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In physical training teaching, grasping bar practice is the basic link, and it is of great 
significance to the teaching of physical fitness. However, objectively speaking, the current 
physical education does not establish a complete training system for grasping bar practice, 
which leads to the lack of artistic and scientific aspects of physical training. Therefore, this 
paper mainly discusses the practical application value, significance and application scope of 
grasping bar practice in physical education and training, and finally briefly analyzes some 
technical points of grasping bar practice in physical education. 
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1. INTRODUCTION 

In the ballet body training method, grasping bar 
practice is very important. It requires practitioners to 
move smoothly, clearly and powerfully. While 
enhancing their physical strength, it also improves 
their physical coordination flexibility, dexterity and 
balance ability, and enables all parts of the body to get 
strength and control training, and cultivates the 
dancer's beautiful dance temperament. On the whole, 
it has a promoting effect on the training effect and 
technical level of the practitioners. To a certain extent, 
it is the best basic method for ballet and even various 
dance body training, which can lay the foundation for 
dancers to perform difficult movements later. 

2. GRASPING BAR PRACTICE 

As a common basic practice content in the ballet 
training process, grasping bar practice is not only a 
warm-up exercise before ballet training, but also can 
quickly improve the training effect of ballet 

practitioners, which is of great value to ballet training 
teaching. Specifically, it exercises the body 
coordination and strength control ability of ballet 
practitioners, and it also plays a great role in 
stimulating practitioners' interest and enthusiasm in 
training. Over time, it cultivates practitioners' good 
learning attitude and even life attitude. 

The grasping bar practice is an important practice 
content in ballet training. The grasping bar practice is 
very detailed in the pursuit of scientific and 
systematic content. It shows a step-by-step training 
process from the ground to the air, from small 
amplitudes to large amplitudes, from simple 
movements to complex movements. On the whole, it 
shows a step-by-step training process, which consists 
of countless single movements, supporting all the 
skeleton and muscles of the practitioner's entire body. 
In the grasping bar practice part, several 
representative movements are included, namely 
squatting, rubbing, small kick and control, which play 
a crucial role in improving the level of intermediate 
practice. Taking the rubbing exercise as an example, it 
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teaching. Specifically, it exercises the body 
coordination and strength control ability of ballet 
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is the basis and extension of all the movement 
training in the grasping bar practice. The main body 
positions for training include the ball of the foot, the 
arch of the foot, the toes, the ankle and the Achilles 
tendon. At the same time, rubbing exercise is also 
quite effective for the suppleness and flexibility 
training of the practitioner's muscles and ligaments, 
and it is also helpful in exercising the body's vertical 
standing stability and low back control ability. It 
requires the practitioner to maintain tension and 
effectively extend the body during the movement. 
Therefore, the basic functional performance of 
rubbing the floor is the most prominent among all the 
basic skills of ballet dancing. The movement as a 
whole looks simple but not easy. It is related to the 
four aesthetic characteristics of ballet aesthetics, that 
is, open, stretch, straight, and stand. 

From the perspective of scientific training, it is 
necessary to ensure that the force is evenly 
distributed during the "rubbing" exercise, and to 
ensure the flexible use of the ankle joint, which is very 
beneficial to the improvement of the overall quality of 
ballet. Generally speaking, practitioners pursue 
standardized rubbing, which makes their dance steps 
more dexterous, light and elegant, especially in the 
process of rotation, the center of gravity should be 
vertical and be in control, and this control comes from 
the strength of the practitioner's legs. Considering 
that ballet practitioners always have the habit of 
straightening their legs, their center of gravity is 
stable and vertical, which is an effective foundation 
for their ankle strength enhancement. 

3. EXPLANATION OF THE APPLICATION 
RANGE OF GRASPING BAR PRACTICE 
IN BALLET BODY TRAINING 

In ballet body training, the use of bar exercises is 
relatively wide, and it has applications in posture 
training, flexibility training, and difficult movement 
training. The following will discuss them one by one: 

3.1. Grasping Bar Practice in Stance Training 

Ballet body training is in pursuit of beauty, which 
requires practitioners to fully display every part of 
their body. Taking the lower limbs of the human body 
as an example, grasping bar practice requires 
practitioners to use the bar to start the posture 
practice process, which is very helpful for training the 
perfect dance posture of ballet dancers. During the 
training of the big kick, the practitioner is required to 
use the small kick as the basis to kick up quickly and 
powerfully upwards, sideways, and backwards. 
Finally, there is the frappe training, a unique training 
method, which is carried out while the thigh is kept 

raised and motionless. The frappe is very good for the 
flexibility of the practitioner's knee joint and the 
agility of the calf movement. 

3.2. Grasping Bar Practice in             
Flexibility Training 

In the process of flexibility training, grasping bar 
practice is equally important. It aims to train the 
practitioner to prepare for difficult movements, that 
is, to develop good physical flexibility of the 
practitioner. During the grasping bar practice in 
flexibility training, the practitioner must use external 
assistance to perform shoulder and chest exercises 
during the grasping bar practice. Specifically, the 
practitioner should stand opposite the bar, hold the 
bar with both hands and vibrate vertically upwards or 
downwards. Then there is the waist exercise in ballet, 
which requires the practitioner to face the bar 
sideways, hold the bar with one hand, then swing the 
waist back and forth and hang the legs. Finally, it is 
necessary to use the bar to press the leg, which can 
also exercise the flexibility of the practitioner's body. 

3.3. Grasping Bar Practice in Difficult 
Movement Training 

In order to effectively increase the artistic beauty of 
ballet, ballet dancers need to design and operate some 
aerial movements and difficult movements in dance, 
which requires them to have excellent balance and 
accurate judgment. In this process, grasping bar 
practice is equally important. Practitioners mainly use 
the bar to carry out daily exercises during the training 
process, such as training the front and rear crane 
movements, maintaining the basic posture while 
holding the bar, and then let the teachers help them 
move their legs and increase the number of exercises. 
Of course, practitioners should increase the number of 
exercises accordingly to truly master the essentials of 
this movement [1]. 

4. APPLICATION VALUE AND SIGNIFI-
CANCE OF GRASPING BAR PRACTICE 
IN BALLET BODY TRAINING 

In ballet body training, the significance of the 
application of the grasping bar practice is reflected in 
many aspects. Whether it is a beginner or a mature 
ballet dancer, the grasping bar practice has special 
value for their body training. It not only shapes the 
soft and flexible body posture of ballet dancers, but 
also helps ballet dancers to improve their dance skills 
in an all-round way, and is still very helpful in 
cultivating dancers' aesthetic taste. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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4.1. Impact on Body Shape 

Ballet practitioners pay the most attention to body 
shaping in body training. In order to penetrate this 
postural shaping training idea in training, postural 
training based on grasping bar practice can be divided 
into two types: dynamic and static. It includes 
exercises on the body such as the head, hands, limbs 
and legs. The important indicators of training include 
amplitude, speed, body center of gravity and rhythm 
changes. It is necessary to train the practitioner's 
appearance in the influence of body shape, and 
combine the intuitive visual impact to stimulate the 
practitioner's good aesthetic taste, so that the 
practitioner can enjoy the beauty. If the beauty of the 
body represents the static beauty of the practitioner, 
then the grasping bar practice in the ballet body 
training represents the dynamic beauty of the 
practitioner. As far as the training process of grasping 
bar practice is concerned, it mainly trains the 
practitioner's toes, knees, hip joints, waist, limbs, 
hands and elbows. These basic body parts need to be 
mastered and controlled by the practitioner one by 
one. If the practitioner is standing, he/her needs to 
use the grasping bar practice in ballet to hold the front 
handle in the form exercise, specially train the 
muscles of the legs and the hip muscles, and ensure 
that the knees are pushed back and the chest and 
abdomen are lifted. As far as the grasping bar practice 
process is concerned, it is necessary to improve the 
level of the inner thigh of the practitioner, and 
effectively cultivate the practitioner's good image and 
temperament. In the process of continuous practice, 
the posture and gesture of the practitioner will 
become more graceful and soft. Generally speaking, in 
the process of practice, it is necessary to grasp the 
body posture, put forward standardized 
requirements, and carry out the targeted exercise 
process in combination with body muscles and joints, 
cultivate one's own beautiful posture, better complete 
some difficult technical movements in ballet, and 
minimize the risk of injury. In the lower body posture 
training process, the muscles, ligaments and other 
positions of the practitioner are mainly combined 
with the grasping bar practice to grasp the training 
details and effectively relieve the practitioner's body 
center of gravity, which can help the practitioner fully 
train their own ligaments and muscles. In the process 
of grasping bar practice, the exerciser's lower body 
strength and standing posture are also exercised 
through basic training methods. Objectively speaking, 
the grasping bar practice has injected new vitality into 
the ballet trainer. It makes the body training process 
no longer rigid, the movement is no longer rigid, and 
the movement becomes quite soft. In the process of 

grasping bar practice, the head should also be trained 
to ensure that each part can be trained, in order to 
achieve the ultimate goal of training the body [2]. 

4.2. Impact on Mastering of Basic Technique 

As far as the physical training process is concerned, it 
must be combined with the basic technical grasp to 
have an impact and improve the overall quality of the 
grasping bar practice. It needs to be emphasized here 
that it is necessary to analyze the content of basic 
training techniques, effectively adjust the 
practitioner's overall body control technique, squat 
technique, landing technique and rebound technique, 
and combine the process of grasping bar practice to 
enrich the training links and improve the ability of 
practitioners to develop ankle joints and biceps. In the 
process of improving the physical suppleness, 
coordination and flexibility of the practitioner, it is 
necessary to ensure that the practitioner is more 
flexible and perfect. 

In the process of controlling the practitioner's body, it 
is necessary to improve the balance and control of the 
practitioner's entire limbs, and combine the squat 
technique training in the grasping bar practice to 
adjust the practitioner's legs to bend and stretch 
functions, and cultivate the basic skills of bouncing 
exercises. It is necessary to combine the different 
squat degrees and combine the two types of half squat 
and full squat to start the exercise process. Generally 
speaking, an angle of 45°-120° should be presented 
between the thigh and the ankle to ensure that the 
heel does not leave the ground. At the same time, the 
practitioner's thigh muscles and mid-gluteal muscles 
should always be under tension. In the process of full 
squat training, the maximum force on the 
practitioner's thigh should be 120°, and the force on 
the thigh should gradually decrease until the final 
force reaches 0. In the process of grasping bar 
practice, it is necessary to ensure that the ligaments 
are flexed and extended in place, which effectively 
increases the separation of the two spans and the 
flexibility of the calf. It is necessary to introduce the 
grasping bar practice in the ballet training process 
and conform to the practitioner's physical 
development law, which is very beneficial to improve 
the ballet training effect of the practitioner [3]. 

Finally, during the grasping bar practice process, it is 
necessary to train the practitioner's rebound 
technique, and reduce the practitioner's landing 
injury based on the rebound technique to ensure that 
the practitioner will not suffer unnecessary damage. 
In fact, the rebound technique mainly trains the 
practitioner's knees and hips, combined with toe and 
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person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
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intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
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and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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knee training to strengthen the practitioner's rebound 
strength, increase the cushioning of the legs, and 
ensure that the practitioner's body will not be hurt 
during the training process. 

4.3. Impact on Building a Beautiful Body 

If people want to become an excellent ballet dancer, 
they must reasonably grasp the bar practice in the 
process of body training, and always shape the 
beautiful posture and healthy and attractive 
appearance of the practitioner. In the process of 
shaping the beautiful posture of the practitioner, it is 
necessary to ensure that the posture training runs 
through the ballet training, and train it as the basic 
skills of the practitioner's standing posture. For 
example, ballet practitioners must practice the 
muscles of the legs, the back of the knees, the front leg 
press, and the waist extension during the frontal bar, 
truly applying the grasping bar practice to the normal 
ballet training process. During the practice, the 
practitioner needs to improve the straightness of the 
thigh, in order to achieve the maximum range of 
inward convergence of the thigh. Here, it is necessary 
to shape the beautiful posture of the practitioner and 
improve the practitioner's own temperament. 

4.4. Impact on Cultivation of Aesthetic Taste 

It needs to be combined with grasping bar practice to 
cultivate good aesthetic taste of practitioners and 
have a beneficial effect on their physical coordination 
and balance. In this process, they should beautify their 
dance postures, improve their training levels, and 
optimize their dance artistic sense. In fact, grasping 
bar practice can better train the practitioner's sense 
of balance, give practitioners a certain sense of 
confidence and security at the psychological level, 
help them discover and appreciate beauty, and ensure 
that they have a new perception and understanding of 
the beauty of physical training in ballet [4]. 

5. BASIC TECHNICAL APPLICATION OF 
GRASPING BAR PRACTICE IN BALLET 
BODY TRAINING 

In the process of training the practitioner's ballet 
body, the basic techniques of grasping bar practice 
must be combined to optimize and enrich its 
application content, which includes techniques such 
as landing and rebounding. The purpose is to train the 
practitioner's physical ability. 

The first is the rebound technique. In the process of 
bending and stretching the ankle joint, it is necessary 
to ensure the effective optimization of the action 
technique, reduce the impact force of the practitioner, 

and avoid sports injuries. In the process of grasping 
bar practice, it is necessary to train multiple parts of 
the practitioner's muscle group, the purpose is to 
exercise the flexibility of the practitioner's muscle 
group and enhance the elasticity of the practitioner's 
calf, ankle and muscle group. 

Secondly, on the ability of body control, practitioners 
should enhance the flexibility of their upper legs, and 
train the muscles and bones of the lower limbs of the 
practitioners to ensure high quality of local exercises. 
In the process of improving the practitioner's overall 
body control ability, it is necessary to combine the 
graceful movements in ballet to activate the 
practitioner's body to avoid stiffness and rigidity. In 
the rational use of various principles of the 
practitioner's ergonomics, it is also necessary to 
control the coordination of the practitioner's entire 
body parts, and finally improve the overall 
coordination of the practitioner's body. In the process 
of grasping bar practice, it will be a must to integrate 
beautiful body content, soothing music content and 
beautiful language content, and combine the focus of 
movement practice to cultivate the practitioners' good 
aesthetic taste. On the whole, it is to allow 
practitioners to feel the existence of beauty, and to 
correctly guide ballet dancers to fully substitute 
aesthetic tastes into ballet dancing [5]. 

Thirdly, it is necessary to use the correct breathing 
method for grasping bar practice. Breathing is a skill 
that ballet practitioners must learn. In the grasping 
bar practice, the practitioners should inhale during 
the rise of the body to reduce the total load of the 
driving and dynamic legs, and also ensure that the 
body line is lighter, straight and stretched; in the 
process of descending the human body, the 
practitioners need to exhale slowly, which can make 
them more quiet, stable and relaxed. 

For ballet practitioners, natural breathing should be 
used first, combined with squat breathing. They need 
to always maintain a good body posture during the 
squatting process, and they can try to complete 
various movements naturally and relaxedly with 
music. In the process of completing the action, it is 
most reasonable to use the method of nasal inhalation 
and nasal exhalation. Of course, nasal inhalation and 
mouth exhalation are also feasible. In addition, 
abdominal breathing can be used in conjunction with 
squatting. When squatting, the practitioners must 
always maintain a good body posture. During the 
process of music, their bodies complete an inhalation 
upwards and an exhalation downwards. This is also a 
typical forward and reverse abdominal breathing, of 
which the practitioners must master correctly [6]. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
themes: homeland, life and death, love, creativity, 
memory, historical mission, suffering and redemption. 

Space is one of the key elements that form the 
character’s vision of the environment and one of the 
ways to create the author’s model of the world. 
Another element that plays an important role is the 
category of time, which is closely connected with 
spatial layers. This synthesis is commonly referred to 
as "chronotope". 

Chronotope, as defined by M.M. Bakhtin, is the 
intrinsic connectedness of temporal and spatial 
relationships that are artistically expressed in 
literature. "In the literary artistic chronotope, spatial 
and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 

thickens and becomes artistically visible; likewise, 
space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 
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6. CONCLUSION 

In summary, the grasping bar practice in the ballet 
body training system is very important. It hopes to 
grasp the essence of the practice in the process of 
inheriting and developing the existing ballet training, 
and combining the ballet bar content to form a 
complete set of bar training content, which has a huge 
impact on the traditional training mode. As the most 
important form of physical training in ballet dancing, 
grasping bar practice aims to improving the 
practitioner's good lower body strength, suppleness, 
flexibility and balance and stability in an all-round 
way. Of course, practitioners must also learn to 
correctly control their own body, use the two-handed 
handlebar to change the traditional one-handed 
handlebar method, and enrich the training content 
more, in order to show agile and light body shape, 
perfectly showing the beauty of ballet art. 
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"absorbing and resurrecting love; love that stands the 
test of time and even unites different generations. 
Most frequently, this love bears a tragic connotation 
(e.g. harsh times or life circumstances separate the 
beloved) but, like in I. Bunin’s stories, which L. 
Rzhevsky greatly appreciated, love is ingrained in the 
narrator’s memory (all the writer’s works are first 
person), inevitably preventing personality destruction 
or even bringing back to life not only the narrator, but 
also secondary characters, including those recently 
being cynics and voluptuaries" [1]. 

Criticism of the Russian emigrant literature observed 
the tradition of Bunin in the work of L.D. Rzhevsky 
both at the level of form and at the content-literary 
level. R.B. Gul believed that it was exactly L.D. 
Rzhevsky to be destined to revive the true sensuality 
and beauty of eroticism in Russian literature: "The 
theme of sensual love proves a failure in Russian 
prose. It is not a Russian theme. Having turned 70, 
Bunin tried to fill this gap in Russian prose and 
created the erotic “Dark Avenues”. However, his 
attempt was not entirely successful." L. Rzhevsky, in 
his turn, considered I. Bunin one of the genius Russian 
writers and believed “Dark Avenues” to be an example 
of "Russian literary eroticism" [2]. 

Let us turn to L. Rzhevsky’s novel “The Sunflower in 
Revolt” which contains 17 chapters. It is about the 
Russian intelligentsia, emigration and the literature of 
a "home" in exile. The title originates from a poem by 
I. Drach, The Ballad of a Sunflower. The palimpsest 
technique, so characteristic of L. Rzhevsky, expands to 
the size of a large-scale philosophical allusion: 
"sunflower" is what one character, a debater and non-
conformist Sergei Sergeevich, calls the other, the 
writer Dima, "for his narcissism". 

The author skilfully projects individual destinies on a 
universal scale, while the mosaic composition of the 
novel only contributes to the expansion of its socio-
philosophical area. The thematic paradigm of the 
novel is presented by traditional for L. Rzhevsky 
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intrinsic connectedness of temporal and spatial 
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and temporal indicators are fused into one carefully 
thought-out, concrete whole. Time, as it were, 
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space becomes charged and responsive to the 
movements of time, plot and history. This intersection 
of axes and fusion of indicators characterizes the 
artistic chronotope" [3]. 

Time is inseparable from space. However, unlike 
space that acquires meaning in being filled with 
sacred objects, time predetermines the possibility of 
the formation and structural organization of space. 

In general, time is one of the main forms of the 
existence of the world, the emergence, formation, 
development, and destruction of any phenomena of 
being. The categories of time are associated with the 
sequence of stages in nature, human life and the 
development of consciousness. 

Spatio-temporal representations served as a means of 
image generalization of life phenomena, while 
retaining their objective foundation (we mean the 
"stopping: of time, its "stretching" and "compression", 
the overlap of temporal layers). However, we may 
refer to the connection of spatio-temporal elements in 
the structure of a literary work as a single whole. The 
reproduction of spatio-temporal relations by the 
realist writers of the turn of the century suggests a 
certain typology, even despite their noticeable 
creative individuality. There were no extremes or 
subjective-mystical interpretation of time and space, 
but an emotional-aesthetic variety of solutions to 
these relations was present. Flexibility in the 
perception of space enhanced the dynamism of action 
(this also marked Chekhov’s later works). The spatial 
concepts of "distance", "space", "road", while 
preserving all their reality, are also considered as 
symbols (Bunin’s prose). Bunin’s concepts of time and 
space, as we have already mentioned, are historic, 
material, and visible, but it is the author who connects 
times, epochs, civilizations, peoples, and generations, 
looking at what happened or is happening from the 
distance of centuries and spaces. 

3. MEMORY IS THE HIGHEST MEASURE 
OF HUMANITY 

Philosophically, I. Bunin makes the post-climax part of 
Tanya and Muza equal to the pre-climax part of In 
Paris and Natalie. Plot structures of stories with 
differently located compositional climax may be 
similar. Thus, short stories Tanya and Natalie have a 
spiral plot, while Muza and In Paris – a linear one. 

These structural differences only go to emphasize that 
"all roads lead to Rome": people reach life outcomes 
in different ways, and to all of them it seems (just 
seems!) that the path lies through happiness. 




