is to allow the elbow to move
forward, towards the lady, thus forcing the lady’s Right arm
backwards.

The LEFT ARM should bend quite sharply at the elbow, the forearm
pointing upwards and slightly forwards from the elbow to the hand.
The forearm may be taken slightly inwards from the elbow, so that
the hand is nearer the head than the elbow. This must not be
exaggerated otherwise the hold will be too compact and breadth
lost. The arm should be definitely angled at the elbow. Held in this
way it is much smarter and not so likely to annoy other dancers as
when allowed to extend outwards.

The PALM of the LEFT HAND should be facing forward in a direction
diagonally to the floor. The lady’s Right hand should be held in a
comfortable and “unfussy” manner. Most men hold the lady’s
fingers between the thumb and first finger, and then close the
fingers over the side of her hand.

The LEFT WRIST must not bend. There should be an unbroken line
from the elbow to the wrist, with the knuckles of the hand very
slightly higher than the wrist. The hand should never bend
downwards from the wrist.

7
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The RIGHT ARM should slope downwards from the shoulder to the
elbow in as near as possible the same line as the Left arm. This
will depend to a great extent upon the height of the partner. The
Right elbow will be more forward than the shoulder, owing to the
hand being on the lady’s back. It must not go too far forward nor
must it be dropped close to the man’s Right side.

The RIGHT HAND should be placed below the lady’s Left shoulder
blade. It should not be placed too far round the lady’s back, or the
Right shoulder will tend to drop.

The HEAD should be held in an easy upright position, and the man
should normally look over the lady’s Right shoulder.

POSITION WITH PARTNER. The man should endeavour to hold the
lady in a position in front of him, very slightly to his Right side,
but care must be taken not to let this position become too
pronounced.

The Hold for the Lady

The hold for the lady must always depend somewhat upon the
man, but the following points should be observed:

1.

Stand in an upright position, slightly braced at the waist, without
raising the shoulders.

Stand in front of the man, very slightly to his Right side, but do
not exaggerate this.

Raise the RIGHT HAND with the fingers together, and allow the
man to take it to his normal position. The man generally holds the
lady’s fingers between his thumb and first finger. When he has
taken his position, the thumb is closed over the thumb of his Left
hand.

The RIGHT ARM may slope slightly downwards from the shoulder to
the elbow and then upwards from the elbow to meet the man’s
hand.

The LEFT ARM should rest lightly on the man’s Right arm and must
not bear downwards.

The FINGERS of the LEFT HAND should be grouped neatly on the
man’s Right arm between the elbow and the shoulder, but nearer
the latter.
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The hold for the Tango is described in the Tango Section of
this book.

THE POISE, BALANCE AND GENERAL OUTLINE
OF THE WALK

To be able to walk properly in a forward and backward direc-
tion is the basis of ballroom dancing, and with it are allied
such important points as the Poise or Carriage of the body, the
Balance, or correct distribution of weight, and the alignment
of the feet.

The following notes should be studied very carefully.

The Forward Walk - Gentleman

Poise. Stand in an upright position as described in the notes on the
hold. The knees should be slightly relaxed, but not definitely bent. Now
let the body incline forwards from the feet upwards, until the weight
of the body is felt mainly on the balls of the feet, but not letting the
heels leave the floor. In doing this take care not to alter the upright
position of the body from the hips upwards. You are now in the correct
position to commence the Walk.

Movement of the Legs and Feet. Note. For the purpose of this
description the Walk is being commenced with the Right foot. There is
no rule on this point. The man may commence with either Right foot
or Left foot but must indicate his intention to his partner. This is dealt
with under the heading of “Leading and Following”.

Take the weight on to the Left foot only and proceed as follows.
Swing the Right leg forward from the hips, first with the ball of the
Right foot touching the floor, and then the heel skimming the floor
with the toe slightly raised.

As the Right foot passes the toe of the Left foot, the Left heel will
be released from the floor, so that at the full extent of the stride the
ball of the Left foot and the heel of the Right foot will be touching the
floor. Lower the Right toe immediately so that the foot is flat on the
floor.

9
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With the body still moving forward, bring the Left foot forward with
just a little pressure on the ball of the foot, and swing it past the Right
foot to repeat the whole movement described above.

Distribution of the Weight in the Walk. When commencing a Walk
from a closed position, the weight must always be brought forward
over the balls of the feet before a foot is moved.

In the actual Walk the weight is first on the stationary foot, at the
full extent of the stride it is divided for a moment between the heel of
the front foot and the ball of the rear foot. It is taken immediately on
to the front foot as this foot becomes flat.

Points to remember are:

From a stationary position, always feel that the body commences to
move slightly before the foot. Remember that the speed of the foot is
always greater than the speed of the body. If the foot is moved before
the body, the weight will be kept too far back and a “sitting down”
effect will result.

The KNEES should be easily and naturally relaxed throughout the
Walk. The legs are only straight at the full extent of the stride, but even
then the knees are not rigid. They are most relaxed as the moving foot
passes the supporting foot.

The ANKLES and INSTEPS should be kept free to allow a slight
downward “flick” of the foot as the toe is lowered at the end of each
forward walk.

The FEET must be kept straight, the insides of the feet at both the
toes and heels brushing past each other every time the feet pass.

Important Note. Although standard technique demands that some
part of the foot is kept in contact with the floor in all forward steps,
the majority of advanced dancers do not adhere to this rule. When
moving the back foot to a forward position the heel does not actually
touch the floor until it reaches the full extent of the stride. The
movement thus becomes softer and lighter than could be achieved with
the heel in contact with the floor.

The Backward Walk - Lady

The Backward Walk for the lady is much more difficult than the
Forward Walk of the man. The movement for the man is but lit-
tle removed from a natural walking step, whilst the lady is using
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her legs and muscles in a manner that is not employed in any
other sport or recreation. For this reason it is not always possible
for a novice, especially the older novice, immediately to adopt the
poise and balance of an accomplished dancer. In the following
notes the correct poise and balance are given first; some useful
advice to the beginner who has difficulty in maintaining this
poise and balance in the early stages is given later.

Poise and Balance. Stand in an upright position as described in the
notes on the Hold. The knees should be slightly relaxed, but not
definitely bent. The upper part of the body and the head should now
be poised slightly backwards and to the left. This position in no way
assists the balance, but certainly makes the couple look much more
attractive. Care should be taken not to lean backwards too much, or an
ugly arching of the back will result. Feel the weight mostly over the
balls of the feet.

Now let the body incline slightly backwards from the feet upwards,
until some of the weight of the body is felt over the heels. At this
point, the man’s body is commencing to incline forwards, and the
backward inclining of the body by the lady must be taken from the
man. Although the lady’s body is inclining backward she should
endeavour to resist the man’s forward movement slightly, this
resistance being felt at the lower part of the body. It should not be felt
entirely at the hips as this will tend to impede the man’s forward
movement and make outside steps very difficult. The lady should not
lean forward, or endeavour to keep her weight forward over the balls
of the feet when she is moving backward. If this is done the resistance
to the man’s forward movement will be felt at the chest, and this will
not only check the even flow of the walk but will make the lady feel
heavy to her partner.

This poise is the most difficult thing for the lady to acquire, and is
only possible if she has such control over the muscles of her legs as to
enable her to lower her back heel at an even speed. This is explained
in the following notes on the “Movement of the Legs and Feet”. The
beginner would be well advised to try to master this correct poise, but,
as it is sometimes physically impossible with a middle-aged dancer, an
alternative poise is given on page 14.

11
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Movement of the Legs and Feet. Note. For the purpose of this
description the Walk is being commenced with the Left foot. There is
no rule on this point. It is always left to the man to determine and
indicate to his partner the commencing foot.

Take the weight on to the Right foot only and proceed as follows:

Swing the Left foot back from the hips, first with the ball of the
foot and then the toe skimming the floor. When the Left foot has
passed the Right heel, the ball of the Right foot will be gradually
released from the floor.

At the full extent of the stride, lower on to the ball of the Left foot,
so that at this point the ball of the back foot and the heel of the front
foot are touching the floor.

Continuing to move backward, move the Right foot back to the Left
foot, and at the same time slowly lower the Left heel to the floor,
making sure that it does not touch the floor until the Right foot is level
with it. The Right foot is moved back with the heel on the floor, the
ball of the foot being lowered as it reaches the Left foot. Continue the
Walk with the Right foot.

The most important feature of the Backward Walk is the gradual
lowering of the back heel, and it is the careful control of this that
ensures the lady keeping contact with the man whilst maintaining a
backward poise.

Distribution of the Weight in the Walk. When commencing a Walk
from a closed position, the weight must always be taken back over the
heels before a foot is moved.

In the actual Walk the weight is first on the stationary foot. At the
full extent of the stride it is divided for a moment between the heel of
the front foot and the ball of the back foot. It is then taken on to the
back foot, with slight pressure retained on the heel of the front foot.

Points to remember are:

From a stationary position, always feel that the body commences to
move slightly before the foot.

Do not cling to the floor with the ball of the front foot, but release
it gradually as the moving leg goes back.

The KNEES should be easily and naturally relaxed throughout the
Walk. The legs are only straight at the full extent of the stride, but even
then the knees are not rigid. The greatest relaxation is when the
moving foot passes the supporting foot.

13
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The ANKLES and INSTEPS should be kept free. If the ankles are stiff
when the foot moves back, the stride will be considerably curtailed.

The FEET must be kept straight, the insides of the feet at both the
toes and heels brushing past each other every time the feet pass. The
usual fault is for the lady to allow her Left foot to move slightly to the
Left instead of straight back. This causes her weight to be thrown
against the man’s Right arm and gives a definite feeling of heaviness.

Alternative Poise for the Lady and Hints to the
Beginner

The Poise described on page 11 is not easy to acquire, and the novice
would be well advised not to attempt to poise herself backward, unless
the balance of the body can be controlled and kept in that position
without the feeling of pulling away from the partner. A good method
of practising the balance of the Walk is as follows:

Take a long step backward with the Left foot and stand balanced
with the weight evenly divided between the heel of the front foot and
the ball of the rear foot. Now slowly move the front foot back, and
make sure that the heel of the back foot does not touch the floor until
the Right foot closes. Keep the arms extended sideways and, if
necessary, keep the fingers of one hand touching the wall to assist the
balance at first. When this can be done with ease, try to move
backwards round the room, making sure to check any tendency to
topple backwards.

If difficulty is experienced it is advisable not to attempt a backward
poise when dancing with a partner, but to stand upright, and
endeavour to keep the weight forward as long as possible.

Although, danced in this way, the Walk will not feel so easy to the
partner as when danced in the correct manner, it will feel much more
comfortable than the heavy "pulling away" effect that must inevitably
result when the weight is dropped back to the heel too quickly.

The Backward Walk - Man

Normally the man does not do a succession of Backward Walks
except in the Foxtrot. Although the actions of the feet and legs
are similar to those described for the Backward Walk of the
lady, the man must remember to retain the same poise of the
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body as for a Forward Walk. The positions are not reversed
when the man moves backward and it would be quite wrong
for the lady to adopt a forward poise and take control over the
man.

The Forward Walk - Lady

Although the actions of the feet and legs are similar to those
described for the Forward Walk of the man, the lady must not
alter the poise of her body. She can materially assist the man's
backward movements by pressing forward on forward steps,
but any attempt to do this with a forward poise of the body
would completely upset the man's balance. The man must
retain control whether moving forward or backward.

CONTRARY BODY MOVEMENT

Contrary Body Movement is the action of turning the opposite
hip and shoulder towards the direction of the moving leg, and
is used to commence all turning movements.

To the novice, the term "Contrary Body Movement" may
appear rather frightening. In many cases, the term "Body
Swing" would probably convey this turning action more
clearly, for it should be noted at once that an excess of
Contrary Body Movement will produce a dance that is more
ugly and unbalanced than one entirely devoid of it.

Since it is essential that even the beginner should under-
stand the elementary factors that govern turning movements
in dancing, the following points should be noted.

There are four principal ways of turning in dancing. A turn
to either the Right or the Left can be made when moving for-
wards, and also a turn to the Right or Left when moving back-
wards. The Contrary Body Movement in these turns would be
as follows:
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1. Forward Turn to the Right. Step forward with the Right foot and at
the same time swing the Left hip and shoulder forward.

2. Forward Turn to the Left. Step forward with the Left foot and at the
same time swing the Right hip and shoulder forward.

3. Backward Turn to the Right. Step back with the Left foot and at the
same time swing the Right hip and shoulder backward.

4. Backward Turn to the Left. Step back with the Right foot and at the
same time swing the Left hip and shoulder backward.

It should be remembered that, with the exception of the
pivot type of movement, this contrary swing of the body is in
no way a “stationary” action. If a forward turn to the Right is
being made it is far more important to feel a forward swing of
the Left side of the body than a conscious twist of the body to
the Right.

Although Contrary Body Movement must embrace the
turning of both the hip and the shoulder, it is sometimes help-
ful to try to feel that, in forward turns, the movement is initi-
ated in the shoulders, and, in backward turns, from the hips.
This subtle difference in the mental approach of these two dif-
ferent turns should prove helpful to the novice.

Care must be taken not to turn the shoulders independ-
ently or an ugly dipping movement will result.

A most important point to remember is that Contrary
Body Movement does not alter the direction of a step. A com-
mon fault with many dancers is to alter the alignment of a step
as Contrary Body Movement is used. An example of this is:

Facing the Line of Dance with the Right foot free, ready to make a
forward tumn to the Right. As the Right foot moves forward and the body
turns to the Right many dancers allow the Right foot to travel in a
direction diagonal to the wall. This is wrong. It is only the body that
turns away from the Line of Dance. The Right foot must move straight
forward, or, if anything, cover in slightly in front of the other foot. The
same rule applies to backward turning steps, although to step directly
behind the stationary foot is not often possible when moving
backwards.
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Contrary Body Movement Position

Contrary Body Movement, as described above, is a movement
of the body. Contrary Body Movement Position is the position
attained when either foot is placed across the front or the back
of the body without the body turning. It is, therefore, a foot
position, but in some cases Contrary Body Movement is used
at the same time.

Even the novice should remember that every step taken
outside partner, or with the partner outside, must be placed
across the body in CBMP to ensure that the two bodies are
kept in close contact.

Contrary Body Movement Position also occurs frequently
in the Tango and in all Promenade figures.

FOOTWORK

The term Footwork in Ballroom Dancing now has a definite
technical meaning. At one time Footwork was almost entirely
governed by Rise and Fall, but nowadays these two headings
are separated. Rise and Fall now refers to the upward lift and
lowering felt by advanced dancers in the body (which includes
the legs, of course), and Footwork has been simplified to con-
vey which part of the foot is in contact with the floor on each
step.

Body Rise has been dealt with in the following pages and is
of little interest to the beginner. Footwork, however, has a defi-
nite practical value, and the simple manner in which it is
described will make it very easy for the beginner to gain an ele-
mentary knowledge of the correct placing of the feet in all
steps. The more advanced dancer and the student should
endeavour to understand the basic principles of this method of
describing Footwork, and these are given below. They refer to
Footwork used in the Quickstep, Waltz, and Foxtrot only. The
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Tango footwork is dealt with in the section dealing with that
dance.

Only the terms Heel and Toe are used. The use of the term Ball of
Foot has been omitted, and Toe includes the ball of the foot as well as
the higher position on the toes.

The use of the term Heel or Toe is meant to convey which part of
the foot is in actual contact with the floor. Note, however, the
following rules:

1. A forward walk on RF, then on LF would be described as 1. Heel 2.
Heel. The fact that the whole of the RF lowers to the floor
immediately is assumed, but not mentioned. It is also obvious that
when the LF moves forward, the heel of the RF will naturally leave
the floor, as described in the Forward Walk of the man. Again this
is assumed, but not mentioned.

2. A forward step on RF followed by a forward step or side step on the
LF, taken on the toes, would be given as: 1. Heel, Toe 2. Toe.

3. Two backward walks, on LF then RF would be described as: 1. Toe,
Heel 2. Toe. This indicates that the Toe of the LF is in contact with
the floor first, then lowering to the Heel. On the second step only
Toe is mentioned as the R. Heel does not lower until the LF passes
the RF to continue with another step.

4. A backward step on the RF followed by a backward or side step on
the LF, taken with a rise to the Toes, would be: 1. Toe, Heel, Toe 2.
Toe. This indicates that the R Heel will leave the floor as the LF
passes the RF for the next step. This footwork seldom occurs.

5. A backward step on the RF followed by a side step on the LF, which
is taken on the Toes would be: 1. Toe Heel 2. Toe. This indicates
that the R Heel is still on the floor until the LF has been placed in
position on the Toe. It is, however, most important to remember
that when a foot begins to close from a side step, it must be done
with the toe in contact with the floor. This means that although
the footwork of 1 (RF) is Toe, Heel, as the RF closes towards the LF
for the 3rd step, it must close with the R Toe in contact with the
floor.

It may be thought by some students that it would be clearer to
give the footwork on 1 as Toe, Heel, Toe, but this would be quite
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wrong as it would indicate that the R Heel leaves the floor as the
LF passes it on its way to the second step. To do this would result
in an early rise and a stilted movement. The following example will
help students to understand this method.

Reverse Turn (Waltz) - Lady; Footwork:

. Toe, Heel
. Toe
. Toe, Heel
. Heel, Toe
. Toe
. Toe, Heel

SN WD

Although this method of giving Footwork makes it quite clear which
part of the foot is in contact with the floor when a step is taken, it
does not adequately cover the passage of the foot from one step to
another. While this is fairly obvious in forward movements, it is not
always clear when moving backwards. Two good rules to remember are:
1. Any time a foot is moved to close to a step that has been taken

sideways it moves with the Toe in contact with the floor. Not only

should the toe be in contact with the floor but firm pressure should
be placed on it. Some advanced dancers tend to let this toe leave

the floor as it closes to a side step (for instance, between 1 and 3

of a Lady's Natural Turn, Waltz) and the consequent lack of control

results in an untidy closing of the feet.

2. In a succession of backward movements as used in the Foxtrot, if
the Footwork on 1. (LF) is Toe, Heel, when the LF moves back for
the third step it will move back with the Heel on the floor, and
with the Toe slightly raised as in a normal backward walk.

If the Footwork on 1. (LF) is Toe (or Toe, Heel, Toe) when the LF

moves back for the third step, it will be move with the Toe in

contact with the floor.

Less normal, but quite important terms also used in describing
Footwork are Inside edge of Toe and Inside edge of Foot. Such terms will
be found self-explanatory.

Additional notes on the correct use of the feet, especially after a
rise, will be found in the following notes on Rise and Fall.
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RISE AND FALL - BODY

The rise and fall used in the feet is covered by Footwork,
although it is to be regretted that this method of describing
Footwork hardly gives a clear or true picture of the subtle uses
of the ball of the foot as well as the toes.

As mentioned in the previous section, Footwork will cover
the early requirements of the beginner. Body Rise is something
that must be studied by the keen dancer wishing to reach a
high standard, as this will add expression to their dancing, and
it is not too much to say that no dancer can hope to be first
class unless the subject is understood.

It must be remembered that the legs are a part of the body
and, in fact, much of the Body Rise used in dancing is the
result of the bracing of the muscles of the legs. The reaction to
this will be felt in the body far more than any elevation taken
from the feet without the co-ordinated use of these muscles. In
addition, there are steps where the dancer should feel a slight
“stretch” in the trunk of the body, but this upward stretch, if
overdone, can have bad results. Normally, as mentioned in the
remarks on the Walk, the dancer should be slightly braced at
the waist at all times, and any effort to stretch or lift the body
higher is likely to result in the shoulders being raised when
attempted by inexperienced dancers.

There are three different types of Body Rise used in the
Waltz, Foxtrot, and Quickstep, and if the student will endeav-
our to learn and understand these, the subject will present no
difficulties when applying Body Rise to any figure in these
dances. It will be noticed in the following examples that the
term No Foot Rise has been used, and this denotes a later rise in
the feet on the inside of all turns. It is a sound point and its use
makes the Body Rise far easier to understand. The different
types of Body Rise in use are as follows.
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Natural Turn - Waltz

Man

Commence to rise at the end of 1.

Continue to rise on 2 and 3.

Lower at the end of 3.

Commence to rise at the end of 4. (No foot rise.)
Continue to rise on 5 and 6.

Lower at the end of 6.

The words “Continue to rise” indicate that most of the rise is felt
towards the end of each part of the turn; between 2 and 3 and then
between 5 and 6. The term no foot rise makes it clear that the Left Heel
is kept in contact with the floor until the Right Foot is in position.

Natural Turn - Quickstep

Man

Rise at the end of 1.
Up on 2 and 3.

Lower at the end of 3.
No more rise.

Lady

Rise at the end of 1. (No foot rise.)
Up on 2 and 3.

Lower at the end of 3.

No more rise.

The use of “Up” on 2 denotes an earlier rise than in a Closed Turn
in the Waltz, which is due to the faster speed of the Quickstep music.
This type of rise is used in all Chassé Turns in the Quickstep. Exceptions
are the first part of the Quarter Turns and the Progressive Chassé, where
the rise is continued for three steps instead of two steps as in other
turns. In these figures, and in a Lock step which also has a rise for
three steps, the Body Rise is: commence to rise at end of 1; continue
to rise for 2 and 3; up on 4. The rise is thus more gradual than in
normal Chassé Turns.
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Natural Turn - Foxtrot

Man

Rise at the end of 1.
Up on 2 and 3.

Lower at the end of 3.
No more rise.

Lady

Rise slightly at the end of 1. (No foot rise.)
Continue to rise on 2.

Up on 3.

Lower at the end of 3.

No more rise.

Once again the use of up denotes an early rise for the man, who is
on the outside of the turn.

The lady is on the inside of the turn and the slight bracing of the
muscles of the L leg at the end of the first step will cause her to rise
slightly. This rise is continued as the legs are braced further on the
actual Heel Turn. No foot rise is used to indicate that the feet are flat
even though a slight body rise is used. She will be up and feel the body
well braced as the third step is taken. Care must be taken to release
the Heel of the foot supporting the weight, very gradually, and not rise
abruptly to the toes as the third step moves forward.

This type of rise is used in all Open Turns in the Foxtrot, and in the
Double Reverse Spin in Waltz and Quickstep. In other words the lady
will use this type of rise on heel turns when the man is using a rise.

These specimen rises cover practically all the turns in the moving
dances, and careful study will show that they are comparatively easy to
understand.

One further point which should be understood by the stu-
dent is what is meant by the “end of a step” The following
notes will be of assistance:

1. A Forward Step. The end of this step is when the moving foot is
passing the foot supporting the weight, and the heel of the
supporting foot will then be released from the floor.
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2. A Backward Step. The end of this step is when the moving foot is
passing the foot supporting the weight.

3. A Side Step. The end of a Side Step, such as the 2nd step of a
Natural Turn in the Waltz when the feet are to close on the 3rd
step, is approximately when the third step has closed half-way
towards the second step. The end of a Side Step which is to be
followed by a step forward or backward is when the moving foot is
passing the foot supporting the weight.

No Foot Rise

It has been explained in the preceding notes that the term no
foot rise has been added in cases where a Body Rise is used
while the foot supporting the weight of the body is still kept
flat. It will help students if they appreciate that no foot rise
occurs between 1 and 2 of all Inside Turns. (In the Natural
Turn in the Waltz, the man is on the outside of the turn on the
first part and on the inside of the turn on the second part.)
Even in the Progressive Chassé (Quickstep) the man's R heel is
still down when the LF is in position on the 2nd step. The one
notable exception to this rule is between steps 4 and 5 of the
man's Reverse Turn in the Foxtrot. In this figure, although the
man is on the inside of the turn he will rise with the feet and
body between steps 4 and 5. His forward poise and desire to
swing forward into the Feather Finish are the reasons for this
earlier rise.

In all forward movements in the Foxtrot, such as the
Feather and Three Step, the man's forward poise and swing
will again result in the lady having no foot rise, although she
will feel a body rise by bracing the legs. This does not apply in a
Forward Lock in the Quickstep where the direction of the steps
is more diagonally forward in relation to the body. In such fig-
ures she will have no foot rise on the first step only.

No foot rise for the lady will also occur between steps 1 and
2 of such figures as the Closed Change in the Waltz and the
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Cross Chassé in the Quickstep. The forward poise of the man is
again responsible for this, even though no turn is being made.

An Important Note

Although the technique has dealt comprehensively with the
Rise and Fall and with the Footwork of all basic figures, one
most important point has been completely neglected.

With very few exceptions a Rise is preceded by a softening
of the knee of the supporting leg. As an example, it would be
quite wrong to assume that in a Natural Turn in the Waltz the
first step is taken forward with the leg straight and that the fol-
lowing rise is immediately achieved by further bracing of the
muscles of the R leg, or by “lift” in the feet or body.

It is most important to remember that any leading step, for-
ward or backward, is followed by a softening of the knee as the
weight is taken on to that step. This will mean that the dancer
lowers slightly before commencing any rise. This softening of the
knee on a leading step is to some extent even more important
than the following rise, which in many cases will occur naturally
if the correct forward swing and footwork have been used.

The relaxation of the knee must not be sharp. As the weight
is taken over a step the knee will soften to prevent any “jar” in
the movement. The subsequent straightening of the knee will
materially assist the dancer to achieve a soft and flowing move-
ment during the following turn.

The degree of relaxation will very much depend on the
speed of the music. Greatest relaxation of the knee is felt on the
first step of Waltz Turns. In the Foxtrot it will be noted that
there is more relaxation on the first step of a Feather than on
the first step of a Natural Turn, where too much relaxation
would seriously impede the swing into the turn.
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AMOUNT OF TURN

For examination work it is necessary for students to know the
amount of turn made on each figure and, in some cases,
between each step. This is of little interest to the beginner as
the amount of turn is covered by the descriptions and the dia-
grams.

It is obvious, however, that a teacher or student training for
the profession should be able to state how much turn is made
between each step when a turn is used. The use of the fractions
one-eighth and three-eighths may appear complicated at first
but they are necessary to ensure accuracy.

It should be noted that the amount of turn is measured
from the positions of the feet, which is a little disconcerting at
first. It would appear to be easier to take the amount of turn
from where the body is facing, but in practice this becomes
even more complicated.

An instance of how the amount of turn is assessed can be
taken from the first three steps of the lady's Natural Turn in the
Waltz. After stepping back diagonally to wall on the first step,
her second step is placed to the side with the R toe pointing
down the LOD. The amount of turn is, therefore, given as
three-eighths of a turn, although the body has turned slightly
less.

The keen student will soon observe that although the turn
is continued with the feet on the outside of every turn, on the
inside of the turns the feet are always placed with the toe
pointing to the required position, and no swivel of the foot is
used. This can be seen quite clearly in the diagrams and it is
very important to observe this rule when dancing. The few
exceptions to the rule are noted in the descriptions.

The following example is given to assist students:
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Natural Turn (Waltz), Man - Amount of Turn

Yi turn between 1 and 2.

% turn between 2 and 3.

% turn between 4 and 5, the body having turned less.
Body completes the turn between 5 and 6.

The man is on the outside of the turn on steps 1 to 3, and has a
greater distance to travel, hence the continuing of the turn with the
feet on this part of the figure. On steps 4 to 6 he is on the inside of
the turn and will need no foot swivel.

ALIGNMENT

The general meaning of the word Alignment has been given in
the section on Definitions of Technical Terms on page 30.

In the revised technique Alignment is assumed to refer to the
position or direction the feet are pointing in relation to the room.

The alignment of each step is made clear in the descriptions
or diagrams of each figure, and has not been given in detail in
the technical notes following each description.

Students should note that three terms are used in connec-
tion with alignment. They are Facing, Backing, and Pointing.
Facing and Backing are self-explanatory. Pointing is used on
side steps when the foot is pointing in a direction different
from the way the body is facing. The following example will
help students to understand these terms:

Natural Turn (Waltz), Man - Alignment

. Facing diag. to wall.

. Backing diag. to centre.
. Backing LOD.

. Backing LOD.

. Pointing diag. to centre.
. Facing diag. to centre.

SO W N
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Pointing is used on step 5 because the RF is pointing diag. to
centre while the body is facing centre.

Pointing is also used in some Promenade steps to give a clearer
picture of the position of the foot.

BODY SWAYS

Body Sways in ballroom dancing are used chiefly for effect,
although in a few turns even the novice may find them of prac-

tical value. The following notes regarding Sways should be
helpful:

Sways should be made by inclining the body to the Left or Right.

Sways can be used on nearly all turns. Exceptions are all Spins,
where the turn is too quick to permit Sway to be used with comfort.
Sway is also used on figures that curve or wave and in some side figures
such as the Cross Chassé.

All turns are initiated by a Contrary Body Movement step, and Sway
is taken directly following this step. If the Contrary Body Movement
step is with the Right foot, the inclination of the Sway will be to the
Right; if with the Left foot, then the Sway will be to the Left, whether
this step has been taken forward or backward. The Sway is usually held
for the following two steps and will be corrected at the next Contrary
Body Movement step. Sways sometimes occur on one step only. Details
of the correct steps on which the body should sway are given with the
descriptions of each figure.

The main principle of swaying is to incline the body towards the
centre of the turn. Thus the practical value of swaying would be found
in its assistance in preventing the dancer from overbalancing or
overturning. This is most marked in the Waltz, and even the beginner
may find that a slight inclination of the body against the direction he
is moving will prove helpful and assist in preserving balance.

The greatest value of swaying, however, is purely decorative, and
the keen dancer will find that a careful study of the correct Sways in
the descriptions of the various figures will make the resultant dance
much more attractive. To oversway, however, is a much worse fault than
not swaying at all.
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LEADING AND FOLLOWING

There being no set sequence of steps in modern dancing, the
responsibility of leading from one figure to another rests
entirely with the man. The lady's part is to follow, whether the
man is dancing a figure correctly or not.

Most of the leading for the turns is done by the turning
action of the man's body combined with a very slight pressure
with his Right hand. The Right hand must not be used to pull
or push the partner, but rather to keep an even pressure, thus
ensuring that the lady feels from the man's body action the
amount of turn that is being made. This pressure should be
obtained by a slight inward movement of the forearm and not
from the hand alone. The base of the Right hand and the Right
fingers are only used to turn the lady into, and back from,
Promenade Position. The Left hand and arm must not be used
in guiding. They must be kept still.

It will be seen that it is of the utmost importance for the
lady to keep contact with the man and to keep her body per-
fectly still from the hips upward, in order to feel the lead for a
turn at the proper moment. She must not anticipate — she
must not have a mind of her own. She must just follow what-
ever the man does and not attempt to correct him.

Contact with the partner should not be at the hips only, but
from the hips and the diaphragm. If the lady presses her hips
forward so that the only contact with the man is at the hips, the
lady's body will tend to be poised backward far too much and
the forward movement of the man will be seriously restricted.

When commencing to dance it is most important that the
man should indicate which foot he is using first. There is no
rule; it is for the man to use the foot that seems most natural. To
practise this, stand with a partner in the normal commencing
position with the feet together. If wishing to commence with
the Right foot move the Left foot very slightly to the Left and
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take the weight on to it. At the same time, move the lady slightly
to her Right and she will automatically take her weight on to
that foot and be ready to commence with her Left foot.

Here are a few more hints for men:

Don't hold your partner with a vice-like grip; you will inter-
fere with her balance.

Don't hold your partner so loosely that she cannot feel your
lead. A constant and even pressure is required.

Don't take very long steps if your partner is physically inca-
pable of doing so. Adapt your stride to the normal length of
your partner's.

Don't try intricate steps in a crowded ballroom.

ABBREVIATIONS

used in this book and in Ballroom Dancing Descriptions.

S A slow step NFR No foot rise

Q A quick step CBM Contrary Body Movement

R Right CBMP Contrary Body Movement
Position

L Left LOD Line of Dance

RF Right foot PP Promenade Position

LF Left foot oP Outside partner

B Ball of foot PO Partner outside

H Heel Diag. Diagonal(ly)

T Toe(s) IE Inside edge

Note. Descriptions of many of these terms are included in “Definitions
of Technical Terms,” which follows.

DEFINITIONS OF TECHNICAL TERMS

Alignment. This word has several meanings in dancing. It
may refer to the position of the feet in a forward or backward
step, when the feet should be perfectly in line, turned neither in
nor out, and with the inside edge of each foot touching an
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imaginary line drawn through the middle of the body. It is also
used to refer to the directional line of some part of a figure.

Its technical meaning for examination work is described on
page 26.

Amalgamation.® A combination of two or more figures.

Balance. The correct distribution of the weight of the body
when dancing.

Basic Figure. A figure that is considered to form a part of
the basis of a particular dance.

Brush. When the moving foot is being taken from one open
position to another open position, the word Brush is used to
indicate that this foot must first close up to the foot supporting
the weight of the body, but without the weight being changed.

Chassé. A figure of three steps in which the feet are closed
on the 2nd step.

Chassé Turn or Closed Turn. A turn that is danced with a
Chassé or with the feet closing on the 2nd or 3rd step.

Contrary Body Movement. The action of the body in turn-
ing figures. See pages 15-17.

Contrary Body Movement Position. A term used when the
body is not turned, but the leg placed across the front or back
of the body, so giving an appearance of Contrary Body
Movement. See page 17.

Fallaway Position. A position used in advanced variations in
which the man and lady move backwards in Promenade
Position.

Figure.* A completed set of steps.

Footwork. This is dealt with on pages 17-20.

Heel Pivot. A turn on the heel of one foot only, in which no
change of weight occurs. The Heel Pivot might be termed a
“compact Chassé,” and is used instead of a Chassé in the last
part of the Quarter Turn to Left in the Quickstep. A full
description is:

See note on page 33.
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After stepping back with the RF, turning the body to L (S), move LF
towards RF, at the same time turning on the heel of RF (QQ), then close
LF to RF without weight, LF is brought back with first the heel and then
the ball of the foot skimming the floor. When the feet are closed, the
ball of LF should be touching the floor with heel very slightly raised.
The feet must be kept parallel throughout the turn with the LF slightly
in advance.

The following step must be taken forward with the LF (S).

Heel Turn. A turn on the heel of the stepping foot the clos-
ing foot being kept parallel to it throughout The weight is
transferred to the closing foot at the end of the turn. It should
be noted that, although the major part of the turn is on the
heel, it is actually commenced on the ball of the foot. This will
occur naturally and is shown in the charts.

A Heel Turn is the backward part of an Open Turn.

Heel Pull. This is a type of Heel Turn used by the man in
some backward Natural Turns. The feet may be kept apart
instead of closed, and the weight is more forward than in a
Heel Turn.

Hesitation. A figure or part of a figure in which progression
is temporarily suspended, and the weight retained on one foot
for more than one count.

Hover. A part of a figure in which the moving or turning of
the body is checked, while the feet remain almost stationary.

Line of Dance. The normal line of forward progression
along each of the four sides of the room.

Natural Turn. A turn to the R.

Open Turn. A turn in which the third step passes the sec-
ond step instead of closing. The lady's counterpart to a man's
Open Turn is usually a Heel Turn.

Outside Partner. This indicates a step taken forward by the
lady or man that does not follow the partner's opposite foot
but is taken to the R of both his (or her) feet. In such steps the
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bodies must keep close contact, the outside movement being
achieved by stepping rather across the front of the body. The
partner's step would be described “Partner Outside,” and must
be taken across the body at the back. Thus all such steps are
placed in CBMP. In some advanced variations the outside step
is taken on the Left side of the partner.

Terms used to indicate that the cou-
Partner in Line, ple are standing in the normal dance
Partner Square, position, i.e. facing each other and
Square to Partner. | with the man’s and lady’s feet

approximately opposite each other.

Pivot. A turn on the ball of one foot, the other foot being
kept in front or behind in CBMP.

Poise. The position of the body in relation to the feet.

Promenade Position. The position in which the man's R
side and the lady's L side are kept in close contact, and the
opposite sides of the bodies turned out to form a “V” shape.
The feet are usually turned to the same direction as the body.

Quick. A term used in timing steps. A quick step always
occupies half the time of a slow step.

Reverse Turn. A turn to the L.

Rhythm. The word “Rhythm” is used in a broad sense, and
usually refers to the accented beats of the music which recur
regularly and give character to the music. Rhythm, however, is
something much more subtle than this. It might be likened to
colour. There are basic colours from which the expert can pro-
duce an infinite variety of beautiful shades. Similarly we have
basic rhythms in all our dance music. The expert musician will
produce numerous subsidiary rhythms from these, thus giving
the music an entirely different character, which the expert
dancer will endeavour to express in his dancing.

Rise and Fall. This is dealt with on pages 20-24.
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Step.)+ This usually refers to one movement of the foot,
although from a “time value” point of view this is incorrect. In
the case of a walk forward or backward, for instance, the time
value of the step is not completed until the moving foot is
drawn up to the foot supporting the weight, ready to com-
mence another step. Thus, when instructed to rise at the end of
a step the dancer should not commence to rise until the moving
foot is passing the foot supporting the weight of the body.

Sway. This is dealt with on pages 27-28.

Swivel. A turn on the ball of one foot.

Tempo. This indicates the speed of the music. The
approved speeds for the standard dances are:

Waltz 30 bars a minute  Quickstep 50 bars a minute

Foxtrot 30 bars a minute Tango 33 bars a minute

Time. The number of beats in each bar of music.

Variation. A varied and more advanced figure, additional
to the basic figures.

HOW TO READ THE CHARTS

The diagrams will be found to be of great assistance to readers if
the following points are understood:

The squares on which the feet are placed represent a size of 2 ft
by 2 ft for each square. The feet have been drawn to the same scale.

The distances between the steps have been made as far as
possible mathematically correct, so that the exact length of a
step can be gauged. The distances shown represent an average
step. When the dancer is proficient, the steps can be lengthened
considerably, but only to a length that is consistent with ease of
movement.

* The following analogy provides an easy method of remembering the meaning
of the terms “step,” “figure,” and “amalgamation”. Think of a step as a “syllable,” a
figure as a “word,” and an amalgamation as a “sentence”. A complete dance could
be compared to a paragraph.
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Each figure was drawn in the first place with both the man's
and the lady's steps on the same chart, so that if a chart is drawn
to scale on the floor it should be possible for a couple to dance
together using the exact positions shown in this book.

The LOD is shown by an arrow on each chart. The right-
hand edge of the page will represent the wall of the side of the
room along which the dancer is moving.

When using the charts always hold the book so that the toe
of each step you are looking at is pointing away from you. If a
turn is made, turn the book also.

The RF is shown in black; the LF is outlined only. They are
also marked “R” and “L”.

When a foot is shown in dotted outline, this indicates a
swivel on the ball or the heel of the foot to which it is con-
nected, and shows the finishing position of that foot when that
part of the turn has been made. Where only a slight swivel has
been made this has been omitted.

It will be noted that in Heel Turns two dotted outlines are
shown, indicating that the turn commences on the ball of the
foot and continues on the heel of the same foot. No attempt
should be made to commence the turn on the ball of the foot;
this will occur naturally when dancing. It was necessary to
include this to make the charts correspond with actual practice.

The lines connecting the feet give some idea of the path of
the foot when moving to the next step.

Special Notes

Alignment. The keen student of dancing should note that, tech-
nically, the leading step of any turning figure should be taken
either straight forward or straight backward from the body, but
in practice this is not quite possible in the case of backward
turning steps, which tend to move very slightly outwards. The
4th step of the man's Natural Turn (Waltz) is an example.
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In drawing the man's and lady's steps on one chart it was
found necessary to show this slight loss of alignment; it was
not possible to place the feet correctly without doing so.

The dancer should, however, take great care to keep such
steps in alignment when possible.

Parallel Positions. Students are also warned that in the stan-
dard technique the 2nd step of some turns is described as
being in a parallel position.

In practice, this parallel position of the feet is not possible
when the feet are apart, as in the 2nd and 5th steps of the
Natural and Reverse Turns in the Waltz. On most side steps the
feet are turned slightly outwards, and any attempt to keep
them parallel would seriously restrict the ease and flow of the
turn.

It is also most important to remember that when taking a
step to the side no attempt must be made to turn on the pre-
ceding step. To make an actual foot swivel on the first step
would impede the movement.

The body should swing forward over the first step, and this
will result in the heel leaving the floor quite naturally. It will
then turn as the second step moves to the side.
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THE DESCRIPTIONS

The descriptions of each figure have been written in the sim-
plest possible manner for the novice to understand them, and
this happens to be a good way for the candidate to give an oral
description of the figures in a professional examination if
requested.

Details of the Contrary Body Movement, Rise and Fall, the
amount of turn used, and useful hints regarding guiding and
amalgamations are given afterwards.

It should be noted that in all turning figures the turn should
be gradual. It is only in Pivots that the full amount of turn is
completed on one step.

A number of positional and directional terms are used in
the descriptions, and it is essential for the reader to commit
these to memory. They are shown in the accompanying dia-
grams.

It is most important to remember that the positions of the
steps in Diagram 1 are in relation to the body only. This means
that such steps always move in the same direction from the
body, irrespective of the position of the dancer in the room.

Diagram 2 indicates the various positions of the body and
the directions of the steps in relation to the room.

Thus, the description “RF forward, diag. to wall” would
mean a step taken straight forward from the body, and in a
direction diagonally to the wall.
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Position of Steps in Relation to the Body

DIAGRAM 1
1. RF or LF forward 4. RF or LF diagonally forward
2. RF or LF back 5. RF or LF diagonally back

3. RF or LF to side
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Directions of Steps or Positions of Body in
Relation to the Room

.
—5—&%
/

DIAGRAM 2

Positions of Body in the Room
1. Facing LOD

3. Facing Centre

4. Facing Wall

5. Facing Centre Diagonally
7. Facing Wall Diagonally

@9%“’7

.
N

SIDE OF ROOM

Directions of Steps

. Down the LOD

. Against the LOD

. To Centre

. Diagonally to the Centre

. Diagonally to the Centre against
the LOD

. Diagonally to the Wall

8. Diagonally to the Wall against

the LOD

OAUTWN =

~

“Across the LOD”. Another term that has been used is
“across the LOD”. This term can easily be understood by refer-
ring to the diagram on page 39.
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Illustration of the Term
“Across the Line of Dance”

START START
Quarter Turn to Right (Man) Natural Turn (Man)
The second step has been taken The second step has been taken
to the side on the same LOD “across the LOD” of the first step

as the first step

“Centre.” Note that the “centre,” as used in such expres-
sions as “diagonally to the centre,” is not the actual centre point
of the room, but that part of the room which is on the man's L
when he is facing the LOD.
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SECTION I
THE QUICKSTEP

This dance might be termed the “joy” dance of modern danc-
ing. Whilst the basic figures are quite simple, the tempo of the
music and the whole character of the dance seem to invite a
care-free interpretation of its bright rhythm. The beginner will
find the basic steps easy to learn and easy to fit to music. The
advanced dancer will discover that the music lends itself to an
infinite variety of steps.

In most sports and pastimes, a sound knowledge of the
basic work is necessary before the “frills” can be indulged in
with any degree of pleasure. The dancer who masters the fun-
damentals of the Quickstep will have command of a dance that
can never grow stale, a dance that is unquestionably the most
attractive expression of rhythm the world has ever known.

GENERAL NOTES

Time. 4/4. Four beats in a bar. The 1st and 3rd beats are
accented.

Tempo. Music should be played at 50 bars a minute,
although a slight latitude is permitted for Amateur tests.

Basic Rhythms. The figures consist of various combinations
of “Slows” and “Quicks”. Each “Slow” has 2 beats of music. The
“Quicks” have 1 beat each.
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For the Beginner

The foundation of the Quickstep is the Walk and the Chassé,
this latter figure usually being included as a part of the basic
figures. The following suggestion regarding the order in which
to learn the basic figures should prove useful to the beginner.

After the Walk:

Quarter Turns. These should be learned first.

Natural Turn. This is excellent groundwork for other figures
and should be learnt in preference to the Natural Pivot Turn,
which is the alternative turn to use at corners.

Progressive Chassé and Forward Lock Step. These two figures
follow the above in popularity and it is advisable to learn them
next.

Reverse Turns. The Chassé Reverse Turn is the most useful
Reverse Turn; it is compact and easier to dance in a crowded
room.

Further details of how to amalgamate these figures and to
introduce other figures are given after the descriptions.

THE WALK, FORWARD AND BACKWARD

A full description of the Walk is given on pages 9-15, and,
although the ultimate aim of the dancer should be to construct
the dance so that the Walk as a separate figure is eliminated, it
is most essential to learn this first.

When the basic principles of the Walk have been mastered, put
on the music at a fairly slow tempo — about 40 bars per minute —
and gradually increase the speed as confidence is acquired.

The Walk should be practised alone, and then with a part-
ner until it can be danced with ease and comfort in a forward
and backward direction.

Special points to note in the Quickstep Walk are:
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1. The steps will be slightly shorter than in the Foxtrot,
owing to the quicker music.

2. For the same reason the knees will not relax quite so
much as in the slower tempo.

Whilst practising the Walk pay careful attention to the Hold
and the Poise of the body. If they are wrong now, they will
most likely get worse when the more difficult figures are
attempted.

QUARTER TURNS TO RIGHT AND LEFT - MAN

The Quarter Turns are progressive movements and are impor-
tant basic figures.

They consist of a Chassé Turn, making a quarter turn to the
R, followed by a compact type of turn to the L known as a Heel
Pivot. The Heel Pivot is rather too difficult for beginners, but
the method of turning described below is similar to a Heel
Pivot, and is better than substituting a Chassé Turn, which was
formerly considered to be the only alternative open to a novice.
A full description of the Heel Pivot is given on page 31.

The Quarter Turn to Right is normally commenced facing
diagonally to the wall, although it may be commenced facing
the LOD when preceded by a figure ending in that direction.

QUARTER TURN TO RIGHT

Man
1. RF forward, diag. to wall, turning body to R. S
2. LF to side, on same LOD, body facing wall. Q
3. Continue turning slightly and close RF to LF. Q
4. LF to side and slightly back. Body now backing

diag. to centre. S
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Contrary Body Movement. CBM on 1.

Rise and Fall (Body). Commence to rise at end of 1; continue to rise
on 2 and 3; up on 4. Lower at end of 4. (Note the gradual rise).

Body Sway. Sway to R on 2 and 3; level on 4.

Amount of Turn. A quarter turn to R when commenced facing
diagonally to the wall, or three-eighths when commenced facing the
LOD.

Footwork. 1HT. 2 T.3T. 4 T H.

General Note. It should be noted that the fourth step (LF) moves in
a sideways direction along the LOD. Its actual position in relation to
the body, however, will be side and slightly back.

QUARTER TURN TO LEFT

Man
1. RF back, diag. to centre, body turning to L. S
2. Bring LF back to RF, heels together, L toe
pointing diag. to wall. Q
3. With slight pressure on ball of LF, close RF
parallel to LF, turning on R heel. Q
4. LF forward, diag. to wall. S

Steps 2 and 3 are a simplified way of dancing a Heel Pivot
(described on page 31).

Contrary Body Movement. CBM on 1. Slight CBM on 4.

Rise and Fall (Body). Slight rise between 2 and 3 (NFR).

Body Sway. Sway to R on 2 and 3.

Amount of Turn. A quarter turn to left when commenced backing
diagonally to the centre and ended facing diagonally to the wall. Three-
eighths when ended facing the LOD. Three-eighths when commenced
backing the LOD (following the Chassé Reverse Turn or the Quick Open
Reverse) and ended facing diagonally to the wall.

Footwork. 1 T H. 2 H. 3 H (RF) pressure on T of LF. 4 H.

General Note. The Quarter Turn to Right and the Quarter Turn to Left
are shown together in the diagram as this is their popular use.
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QUARTER TURNS TO RIGHT AND LEFT - LADY

The Quarter Turns are a progressive figure, turning alternately
to R and L by means of Chassé Turns.

QUARTER TURN TO RIGHT

Lady

1. LF back, diag. to wall, with body turning to R.
RF to side, on same LOD, body backing to wall.
Close LF to RF (face diag. to centre).

RF diag. forward.

D
nwo o wn

Contrary Body Movement. CBM on 1.

Rise and Fall (Body). Commence to rise at end of 1 (NFR); continue
to rise on 2 and 3; up on 4. Lower at end of 4. (Note the gradual rise).

Body Sway. Sway to L on 2 and 3. Level on 4.

Amount of Turn. A quarter turn to R when commenced backing
diagonally to the wall, or three-eighths when commenced backing the
LOD.

Footwork. 1TH.2T.3T. 4 TH.

General Note. It will be noticed that the lady’s 4th step differs
slightly from the man's. The lady should tend to step “in” towards the
man on this step, so that it ends slightly between his feet.

QUARTER TURN TO LEFT
Lady

1. LF forward, diag. to centre, turning body to L.
2. RF to side, body backing towards wall.

3. Continue turning and close LF to RF.

4. RF back, diag. to wall.

noowm

Contrary Body Movement. CBM on 1.

Rise and Fall (Body). Rise at end of 1; up on 2 and 3. Lower at end
of 3.

Body Sway. Sway to L on 2 and 3.
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Amount of Turn. A quarter turn to left when commenced facing
diagonally to the centre and ended backing diagonally to the wall.
Three-eighths when ended backing the LOD. Three-eighths when
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Quarter Turns to Right and Left
Left: Man Right: Lady
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commenced facing the LOD (following the Chassé Reverse Turn or the
Quick Open Reverse) and ended backing diagonally to the wall.
Footwork. 1HT.2T.3TH. 4T.
General Note. The Quarter Turn to Right and Quarter Turn to Left are
shown together in the diagram as this is their popular use.

PROGRESSIVE CHASSE

Man

The Progressive Chassé finish to the Quarter Turn to Right is
one of the most attractive movements in the Quickstep, how-
ever, the Quarter Turn to Left, with its small compact heel
pivot type of turn, is always used when following with a reverse
figure such as the Double Reverse Spin. The Progressive Chassé
will be found more suitable when the Quarter Turn to Right is
to be followed by a natural figure, or a variation that is com-
menced with the RF outside partner.

Commence facing diagonally to the wall, and then dance the
Quarter Turn to R. SQQS. Continue:
1. RF back, diag. to centre, with body turning to L. S
LF to side, along the LOD, body facing wall. Q
Close RF to LF. Q
LF to side, and slightly forward. S
RF forward, outside partner, diag. to wall. S

oA W

Contrary Body Movement. CBM on 1 and 5. The 5th step is placed in
CBMP.

Rise and Fall (Body). Commence to rise at end of 1 (NFR); continue
to rise on 2 and 3; up on 4. Lower at end of 4. Note the gradual rise
which is completed only on the 3rd step.

Body Sway. There is no sway.

Amount of Turn. Make a quarter turn to the L.

Footwork. 1. TH. 2. T. 3. T. 4. T. H- 5. H.

General Notes. Care should be taken not to turn too much when
dancing the wide Chassé (Steps 2, 3, 4). Keep the body practically
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square to the wall the whole time, otherwise the bodies will become
out of alignment on the outside step.

The Progressive Chassé could be danced after the Natural Spin Turn,
a Chassé Reverse Turn, or 1, 2, 3 of the Quick Open Reverse.

Follow the Progressive Chassé with:

1. Use the 5th step as the 1st step of a Natural Turn, or any

natural figure.
2. Forward Lock. This is described on pages 62-63.
3. Any more advanced variation, such as the Fish Tail.

PROGRESSIVE CHASSE

Lady

The Progressive Chassé finish to the Quarter Turn to Right is
one of the most attractive movements in the Quickstep. It is
usually danced when the man wishes to follow the Quarter
Turn with a figure that commences with a turn to the R. The
Quarter Turn to Left is always used when a reverse figure is to
follow.

Commence with the back diagonally to the wall, and then dance
steps of the Quarter Turn to R. Finish facing diagonally to the centre.
SQQS. Continue:

LF forward, diag. to centre, body turning to L.
RF to side, along the LOD, body facing centre.
Close LF to RF

RF to side, and slightly back.

LF back, partner outside, diag. to wall.

A o
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Contrary Body Movement. CBM on 1 and 5. The 5th step is placed in
CBMP.

Rise and Fall (Body). Commence to rise at end of 1; continue to rise
on 2 and 3; up on 4. Lower at end of 4. Note the gradual rise.

Body Sway. There is no sway.

Amount of Turn. Make a quarter turn to the L.

Footwork. 1HT. 2 T.3T.4TH.5T.
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General Notes. The lady should have no difficulty in knowing which
ending to the Quarter Turn is being used. When using the Progressive
Chassé, the man's body will not turn so much to the L on the first step
as when a Heel Pivot is employed.

NATURAL TURN

Man
The most useful figure to use at corners. It is sometimes more
difficult to master than the Natural Pivot Turn (described
later), but is excellent groundwork for similar figures in other
dances.

It consists of a Chassé turn and a type of Heel Turn called a
Heel Pull.

Commence facing the LOD or diagonally to the wall, the
latter being the more comfortable position.

1. RF forward, turning body to R. S
2. LF to side, across the LOD. Q
3. Continue turning on ball of LF and close RF to LF. Q
4. LF back, down the LOD and turning body to R. S
5. Pull RF firmly back, at the same time turning to

R on L heel. Finish with RF at the side of LF, feet

parallel and slightly apart. Transfer weight to RF

at end of step. S
6. LF forward. S

Contrary Body Movement. CBM on 1 and 4; slight on 6.

Rise and Fall (Body). Rise at end of 1; Up for 2 and 3; lower at end
of 3.

Body Sway. Sway to the R on 2 and 3.

Amount of Turn. When commenced diagonally to the wall near a
corner, make three-eighths of a turn on the first three steps. On the
Pull Step (4, 5, and 6) make either a quarter turn to face the new LOD
or three-eighths to face diagonally to the wall of the new LOD.

Footwork. 1 HT. 2 T.3 TH. 4TH. 5 H, IE of foot, whole foot. 6 H.
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START

Natural Turn (Man)

General Notes. If the Natural Turn is used along the side of the
room, the 5th step is wider, and then close LF to RF without weight.
Count “S” (This is known as the Natural Turn with Hesitation and is
similar to the Hesitation Change described fully in the Waltz section).
Follow with the Chassé Reverse Turn or a Progressive Chassé to R.
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NATURAL TURN
Lady

This figure is used at corners.
Commence with the back to the LOD or diagonally to wall,
the latter being the more comfortable position.

LF back, turning body to R.

RF to side, across the LOD.

Close LF to RF.

RF forward down LOD, turning body to R.
LF to side.

RF back.

A i
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Contrary Body Movement. CBM on 1 and 4; slight on 6.

Rise and Fall (Body). Rise at end of 1 (NFR); up on 2 and 3. Lower
at end of 3.

Body Sway. Sway to the L on 2 and 3.

Amount of Turn. When commenced diagonally to the wall near a
corner, make three-eighths of a turn on the first three steps. On steps
4, 5, and 6 make either a quarter turn to back the new LOD or three-
eighths to back diagonally to the wall of the new LOD.

Footwork. 1 TH.2T.3TH. 4HT.5TH.6T.

General Notes. If the Natural Turn is used along the side of the room
the 5th step is wider. Close RF to LF without weight on step 6, count
“S"” (This is known as the Natural Turn with Hesitation. Please refer to
man’s General Notes.)

NATURAL PIVOT TURN

Man

This is an alternative right turn which is best when used at a
corner. It consists of 1, 2, and 3 of the Natural Turn, followed
by a Pivot. Although difficult to dance well, a beginner will
sometimes find this figure easier to lead than the Natural Turn.
It can be used by experienced dancers to progress along the
sides of the room.
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LOD

START

Natural Pivot Turn (Man)

The Natural Spin Turn is a better figure to employ for for-
ward progression along the sides of the room.

Commence facing the LOD or facing diagonally to the wall,
the latter being the better position.
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1. RF forward, turning body to R. S
2. LF to side, across the LOD. Q
3. Continue turning on ball of LF and close RF to LF. Q
4. Step back with the LF with toe turned in, and

pivot three-eighths of a turn to R on the ball of LF.
Keep RF in front. S
To continue, step forward on to RF diag. to wall of the new LOD
and go into the Quarter Turn to R.

Contrary Body Movement. CBM on 1 and 4. As the pivot is made, the
RF is held in CBMP.

Rise and Fall (Body). Rise at end of 1; up on 2 and 3. Lower at end
of 3.

Body Sway. Sway to the R on 2 and 3.

Amount of Turn. From a diagonal position make three-eighths turn
on the first three steps. The 4th step is made with the back to the LOD.
Make three-eighths of a turn on the pivot. To continue along the same
LOD, pivot a half-turn.

Footwork. 1. HT. 2 T. 3 TH. 4 TH T. Note: although footwork of
step 4 is given as T H T the turn is made on the ball of the foot and
with the heel in contact with the floor.

General Notes. The 4th step of the Pivot Turn is shorter than the 4th
step of the Natural Turn and the knees are more relaxed. Beginners will
find the Pivot quite easy to lead, by making the step back on the LF
quite small, not letting the heel touch the floor, and keeping the
weight forward. As this step is taken the man guides the lady with his
R hand, so that her forward impetus is received on his R side. He will
then turn quite easily to the R on the ball of the LF, and if the RF is
kept forward, it will be ready to commence the Quarter Turn to R.
Advanced dancers, with more control on the actual Pivot, will be able
to get a slight forward thrust on the RF to swing into the Quarter Turn.

NATURAL PIVOT TURN
Lady

This is an alternative right-hand turn which should be used at a
corner. It consists of 1, 2, and 3 of the Natural Turn, followed by
a Pivoting action.
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Natural Pivot Turn (Lady)

Commence with the back to the LOD or diagonally to the
wall, the latter position being the more comfortable.

1. LF back, turning body to R. S
2. RF to side, across the LOD. Q
3. Close LF to RF. Q
4. RF forward and turn three-eighths of a turn to R

with a Pivoting action. S
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To continue, step back on to LF diagonally to wall of the new LOD
and go into the Quarter Turns.

Contrary Body Movement. CBM on 1 and 4. As the turn is made on
the 4th step the LF is not held in CBMP.

Rise and Fall (Body). Rise at end of 1 (NFR); up on 2 and 3. Lower
at end of 3.

Body Sway. Sway to the L on 2 and 3.

Amount of Turn. If commenced from a diagonal position make three-
eighths of a turn on the first three steps. The 4th step is taken down
the LOD and three-eighths of a turn is made on the 4th step. To
continue along same LOD make a half-turn.

Footwork. 1 T H. 2 T. 3 TH. 4 HTH. Note: the turn on step 4 is
made on the ball of RF with the heel in close contact with the floor.

General Notes. The man's fourth step will tend to move slightly
leftwards and the lady should endeavour to step forward with her RF
between his feet. The action on this step is like a pivot, but no attempt
must be made to hold the LF in CBMP. The LF will move slightly
leftwards during the turn, but should move backwards, with CBM for the
first step of the following figure.

NATURAL SPIN TURN

Man
The Natural Spin Turn is in some respects a continuation of
the Natural Pivot Turn. It is also used in the Waltz. A chart and
fuller notes are inclued in the description of the figure in that
dance.

Commence facing diagonally to the wall.

1, 2, 3. First three steps of Natural Turn.

Finish with back to LOD. SQQ
4. LF back (medium-length step with toe turned in)

and pivot half a turn to R on the ball

of the LF. Keep RF in front in CBM position. S
5. RF forward, down LOD, body still turning to<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>