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IpeauciioBue

JlarHoe mocoOuWe COCTaBIeHO B  COOTBETCTBUHM C  TpeOOBaHUSMU
I'ocynapcTtBenHoro obOpazoBarenbHOro ctangapra Poccuiickoit ®enepanuud 1o
CHCIMATBFHOCTH «AHTIMACKUN SI3bIK — TNPOQPECCHOHANBHBINY IS  CTYACHTOB
xopeorpaduyeckux crenuanbHocTeil. OHO HAIleTIEHO Ha Pa3BUTHE SI3BIKOBBIX HABBIKOB
1 KOMMYHUKAaTHUBHBIX YMECHHUH CTYJCHTOB, TAKUX, KAaK TOBOPCHUE, YTCHUE U TIEPEBO/I.

[Tocobue paccuntano Ha 280 yacoB ayauTopHoi paboThl. OHO COCTOUT U3 9
r71aB, MOCTPOCHHBIX MO eAMHOMY mpuHIuMy. Kaxkngas rimaBa BrimrodaeT 4 pasnena,
COJICpKAIIMX MaTepHuaabl M CHCTEMY YNPAXHCHWW, HAICICHHYIO Ha pEIICHHe
OTpeJIeIeHHBIX 3a/1a4.

Paznen 1 (Reading and Translation Practice) cTtaBUT cBOei 1I€JIbIO pa3BUTHE
HABBIKOB YTCHHSI M JBYCTOPOHHETO TIEPEBOJIa MyTEM paCIIMPEHUS AaKTHBHOTO H
MIACCUBHOTO CIIOBAps M Pa3BUTHS HABBIKOB TpaMMAaTHYECKUX TpaHCchopManmii. B Hem
NPEJCTaBICHbl TEKCThl MyOJUIIMCTHYECKOTO W CIEIHaIbHOIO XapakTepa IIo
xopeorpaduyeckoii Tematuke. Pa3gen COAEpKHUT CIHUCOK CJIOB WM COYCTAHHUU
TEMaTHYECKOTO  XapakTepa, TNoJJIeKanmx axkTuBHOMY YycBoeHuio (Essential
Vocabulary), u cuctemy ynpakHEHUH peleNTHBHO-PENPOIYKTUBHOTO XapakTepa, B
TOM YHCJIC TTOJICTAHOBOYHBIE ¥ TPAaHC(HOPMAIIMOHHEIE.

Paznen 2 (Reading Comprehension and Rendering Practice) Hamenen Ha
pa3BUTHE HABBIKOB M YMCHHM IMOHUMAHUS OCHOBHOTO COJEPIKAHMS MPOYMTAHHOTO M
BBIJICTICHUSI TJIAaBHOW WJIEW, OMMCAHUs TJIABHBIX TepoeB, COOBITHI, ¢akToB. Pazmen
COJICP)KUT BBOJIHBIC CTPYKTYPBI, KOTOpBIE HEOOXOJUMO 3HAaTh W TPABHIBHO
YIOTPEOIATh AJIs TOCIEIYIOIIEro aHallu3a CTaThH, OMPECIICHUSI €€ CTUJISI U TEMBI.
TexcTel pa3nena ciocoOCTBYIOT (DOPMHUPOBAHHUIO YMEHHI pedeprupoBaTh, BBIACIATH
TO, YTO aBTOP XOTEN JOHECTH JI0 YUTATENsl C WCIOJB30BAHUEM Pa3IMYHBIX CPEJICTB
nepegaud WHGOPMAIMHU, BBIpaXkaTh COOCTBEHHOE OTHOIICHHUE K IPOYUTAHHOMY
Marepuay.

TexcTel ydeOHOTO IMOCOOMS 3aMMCTBOBaHBI M3 COBPEMCHHBIX aAHTJIMACKUX
OPUTHHATBHBIX UICTOYHUKOB.

Paznen 3 (Discussion) CTaBUT CBOEH LEIbIO Pa3BUTHE HABBIKOB YCTHOU peyH, B
TOM YHUCJIe BEIEHUS MPOo(eCcCHOHATHLHO-OPHUEHTUPOBAHHON Oeceqpl Ha aHTIUHCKOM
S3BIKE, YTO OCYIICCTBISCTCS C IIOMOINBIO YIPaXKHCHHH KOMMYHUKAaTHBHOTO
XapakTepa. ABTOp yjAenseT BHUMaHHE (OPMUPOBAHUIO YMEHHS paboTaTh Co
CJIOBapeM, BBITIONHITH Pa3IHYHbIC MPOOJIEMHBIC 3aJaHHUsI U BECTH SJICMEHTAPHBIN
JMANIOT C WCIIONBb30BaHWEM (OpPM PEUEeBOTO OOIMICHMS, BKIIOYAIOMHNX (pas3bl, Kak
HavaTh pa3roBOp, Kak OOCYXIaTh OCHOBHBIE HJACH, 0000IIaTh WX, BBIPAXKATh
MIPOTUBOPEYHE, JIeTaTh BBIBOJ U T.II.



Pa3znen 4 (Focus on Literature) npeacraBiieH Mog00pKOM CTUXOB MOATOB Pa3HBIX
CTpaH, BKJIIOUYasl aHTJIMUCKUX, M0 TAaHIIEBAJIbHOM TEMATHKE, YTO MO3BOJISIET PACIIUPUTD
KyJIbTYpPOJIOTHUECKHI Kpyro3op oOydarommuxcsi B 00J1acTU MO033UU. DTO OCOOEHHO
aKTyaJIbHO CETrOAHS B OTHOIICHUM HW3YYEHHUS AHIJIMICKOTO SI3bIKa BHE SI3BIKOBOM
Cpelibl, MOCKOJIbKY (OPMUPOBAHUIO COLIMOKYJIBTYPHOM KOMIETEHIIMU TPATUIIUOHHO
yIensieTcss HEOOMyCTUMO Majio BpeMeHU. Kak H3BeCTHO, 1eNeBON YCTaHOBKOM
yueOHOM nucuumiuHbl « MHOCTpaHHBIN S3BIK» CETrOJHS SIBIsSIeTCS (OPMHUPOBAHUE Y
CTYJI€HTOB TOTOBHOCTM W CIOCOOHOCTHM K MEXKYJIbTYpPHOH KOMMYHHUKALUH,
MPAKTUYECKOMY BJIAJCHUIO HHOA3BIYHON KOMMYHHUKATUBHON KOMIIETEHTHOCTBIO B
COUETaHUU C NPOo(ecCHOHATBHO-IENOBO M  COLMOKYJIBTYPHOM OpHEHTaluu
MHOSI3bIYHON KOMMYHUKAIIUH.

VYyeOHoe mocoOue TrOTOBUT CTYJAEHTOB K NMHCbMEHHOM peYM Ha AHTIUHCKOM
a3pike. C 3TOM LEeNpI0 TpeajiaraeTcsl psl YIPaKHEHHUM, HApUMEpP COCTAaBJICHHE
pacckasza Mo OJHOW U3 MOCJIOBUIl C OOBSICHEHHEM €€ 3HA4YCHMsI, HAMCAHHE 3CCEe C
OMOPOY Ha BBICKA3bIBAHUE U3BECTHBIX JINYHOCTEH O 3HAUMMOCTH TaHIa B )KU3HHU.

B yudeGHOM mporiecce aBTOp PEKOMEHIYET HCIOJIb30BaTh ydeOHOe mocobue
[IpakTtuyeckas rpamMmaTvka aHriauiickoro si3eika - Tom 1 - Kauanosa K.H.,
W3paunesuu E.E. - 2003, a Takxke [IpakTndeckas rpaMMaThka aHIVIMICKOIO S3bIKA -
Towm 2 - Kiroun u ynpaxkaenus - Kauanosa K.H., U3paunesuu E.E. - 2003.

B xonne yueOHoro nocodust B ciermanbHoM paszene Appendices BbiAeNeHbI 6
MPWIOKEHUH, BKJIIOYalolue B ceds Tioccapuil mo xopeorpaduueckoid TeMaTHuKe,
PacroioKEHHbIN B an(aBUTHOM MOpPsAKE, TUIaH aHanu3a (pedepupoBaHus) TeKCTa U
OoCcHOBHbIE mITamMnbl (key-patterns) aHHOTALMA Ha AHTJIIMICKOM U PYCCKOM S3bIKaX.
JloTloNTHEHHEM K TPEeThbeMy MPUIOKEHUIO MPEIOCTaBISAIOTCS 00pa3lbl KIHIIE IS
aHHOTAllU HAa AHTJIMHUCKOM si3bIke. TeMOW 4YeTBEepTOro NPUIIOKEHHS SBISIOTCS 38
MOCJIOBUIl U TOTOBOPOK, JOMIEAIINX /10 HAC M3 pPa3HbIX CTPaH MHUPA, O CMBICIE U
3HAYEHUU TaHLa B JKU3HU Kaxxaoro u3 Hac. [logbopka CTUXOB M3BECTHBIX MO3TOB
MPOLLIOr0 U HACTOSLIETO MEPUOJOB BPEMEHU COCTABIIAET CYTh MATOTO MPUTIOKEHHUS.
[lectoe mpuiokKEeHUE JIEMOHCTPUPYET  BBICKA3bIBAaHUS  BEAYIIMX MacTepoB
xopeorpaduyeckoro u 0ajaeTHOro MCKycCTBa O BEJIMKOW CHJIE M POJM TaHIA B UX
KU3HU.

AnpoOanys JaHHOTO OCOOUS MPOXoauiia Ha (aKyJIbTeTe XOpeorpapuuecKkoro
HCKYCCTBa Y pajbCKOTO rOCyIapCTBEHHOT 0 iefaroruueckoro yuusepeuteta (Ypl'IlY)
1 nokasaina 3 ()EeKTUBHOCTh €ro NpUMEHEHUs B yueOHOM Mpolecce.



Chapter ONE
HISTORY OF DANCE

Unit 1. READING AND TRANSLATION PRACTICE

Dance and music

It is unlikely that any human society (at any rate until the invention of
puritanism) has denied itself the excitement and pleasure of dancing. Like cave
painting, the first purpose of dance is probably ritual - appeasing a nature spirit or
accompanying a rite of passage. But losing oneself in rhythmic movement with other
people is an easy form of intoxication. Pleasure can never have been far away.

Rhythm, indispensable in dancing, is also a basic element of music. It is natural
to beat out the rhythm of the dance with sticks. It is natural to accompany the movement
of the dance with rhythmic chanting. Dance and music begin as partners in the service
of ritual.

Dance as ritual

In most ancient civilizations, dancing before the god is an important element in
temple ritual. In Egypt the priests and priestesses, accompanied by harps and pipes,
perform stately movements which mime significant events in the story of a god, or
imitate cosmic patterns such as the rhythm of night and day.

At Egyptian funerals, women dance to express the grief of the mourners.

Sacred occasions in Greek shrines, such as the games at Olympia from the 8th
century BC, are inaugurated with dancing by the temple virgins. The choros is
originally just such a dance, performed in a circle in honour of a god. In the 6th century
it becomes the centrepiece of Greek theatre.

In India the formalized hand movements of the priestesses in Hindu temples are
described in documents from as early as the 1st century AD. Each precise gesture is of
subtle significance. A form of classical dance based upon them - known as Bharata
Nhatyam - is still performed by highly skilled practitioners today.

Dance as ecstasy
Any sufficiently uninhibited society knows that frantic dancing, in a mood

heightened by pounding rhythm and flowing alcohol, will set the pulse racing and
induce a mood of frenzied exhilaration.



This is exemplified in the Dionysiac dances of ancient Greece. Villagers, after
harvesting the grapes, celebrate the occasion with a drunken orgy in honour of
Dionysus, god of wine (whose Roman name is Bacchus). Their stomping makes a
favourite scene on Greek vases; and dancing women of this kind, whose frenzy even
sweeps them into an act of murder, are immortalized in a tragedy, the Bacchae, by
Euripides. Short of this unfortunate extreme, all social dances promise the same
desirable mood of release and excitement.

Egyptian paintings, from as early as about 1400 BC, depict another eternal
appeal of dancing. Scantily clad girls, accompanied by seated musicians, cavort
enticingly on the walls of tombs. They will delight the male occupant during his
residence in the next world. But dancing girls are for this world too. From princely
banquet to back-street strip club, they require no explanation.

Entertainment, and the closely related theme of display, underlies the story of
public dance. In the courts of Europe spectacles of this kind lead eventually to ballet.

Essential Vocabulary

society [so saroti] n — 001IECTBO, COLITYM

at any rate [&t ‘en1 rert] — BO BCIKOM cliy4ae

invention [1n'ven/n] n — u3oOpeTeHue; BEIAYMKa, BHIMBICEN, H300pETaTEILHOCTh
deny [di'nar] v — oTpulaTh, ONPOBEPTHYTh, OTBEPraTh, ONPOBEPraTh, OTBEPIHYTH,
OTKJIOHUTH

excitement [1k saitmont] n - BoJIHeHHE, BO30YKICHHUE, a3apT, AXXKUOTaXK, OKUBJIICHHE,
OCTpBIE OIIYIIECHHUS

pleasure ['ple3o] n - yHOBOJBCTBUE, PaNOCTh, HACHAXACHHUE, YIOBJICTBOPECHUE,
0JIAXKEHCTBO

cave [kerv] n - memepa, moazemMenbe, rpoT

purpose [ p3:pas] n - 1€k, 3aMbICEI

ritual [ rifosl] n — putyan

appease [0 pi:z] v — yClIOKanBaTh, YMUPOTBOPSTh; YTOIATh

spirit [ 'spirit] n — gyx

accompany [0 kamponi] v — cOmpoBOXJaTh, COMPOBOXKIATHCS, COMPOBOJUTD,
MIPOBOYKATh, AaKKOMITAHHPOBATh

a rite of passage [0 kamponi] - 00psi OCBSIIICHUS

lose [lu:z]v — moTepsTh

movement [ ' mu:vmont] n — ABUKEHUE, TETOABUKEHUE

rhythm [ 'ridom] n — puT™, puT™MHKa, TaKT

indispensable [indis pensobl] adj — HeoOXxoaUMBIN, HE3aMEHHUMBIN, 00sS3aTEIbHBIN,
HEOTHhEMJIEMBbIH, HECOICHUMBbIH



basic [ 'beisik] adj — 6a30Bblii, OCHOBHOM, OCHOBOTIOJIATrAFOIIIHIT

beat out [bi:t avt] v — BEIOMBATH

stick [stik] n - manka, mano4ka, TpoCTh

chanting [ fa:ntig] n - nenue

ancient [ emfont] adj — qpeBHUI, CTAPUHHBIH, IPEBHEUITNN, aHTUYHBIN

temple [templ] n — xpam

priest [pri:st] n — CBAILIEHHUK

harp [ha:p] n — apda

pipe [paip] n — Tpy0a

perform [po'fo:m] v — BBITIOHATE; BBICTYIATh; OCYIIECTBIATh

mime [marm] n — MaHTOMHUMa; MUMHKA

significant [sig nifikont] adj — 3HaUMTENBHBIN, CYIIECTBEHHBIN, 3aMETHBIN, BECOMBIH,
OLLYTUMBIHN; 3HAYUMBbIN, MHOTO3HAYUTEIIbHBIN

event [1 vent] n — coObITHE, MEPOIIPUSTHUE, CITy4aill, MPOUCIIECTBUE

imitate [ imiteit] v — uMUTHpOBaTh, KOMUPOBATD, NEPEAPAZHUBATD

pattern [ paton] n — oOpaselr; cxema, pUcyHoK, popma

funeral [ fju:noral] n — moxopoHsI

express [1ks pres] v — BBIpa3uTh, BEIPAKaTh, BEIPA3UTHCS, U3BSBISITE; IPOSIBUTH

grief [gri:f] n — rope, ckop0Osb, 6e1a

mourner [ mo:nd] n — CKOPOSIIIHiA; TIaKaJIbIIUK

sacred [ 'seikrid] adj — CBAIICHHBINA, CBSATON, CBSIICHHEHIINN; CaKpaJIbHBIMH,
HENIPUKOCHOBEHHBIN; COKPOBECHHBIMN, 3aBETHBIN

occasion [0 kerzon] n — ciy4ait, moBo; COObITHE

shrine [Jrain] n — Xpam, CBATBIHS; TPOOHUIIA, YCHITTAILHUIIA; CBATUIIUIIE, AITAPh; PAKH
inaugurate [1'no:gjoreit] v — OTKpBITh, Ha4aTh, MOJOKUTh Hayajao; 03HAMEHOBATD,
BO3BECTHUTH

virgin [ 'v3:d3in] n — neBa, nesuiia

in honour of [1'ono of | — B uecTh

centrepiece n — HEHTPAJIbHBIN JIEMEHT

precise [pr1 saiz] adj — TOUHBIH, YeTKHI, aKKypaTHBINA, TOUHEHITUI

gesture [ dzesffo] n — KecCT, )KECTUKYJISIIUS, TEIOABUKEHUE

subtle [satl] adj — TOHKU; yTOHYEHHBII

significance [s1g nifikons] n — 3HaUYeHME, 3HAUUMOCTh, CMBICJI, 3HAUUTEIIHLHOCTh
skilled [skild] adj — ymenblii; ncKycHBIN

ecstasy [ ekstosi] n — 3kcTas, BOCTOPr, yoeHue, 0JIaKEHCTBO, UCCTYTUICHHE
sufficiently [so fi/ntli] adv — noctatouno

inhibite [ hibit] v — unruGupoBaTh, TpeNsATCTBOBaTh; TOPMO3UTh, CIAEPKUBATH,
3a/IeP>KUBATh; MOAABIIATH; 3alpeliaTh



frantic ['freentik] adj — Oe3ymHBIM, OTYasHHBINA, OCIIEHBIN, JHMXOPAJIOUHBIH,
OTOJITEJIBIN

mood [mu:d] n — HacTpoeHue, HAacCTpOH, PACIOJIOKEHUE IayXa, YMOHACTPOCHHE,
HAaCTPOEHHOCTh

heighten [haitn] v — moBbICUTBH; YyCHIINTB; 000CTPUTH; BO3BBIIIATH

induce [1n'dju:s] v — BbI3BIBaTh, BBI3BATh, IPUBOAUTH, CIIPOBOLIMPOBATH; MOOYKIATh,
WHIYIIHPOBATh, CTUMYJIHUPOBATH

frenzied ['frenzid] adj — Oemensiii, Oe3yMHBIN, JUXOPaJOYHBINA;, HEHCTOBBIMH,
HCCTYIUICHHBIN

exhilaration [1gzilo reifn] n — Bo30yXJIeHHE, BOCTOPT, B3BOJIHOBAHHOCTH; BECEIIbE,
PasoCTh, OKUBJICHUE

exemplify [1g'zemplifai] v — wirocTpupoBatTh, IPOMILIIOCTPUPOBATH; BOILJIOIATh
harvest [ ha:vist] v — cobuparts, coOpath, 3aroTaBIuBaTh

drunken [ dragkon] adj — nbsHbIN, HETPE3BbIN

stomp [stomp] v - Tonats HOraMu

frenzy [ frenzi] adj — 6e3ymHbIN

sweep [swip] Vv — cMeTaTh; MPOKATUTHCS, OXBATUTh, IPOHECTUCH, 3aXJICCTHYTh
murder [ m3:do] v — yOuTh, youBaTh

immortalize [1'mo:tolaiz] v — yBekoBeUnTh, 00€CCMEPTUTD

promise [ promis] v — obemaTh

desirable [di'zaiorobl] adj — >oKkenmaHHBIH, BOXACJICHHBIM; >KEJIATCIHHBIM,
1es1eco00pa3Hbli, MPEeANOUYTUTEIbHBIN

release [r1'li:s] n - ocBOOOXI€HNE, BEIOPOC, BHICBOOOXKICHUE

excitement [1k saitmont] n — BoJiHeHHE, BO30YXKIEHUE, a3apT, AXKUOTAXK, OKUBIICHHE,
OCTpBIE OIIYIIECHHUS

depict [d1 pikt] v — uzo6paxaTs, H300pa3uTh, pUCOBAThH

eternal [i:'t3:nl] adj — BeuHbI#, U3BEUHBII, OECKOHEUHBIH, MPEIBEUHBIN, OECCMEPTHBIM,
HENPEXOIAILINN, BEKOBEUHBIN

appeal [o'pi:l]] n — oOpamenue; TPU3BIB, BO33BaHUE;, MPUBJICKATECIBHOCTD,
MPUTITATeIbHOCTh

scantily [ 'skentili] adv — ckynHo

clad [kled] n — ogeThrit

cavort [ko'vo:t] v — ckakaTh, mpbIraTh

enticing [1n taisig] adj — 3amMmaH4YUBBIN, COOJIA3HUTENBHBIN, TPUBIICKATETBHBIN

tomb [tum] n — Morumma, rpoOHuUIIa, TPoO, CKJIEMN, YCHITIAJbHUIIA, 3aXOPOHECHHE,
MaB30J1e#, HaArpooue, MOTMIHLHUK

delight [d1'lait] v — panoBath, mopaaoBaTh, yCIaauTh, yCIaXKIaTh

require [r1 kwaia] v — TpeboBath

explanation [eksplo 'neifn] n — 0ObsicHeHHE
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entertainment [ento’teinmont] n — pa3BiedyeHue, 10CyT, 3a0aBa, yBECEICHHUEC
underlie [aAndo'la1] v — 1exxaTh B OCHOBE 4-11

court [ko:t] n — gBOp

spectacle [ 'spektokl] n — 3penuie, cnexkrakib

lead [l1:d]v - mpuBecTH, IPUBOAUTH, BOJUTD, TUIHPOBATH, TIOBJICYb

eventually [1' venfoli] adj — B KOHeUHOM UTOTE, B KOHEYHOM CUETE, B KOHIIE KOHIIOB, B
UTOTE, B KOHIIE

Exercises

1. Translate the following words and word combinations or find Russian
equivalents.

1. to be (un)likely 10. to accompany the movement of the
2. at any rate dance with rhythmic chanting

3. the invention of puritanism 11. to become the centrepiece of Greek
4. the excitement and pleasure of dancing | theatre

5. like cave painting 12. to induce a mood of frenzied
6. to be probably ritual — appeasing exhilaration

7. to accompany a rite of passage 13. to depict eternal appeal of dancing

8. an easy form of intoxication 14. to require no explanation

9. to beat out the rhythm of the dance 15. to underlie the story of public dance

2. Translate the following sentences into Russian.

1. Like cave painting, the first purpose of dance is probably ritual- appeasing a nature
spirit or accompanying a rite of passage.
2. Rhythm, indispensable in dancing, is also a basic element of music.
3. Dance and music begin as partners in the service of ritual.
4. In most ancient civilizations, dancing before the god is an important element in
temple ritual.
5. Each precise gesture is of subtle significance.
6. Any sufficiently uninhibited society knows that frantic dancing, in a mood
heightened by pounding rhythm and flowing alcohol, will set the pulse racing and
induce a mood of frenzied exhilaration.
7. Scantily clad girls, accompanied by seated musicians, cavort enticingly on the walls
of tombs.
8. Egyptian paintings, from as early as about 1400 BC, depict another eternal appeal of
dancing.
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3. Fill in the gaps in the sentences below with the words and expressions from the
box.

in honour of, require, funerals, delight, centerpiece, dancing, accompany, sacred, in
the service of ritual, mourners, courts

1. It is natural to the movement of the dance with rhythmic chanting.
2. Dance and music begin as partners :

3. At Egyptian , women dance to express the grief of the
4. occasions in Greek shrines, such as the games at Olympia from
the 8th century BC, are inaugurated with by the temple virgins.

5. The choros is originally just such a dance, performed in a circle a
god.

6. In the 6th century it becomes the of Greek theatre.

7. They will the male occupant during his residence in the next world.
8. From princely banquet to back-street strip club, they no
explanation.

9. In the of Europe spectacles of this kind lead eventually to ballet.

4. Find English equivalents for the following Russian expressions and words.

1. manoBeposATHO 13. mo106HO nemepHon KUBOTUCU

2. Bo nBopax EBpomnsl 14. nomryoOHaXE€HHBIE JIEBYIIKU

3. B uecth bora 15. ncnonHseMblid IO KPYTy

4. neBbl Xpama 16. yTOHUEHHBIN CMBICI

5. BO BCSIKOM cClIy4ae 17. n3BeyHas NMpUBIEKATEIbHOCTD TaHIIA

6. YMUPOTBOPSIOIINI OPUPOIY TyXa 18. BbIOMBATH pUTM TaHIA

7. B pUTMUYHOM JIBU>KEHUU 19. npu nmpoBegeHnn putyana

8. B Jlmonucwmiickux taHmax JlpesHeil | 20. conpoBOXIaTh IBMKEHHUE TaHIA C

I'perun PUTMHUYECKUM TIEHUEM

9. HE3aMEHUMBII B TaHLE 21. BBIpa3uTh TOpPe CKOPOSAIIUX

10. CONPOBOKIAOIIHMA o0psiz | 22. npu 0TOMBaHUM pUTMA

ITOCBSILICHUS 23. yBEeKOBEUEH B Tpareauu " Bakxanku”,

11. B yecth [Anonuca EBpunnna

12. B conpoBoxkaenuu ap¢ u Tpyo 24. BBI3BATh HacTpoeHUE OelleHon
pagoctu

11



5. Match the words below with their definitions.

1. dance a. a feeling of great pleasure and satisfaction

2. music b. a ceremony that is always performed in the same way,
3. ritual in order to mark an important religious or social occasion
4. ecstasy c. a movement of part of your body, especially your
5. gesture hands, or head, to show what you mean or how you feel
6. delight d. a special set of movements performed to a particular
7. movement type of music

e. a feeling of extreme happiness

f. a series of sounds made by instruments or voices in a
way that is pleasant or exciting

g. when someone or something changes position or

moves from one place to another
6. Translate the following sentences into English.

1. ManoBeposiTHO, 4TO JI0OO€ YeToBeYeCKOoe OOIIEeCTBO (BO BCSIKOM Ciyyae, [0
M300peTeHus MyPUTAHCTBA) OTKA3bIBAJIO ce0e B MOTYyUYCHUH a3apTa U YJIOBOILCTBUS OT
TaHIIA.

2. Ho motepsaThCcsi B pPUTMUYHBIX JBHXKCHUSX C IPYTUMH JIFOJBMU - 3TO Jerkas ¢popma
MHTOKCHUKAIINH.

3. Y10BOJIBCTBHE HE MOKET HAXOIUTHCS JAJICKO.

4. ECTeCTBEHHO BHIOMBATh PUTM TaHIIA C IIOMOIIBIO MAJIOK.

5. EcrecTBEHHO COMPOBOXKIATh TAHIIEBAIbHOE JBIKCHUE PUTMUYECKUM TIEHUEM.

6. B Erunte >xpeltipl ¥ )KpUIIbI, B COMPOBOXKACHUU apd U TPYyO, BHITIOIHSIOT BEJINYaBbIC
JIBIKEHUSI, KOTOPhIE MUMHUYECKH MU300paKaroT 3HAYUMbIe COOBITHS B 00KECTBEHHOM
pacckase, Wi UMUTHPYIOT KOCMUYECKUE 00pa3bl, TAKUE KaK PUTM JIHSI M HOYH.

7. Bo BpeMs €TUIeTCKUX IMOXOPOH >KCHIIUHBI TaHIYIOT, YTOOBI BBIPA3UTh CKOPOb
MIPUCYTCTBYIOIINX HA HUX.

8. CsIieHHBIE COOBITHS B TPEUECKUX CBATBIHIX, TaKue, Kak Urpbl B OJIUMIUU ¢ 8-T0
BEKa JI0 H.3., OTKPHIBAJIUCH TAHIIAMU JIEB B XpaMe.

9. Xopoc - 3TO MPOCTO TaKOM TaHEI, KOTOPbII M3HAYAIBLHO UCIIOIHSIICS 1O KPYTY, B
yecTh bora.

10. B 6 Beke OH CTAaHOBUTCS LIECHTPOM I'PEUECKOr0 TeaTpa.

11. B Uunuu dopmanuzoBaHHbIE IBIKECHHUS PYyK XKpull B MHIYHCTCKUX Xpamax
OMHCaHbI B JOKYMEHTaX, elie B 1 Beke H.D.

12. Cenpuane, mocne cOopa ypokass BUHOTpaja, MPa3aHYIOT ATO COOBITHE B BHJIC

NbsSIHOM opruu B uecTh /{nonuca, bora Buna (ube pumckoe ums - baxyc).
12



13. Pa3BneueHus M TECHO CBS3aHHAs ¢ HUMH TeMa HOKaSa/IICMOHCTpaLII/II/I JICKHUT B
OCHOBC UCTOPUH O6HICCTBCHHOFO TaHIa.

7. Answer the questions.

. What is the first purpose of dance?

. What is an easy form of intoxication?

. Is rhythm indispensable in dancing?

. What is it natural to beat out the rhythm of the dance with?

. Can the movement of the dance be accompanied with rhythmic chanting?
. What begins as partners in the service of ritual?

N N L W N

. In what civilizations is dancing before the god an important element in temple ritual?
8. Who performs stately movements which mime significant events in the story of a
god in Egypt?

9. What occasions are inaugurated with dancing by the temple virgins?

10. What dance becomes the centrepiece of Greek theatre? In what century?

11. In honour of what god and what way do villagers celebrate the grape harvesting
occasion in ancient Greece?

12. What paintings depict another eternal appeal of dancing? In what manner is it
performed?

13. Where do spectacles of this kind lead eventually to ballet?

Unit 2. READING COMPREHENSION AND RENDERING PRACTICE

Translate the following texts into Russian and make a synopsis of the text in
English applying the phrases for rendering.

International Dance Day - 29th April
Background

In 1982 the Dance Committee of the I'TI founded International Dance Day to be
celebrated every year on the 29th April, anniversary of Jean-Georges Noverre (1727-
1810), the creator of modern ballet. The intention of the «International Dance Day
Message» is to celebrate Dance, to revel in the universality of this art form, to cross all
political, cultural and ethnic barriers and bring people together with a common
language - Dance.
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Every year a message from an outstanding choreographer or dancer is circulated
throughout the world. The personality is selected by the founding entity of the
International Dance Day - the International Dance Committee of the ITI, which
collaborates with World Dance Alliance, a Cooperating Member of the ITI.

Together with the World Dance Alliance, I'TI and its Dance Committee celebrate
International Dance Day at UNESCO in Paris.

Message of International Dance Day 2014
Mourad Merzouki's Message

Every artist takes pride in his art.

Every artist will always defend the art form whose encounter has changed his
life.

For that which he has sought and lost and for that which he has the burning desire
to share: be it the echo of a voice, the discovered word, the interpretation of a text for
humanity, the music without which the universe will stop speaking to us, or the
movement which opens the doors to grace.

I have, for dance, not only the pride of a dancer and choreographer, but profound
gratitude. Dance gave me my lucky break. It has become my ethics by virtue of its
discipline and provided the means through which I discover the world daily.

Closer to me than anything else, it gives me strength each day through the energy
and generosity as only dance can. Its poetry comforts me.

Could I say that I wouldn’t exist without dance? Without the capacity for
expression it has given me? Without the confidence I have found in it to overcome my
fears, to avoid dead ends?

Thanks to dance, immersed in the beauty and complexity of the world, I have
become a citizen. A peculiar citizen who reinvents the social codes in the course of his
encounters, remaining true to the values of the hip-hop culture which transforms
negative energy into a positive force.

I live and breathe dance daily as an honour. But I am living with this honour
deeply concerned. I witness around me the loss of bearings and the inability of some
of the youth from the working class, growing up in tension and frustration, to imagine
their future. I am one of them; so are we all. I am driven, perhaps more than others, by
setting an example, to help them fuel their lust for life.

For isn’t society richer with the richness of each of us?

Culture, more than any discourse, unites. So have courage and take risks despite
the obstacles and the hatred with which you will no doubt be confronted; the beauty of

the world will always be by your side. Like dance has been for me. With its singular
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force to eliminate social and ethnic distinctions, leaving but the movement of bodies in
their essence, of human beings returning to their pure expression, unique and shared.

I would like to end by quoting René¢ Char whose words remind me daily to not
let anyone confine us to scripted roles.

“Push your luck, hold on tight to your good fortune, and take your risk. Watching
you, they will get used to it.”

So try, fail, start all over again but above all, dance, never stop dancing!

Mourad MERZOUKI

Born in Lyon in 1973, Mourad Merzouki began practicing martial arts and
circus arts at the age of seven. When he was fifteen, he encountered hip-hop culture for
the first time and through it, he discovered dance.

He quickly decided to develop this form of street art while also experimenting
with other choreographic styles, particularly with other dance artists Maryse Delente,
Jean-Frangois Duroure and Josef Nad;.

The wealth of his experiences fed his desire to direct artistic projects, blending
hip hop with other disciplines. It is what he did in 1989 with Kader Attou, Eric Mezino
and Chaouki Said when he created his first company ‘Accrorap’.

In 1994 the company performed Athina during Lyon’s Biennial Dance Festival;
it was a triumph that brought street dance to the stage.

Merzouki’s travels have led him into unchartered territory, where dance can be
a powerful means of communication. In order to develop his own artistic style and
sensitivity, Merzouki established his own company, Kéfig, in 1996.

In January 2006, the Company Kéfig began residing in Espace Albert Camus in
Bron. This linked theatre with the festival Karavel, created in 2007 by Mourad
Merzouki, programming notably around 10 hip hop companies and other events in the
city.

In parallel, he imagined and conceived a new place of choreographic creation
and development, which led to Pole Pik opening its doors in Bron in 2009.

In June 2009, Mourad Merzouki was appointed director of the Centre
chorégraphique de Créteil et du Val de Marne. He continues to develop his projects
there, with an accent on openness to the world. In 18 years, the choreographer has
created 22 productions, and his company gives on average 150 performances per year
around the world.
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Unit 3. DISCUSSION

8. Study the expressions in the Useful Language box, which are used to express
different language functions. The list of expressions in each function can be
continued. Think of the expressions, which can be added to each function.

USEFUL LANGUAGE

Starting conversation Generalizing
I’1l start by saying that ... It is a well-known fact ...
In the first place I would like to say ... It is common knowledge that ...

Admittedly ...
Discussing main ideas Connecting ideas
What really matters is ... While on the subject of ...
I think it would be best to ... Besides that ...
There are many advantages and | Furthermore ...
disadvantages here ... By the way ...

Moreover ...
Expressing contrast Drawing conclusions
On the other hand ... In conclusion ...
Although ... In view of all this ...
But ... Summing it up ...
However ... Inaword ...
Despite ... In short ...
In spite of ... On the whole ...

9. Read what famous people said about doing dancing. Discuss the position of the
authors. Support your point of view with reasons and examples from your
reading, your observations or your own experience. Use the expressions from the
Useful language box to develop your idea and express your opinion.

1. I would believe only in a God that knows how to dance. ~ Friedrich Nietzsche

2. Nobody cares if you can't dance well. Just get up and dance. ~ Dave Barry

3. Dancing is like dreaming with your feet! ~ Constanze

4. The truest expression of a people is in its dance and in its music. Bodies never lie.
~Agnes de Mille

5. Dancers are the messengers of the gods. ~ Martha Graham
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6. You can dance anywhere, even if only in your heart. ~ Author Unknown

7. Dancing: the vertical expression of a horizontal desire legalized by music. ~ George
Bernard Shaw

8. Dancing in all its forms cannot be excluded from the curriculum of all noble
education; dancing with the feet, with ideas, with words, and, need I add that one must
also be able to dance with the pen? ~ Friedrich Nietzsche

9. Dance is the hidden language of the soul. ~ Martha Graham

10. Read proverbs about dancing. Translate them into Russian and make up a
story with one of the proverbs in English.

1. A fool's heart dances on his lips. — (French proverb)

2. He who has no shoes dances in his socks. — (German proverb)

3. Those who dances poorly, blames the musician. — (Thai proverb)

4. A fly that dances carelessly in front of a spider's web, risks the wrath of the spider's
teeth. — (African proverb)

5. A full belly dances better than a fine coat. — (Danish proverb)

Unit 4. FOCUS ON POETRY

11. Read the poem (consulting a dictionary). Try to make a free translation of the
poem (in writing) or its rhymed version (if you can). Express the main idea in
brief. Learn the poem by heart.

The Ballet
(by Mika-Stevens, Genevieve)

old post from last year...

"Music Maestro," the music softly plays,
The curtain lifts, the ballet begins,
People sit on the edge of their seats,
Tasting the sweetness of the violins-

The dancers make not a sound,
As their slippers touch the stage,
The audience, still, gazing forward,
So intimately engaged-
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The music pitches soft, then loud,
Creating a somber mood,
Cabrioles, jetes, arabesques, plies,
An ambiance of mystery, the dancers all exude.

The dancers paint a canvas,
Gracefully moving, white sylph-like silhouettes,
The "Prima Ballerina Assoluta" twirls,
Executing perfect en-point pirouettes-

This ballet tells the story,
Of how a peasant girl, from a broken heart, dies,
Her last dance - a spectacular performance,
Brings tears to the audience's eyes.

The ballet nears its dramatic ending,
Dancers complete their last entrechats,
Spellbinding, flawlessly done,

A standing ovation for them all-

The music stops, the Maestro takes a bow,
The curtain lifts, then falls,
The applause of the audience demands,
A number of curtain calls-

The dancers retreat backstage to celebrate,
This was their "Prima's" last dance - she retired today,
Inside, the dancers weep softly,
Outside, people praise the ballet.
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Chapter TWO

Choreography

Unit 1. READING AND TRANSLATION PRACTICE

Choreography, the art of creating and arranging dances. The word derives from
the Greek for “dance” and for “write.” In the 17th and 18th centuries, it did indeed
mean the written record of dances. In the 19th and 20th centuries, however, the
meaning shifted, inaccurately but universally, while the written record came to be
known as dance notation.

The composition of dance is creative in the same way in which the composition
of music is. The notation of dance, however, is a work of analysis and reporting,
performed generally by people other than the choreographer, in language or signs that
may well not be understood by the creator.

During the Renaissance, dance masters in Italy, such as Domenico da Piacenza,
taught social dances at court and probably began to invent new ones or arrange variants
of known dances, thus combining a creative function with their educational ones.
Staged ballet employed the same steps and movements as social dance and differed
from it principally in floor arrangement and visual projection.

In the 16th century, dance masters at the French court so organized the floor
patterns and theatrical and artistic contexts of their social dances as to initiate a
choreographic form, the ballet de cour. In the two centuries that followed, the gap
between social dance and theatrical dance widened until ballet in the 19th century
achieved a basically independent vocabulary.

The ballet master of this era, the choreographer, was an arranger of dance as a
theatrical art. The giant of late 18th-century choreographic art was Jean-Georges
Noverre, whose work and writings made the dramatic ballet, or ballet d’action,
celebrated. In this, ballet incorporated mime as well as academic dances, giving
expression to the dance by narrative and histrionic context. After Noverre and his
contemporary Gasparo Angiolini, others developed this trend in various ways -
especially Jean Dauberval in the realistic depiction of contemporary country folk,
Charles Didelot in moving toward Romantic stage illusion and fantasy, and Salvatore
Vigano in the dramatic use of the ensemble (choreodramma) and naturalness of tragic
gesture.

The choreographers of the Romantic Movement employed ballet, as codified by
such masters as Carlo Blasis, chiefly in the ballet d’action theatrical forms of Noverre’s
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day or in opera divertissements (balletic interludes). The ballerina, her role heightened
by the newly invented pointe work (position of balance on extreme tip of toe), and the
female corps de ballet both acquired new prominence. The choreographers who best
developed the art of theatrical dance narrative were August Bournonville in
Copenhagen; Jules Perrot, particularly in London and St. Petersburg; and Marius
Petipa, who in St. Petersburg brought the spectacular classical ballet d’action to its
peak in such works as The Sleeping Beauty, in which extended and complex suites of
classical dance brought poetic and metaphorical expression to the plot.

Early modern dance in the United States introduced new elements of movement
and expression; and in ballet the work of Michel Fokine emphasized more naturalistic
styles and a more potent theatrical image than had Petipa’s ballet classicism. Since
then, choreographic forms have varied between the poles of representation and
abstraction.

Dance notation in the 20th century came to be concerned with basic movement
as well as formal dance and was assisted by the invention of new systems of abstract
symbols—those of Rudolf von Laban and Rudolf Benesh being the most influential.
Labanotation was the first to indicate duration, fluency, or intensity of movement.
Today, these systems and others continue to evolve rapidly, amplified by film and
videotape.

Choreography evolved no less rapidly. Methods of composition vary radically—
some choreographers using their dancers’ improvisations as raw material, others
devising every movement prior to rehearsal. Merce Cunningham radically changed the
context for choreography in his attitude to music and decor as coincidental (rather than
collaborative or supportive) to dance, in his employment of chance methods in dance
composition and organization, and in his use of nontheatrical performance space. He,
George Balanchine, and Sir Frederick Ashton became the leading exponents of
classical or abstract dance; but the latter two—Ilike Martha Graham, Leonide Massine,
Jerome Robbins, and others—also produced major representational works of
choreography. The only absolute rules in choreography today are that it should impose
order upon dance beyond the level of pure improvisation and that it should shape dance
in the three dimensions of space and the fourth dimension of time, as well as according
to the potential of the human body.

Essential Vocabulary

shift [[ift] v — MmeHsTB(CS)
universally [ju:ni'v3:soli] adv — moBceMecTHO; YHHMBEpPCAIbHO, €IMHOMIYIIHO;
oO1enpu3HaHHO
inaccurately [1n ®kjorotli] adv — HeToUHO; HEaKKypaTHO
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notation [nov 'ter/n] n — 3anuck, 0003HaAYEHUE, 3AMTMCHIBAHKE

sign [sain]| n — 3HaK

Renaissance [ro neisons] n - a1ioxa peHeccaHnca

at court [t ko:t] n - npu nBOpe

employ [1m ploi] v - UcoOaB30BaTh, MPUMEHSITh

differ [ 'difo] v - ornmuyaTecs, paznuyaTbes

pattern [ paton] n — pUCyHOK, y30p

initiate [1 nif1rt] v — ”HUIIUUPOBATH

gap [gep] n — ri1y0oKoe pacxoKJIeHHUE, pa3phiB

achieve [o'f1:v] v — gocturarb, 100uBaThCS

incorporate [1n'ko:porit] v - BKItouath B (COCTaB 4ero-J.); 3aKiI04aTh, COACPKATh B
cebe

histrionic a - gpamaTuyeckuil, TeaTpAIbHBINI

contemporary [kon temporari] n — COBpeMEeHHUK

develop [d1 velop] v - pa3pabaTbiBaTh, KOHCTPYHUPOBATh, CO3/1aBATh

depiction [d1 pik[n] n - u306pakeHue, oroOpaxxeHue

divertissement [divertis' ma:n] n — pa3pineyeHue, AMBEPTUCMEHT

heighten [haitn] v - moBbIIIATE; yCUTUBATH; ACNATh BBIIIE WA BEICOKUM

acquire [0 kwaio] v - mony4aTs, IproOpeTaTh; OBJIaJIeBaTh; JOCTUTATh; U3BJICKATh
prominence [ prominons| n — U3BECTHOCTb, 3HAUUMOCTD; BbIIAIOLIEECS MOJIOKEHHUE
suite [swi:t] n — HaOOp, KOMIUIEKT

spectacular [spek'tekjolo] adj — adbpexTHBIN, UMIO3aHTHBIHN; 3aXBaTHIBAIOIIHI
plot [plot] n — croxer, 3ambIicen

be concerned with [bi: kon's3:nd wid] — umeTts aemno ¢

assist [o's1st] v - moMoraTh, COJIEHCTBOBATh, CIOCOOCTBOBAaTh, OKa3hIBaTh IIOMOIIh
influential [inflo'enfol] adj - BiuATenbHBIN, Ba)KHBIM, 00JIaJAIOMIUNA BIIACTHIO,
BIIUSTHACM

indicate [ 'indikeit] v - yka3piBaTh, TOKa3bIBaTh

fluency [ flu:onsi] n - mIaBHOCTH; OETIIOCTH

evolve [1'volv] v — pa3BuBaTh(cs )

amplify [ ‘@mplifai] v - ycunusatb, yBeIM4unBaTh

devise [di'vaiz] v - pa3pabaTbiBaTh, MPOAYMBIBaThH (IJIaHbI, MJI€U); BbIIYMBIBATb,
nU300peTaTh; MPUIAYMBIBATH

prior to [ praio tu:] - 710, 10 MOMEHTA, MEPE; PaHbIIIE; MPEKIE

rehearsal [r1'h3:s0l] n — peneTurus

décor [d1'ko:r] n - gexop, odhopmiieHue, AeKopalus, yOpaHCTBO, yKpallleHne
attitude [ etitju:d] n - mo3unus; OTHOIIIEHUE

coincidental [koouinsi dentl] adj — cimyuaitniii

collaborative [ko'l&barativ] a - cOBMeCTHBIN, KOJUIEKTUBHBIN, COTPYIHUYECKUN
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exponent [eks'pounont] n - mpeacTaBUTENb, CTOPOHHHUK, HCTOJKOBATENb (UACH,

HaIlpaBJICHUSA U T. H), HUCIIOJIHUTCIIb, MACTCP

impose [1m povz] v — HaBA3BIBATH

Exercises

1. Translate the following words and

word combinations or find Russian

equivalents.

1. the art of creating and arranging | 11. giving expression to the dance by
dances narrative and histrionic context

2. to derive from 12. in moving toward Romantic stage

3. the written record of dances illusion and fantasy

4. to be known as dance notation 13. naturalness of tragic gesture

5. in the same way 14. position of balance on extreme tip of

6. during the Renaissance toe

7. to differ from 15. the art of theatrical dance narrative

8. in floor arrangement and visual | 16.between the poles of representation
projection and abstraction

9. the gap between social dance and | 17. prior to rehearsal

theatrical dance

10.to achieve a basically independent

vocabulary

18. in one’s attitude to music and décor
19. to become the leading exponents of
classical or abstract dance

20. according to the potential of the
human body

2. Translate the following sentences into Russian.

1. The word derives from the Greek for “dance” and for “write.”

2. In the 19th and 20th centuries, however, the meaning shifted, inaccurately but
universally, while the written record came to be known as dance notation.

3. The composition of dance is creative in the same way in which the composition of
music is.

4. Staged ballet employed the same steps and movements as social dance and differed
from it principally in floor arrangement and visual projection.

5. In the two centuries that followed, the gap between social dance and theatrical dance
widened until ballet in the 19th century achieved a basically independent vocabulary.
6. The ballet master of this era, the choreographer, was an arranger of dance as a

theatrical art.
22



7. The choreographers of the Romantic movement employed ballet, as codified by such
masters as Carlo Blasis, chiefly in the ballet d’action theatrical forms of Noverre’s day
or in opera divertissements (balletic interludes).

8. Early modern dance in the United States introduced new elements of movement and
expression.

9. Today, these systems and others continue to evolve rapidly, amplified by film and
videotape.

10. Methods of composition vary radically—some choreographers using their dancers’
improvisations as raw material, others devising every movement prior to rehearsal.

3. Fill in the gaps in the sentences below with the words and expressions from the
box.

particularly, prior to, according to, upon, beyond the level of, no less, to
be known as

1. The only absolute rules in choreography today are that it should impose order
dance pure improvisation and that it should shape dance in the three

dimensions of space and the fourth dimension of time, as well as the potential
of the human body.

2. Some choreographers using their dancers’ improvisations as raw material, others
devising every movement rehearsal.

3. Choreography evolved rapidly.

4. Jules Perrot, in London and St. Petersburg; and Marius Petipa, who in St.

Petersburg brought the spectacular classical ballet d’action to its peak in such works as
The Sleeping Beauty.

5. In the 19th and 20th centuries, however, the meaning shifted, inaccurately but
universally, while the written record came dance notation.

4. Find English equivalents for the following Russian expressions and words.

. 3TO JIEUCTBUTEIHHO O3HAYAET

. HETOYHO, HO YHUBEPCAIBHO

. paboTa aHaIM3a U OTYETHOCTH

. B KOHQUTYpaIMK 1Moja 1 BU3yaTbHOU MPOEKLIUU

. HaroJIbHbIE PUCYHKU U TeaTpajbHbIE U Xy/10)KECTBEHHbIE KOHTEKCTBI
. apaHKUPOBIIUK TaHLIA KaK BUJA TEaTPaJIbHOTO UCKYCCTBA

. TUTAHT XopeorpaduyecKkoro uckyccTBa KoHua 18-ro Beka

0 3N D kWL~

. 0ajieT BKIIIOYAI ITAHTOMHUMY, d TAKKC aKaJCMHYCCKUC TAHIIbI
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9. npuaaBasd BBIPAKCHUC TaHIOY IIPH IIOMOIOMW ITOBCCTBOBAHUA U TCATPAJIBHOI'O
KOHTCKCTA

5. Match the words below with their definitions.

1. choreography a. invention of music, dances, words, etc.

from your imagination, rather than
2. choreographer planning or preparing it first

b. a type of art that can combine acting,
3. ballet dance, etc. to express an idea

c. amusement of people in a way that
4. improvisation gives them pleasure

d. a performance in which dancing and
5. performance music tell a story without any speaking
6. ballerina e. an arranger of dance as a theatrical art

f. the art of arranging how dancers should
7. divertissement move during a performance

g. a woman who dances in ballets
6. Translate the following sentences into English.

1. B 19 u 20 Bekax, 0lHAKO, CMBICII CMECTHUJICA, HETOYHO, HO YHUBEPCAIBHO, B TO
BpeMsl Kak IIMCbMEHHAas 3alliCh CTajla M3BECTHA KaK TaHIEBaJIbHAs CHCTEMa
0003HaYCHMUS.

2. CucreMa 0003HaYEHUS TaHIIa, OJTHAKO, 3TO - MPOU3BEICHUE aHAJIM3a U OTYETHOCTH,
KOTOpPOE, KaK MPaBUJIO, OCYIIECTBISCTCS OTIUYHBIMU OT Xopeorpada JIOIbMH, TIPU
MTOMOIIIH SI3bIKAa WJIM CUMBOJIOB, KOTOPHIE MOTYT M HE OBITh MIOHATHBIMH CO3/IaTEJIIO.

3. B 16-M Beke, TaHIleBaJIbHBIE MacTepa Mpu (paHIly3CKOM JIBOPE TaK OPraHU30BAIH
HaIoJbHbIE PUCYHKH U TeaTpalibHble U XYJO0KECTBEHHBIE KOHTEKCTBHI CBOHX
COIIMAJIBHBIX TaHIIEB, YTO TIOJIOKWUIM Hayajgo xopeorpaduueckoir Qopme,
MPUABOPHOMY Oanery.

4. Xopeorpadgpl  POMAHTHYECKOTO  HANpaBICHUS  HUCIOJIL30BAIM  Oa’er,
MpeCTaBICHHbIA TakuMU MacTepamu, kak Kapno bnacuc, riaBHeIM o0pa3oM B
Tearpa’dbHbIX (opmax Oanera geilicTBuii smoxu  HoBeppa wuimm B ONEpPHBIX
TUBEpTUCMEHTaX (0aIeTHBIX HHTEPMEIUSX ).

5. banepuHa, ee poib BO3pOCia BCIEICTBHE HEAABHO H300PETEHHBIX IYaHTOB
(monokeHre paBHOBECHUs] HAa KpallHEM KOHYHMKE Tajblla), M KXEHCKUU Kopjaebaner
TaKke IproOpes HOBYIO U3BECTHOCT.
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6. B Oanere pabora Muxamna @okuHa Jenaga OCOOBIM aKIEHT OoJibllie Ha
HATYPaJIMCTUYECKHE CTUIM U 0oJiee MOIIHBINA TeaTpaldbHBIA 00pa3, yeM 3TO OBUIO B
OanietHoil knaccuke [letuna.

7. C Tex mop, xopeorpaduueckue (HOPMBI PA3NTUUYAIOTCS MEXAY MOI0CaMU
peTpe3eHTaIu 1 a0CTPaKIIHH.

8. Cucrema o6o3nauenus tanua Pynonsda don Jlabana 611 nmepBoi, KoTopas ykazana
JUTATENBHOCTb, IMJIABHOCTb, WJIM MHTCHCUBHOCTD JABM)KCHHUSL.

9. CeromHsi 3TH W JAPYrHe€ CHUCTEMBI MPOJOJKAIOT Pa3BUBATHCS CTPEMHUTEIHLHBIMU
TEMIIaMH, YCHJIMBASICh TP MIOMOIIX UCTIOIB30BaHUS KHHO-U BUJICOTIIICHKH.

7. Answer the questions.

. What is choreography?

. What does the word derive from?

. In what centuries did the meaning of the word shift?

. The composition of dance is creative, isn’t it?

. What kind of procedure is the notation of dance?

. What dances did dance masters teach in Italy during the Renaissance?

. In what ways did staged ballet differ from social dance?

. What choreographic form did dance masters at the French court initiate?

O 00 1 &N L & W N —

. Who was the giant of late 18th-century choreographic art
. What did ballet d’action incorporate?

ok
— O

. Did others develop ballet d’action in various ways?

[E—
(\9)

. What were the choreographers of the Romantic Movement famous for?

[E—
(8]

. What was the ballerina’s role heightened by?

[E—
~

. What choreographers best developed the art of theatrical dance narrative?

[E—
[9)]

. What new elements did early modern dance introduce in the United States?

[E—
N

. Was Petipa’s ballet classicism different from the ballet work of Michel Fokine?

[E—
-

. What did dance notation come to be concerned with in the 20th century?

[E—
o0

. What choreographer radically changed the context for choreography?

19. What choreographers are considered to be the leading exponents of classical or
abstract dance?

20. What are the only absolute rules in choreography today?

Unit 2. READING COMPREHENSION AND RENDERING PRACTICE

Translate the following texts into Russian and make a synopsis of the text in
English applying the phrases for rendering.
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Choreography

Choreography, the art of creating and arranging dances. The word derives from
the Greek for “dance” and for “write.” In the 17th and 18th centuries, it did indeed
mean the written record of dances. In the 19th and 20th centuries, however, the
meaning shifted, inaccurately but universally, while the written record came to be
known as dance notation.

The composition of dance is creative in the same way in which the composition
of music is. The notation of dance, however, is a work of analysis and reporting,
performed generally by people other than the choreographer, in language or signs that
may well not be understood by the creator.

During the Renaissance, dance masters in Italy, such as Domenico da Piacenza,
taught social dances at court and probably began to invent new ones or arrange variants
of known dances, thus combining a creative function with their educational ones.
Staged ballet employed the same steps and movements as social dance and differed
from it principally in floor arrangement and visual projection.

In the 16th century, dance masters at the French court so organized the floor
patterns and theatrical and artistic contexts of their social dances as to initiate a
choreographic form, the ballet de cour. In the two centuries that followed, the gap
between social dance and theatrical dance widened until ballet in the 19th century
achieved a basically independent vocabulary.

The ballet master of this era, the choreographer, was an arranger of dance as a
theatrical art. The giant of late 18th-century choreographic art was Jean-Georges
Noverre, whose work and writings made the dramatic ballet, or ballet d’action,
celebrated. In this, ballet incorporated mime as well as academic dances, giving
expression to the dance by narrative and histrionic context. After Noverre and his
contemporary Gasparo Angiolini, others developed this trend in various ways—
especially Jean Dauberval in the realistic depiction of contemporary country folk,
Charles Didelot in moving toward Romantic stage illusion and fantasy, and Salvatore
Vigano in the dramatic use of the ensemble (choreodramma) and naturalness of tragic
gesture.

The choreographers of the Romantic movement employed ballet, as codified by
such masters as Carlo Blasis, chiefly in the ballet d’action theatrical forms of Noverre’s
day or in opera divertissements (balletic interludes). The ballerina, her role heightened
by the newly invented pointework (position of balance on extreme tip of toe), and the
female corps de ballet both acquired new prominence. The choreographers who best
developed the art of theatrical dance narrative were August Bournonville in

Copenhagen; Jules Perrot, particularly in London and St. Petersburg; and Marius
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Petipa, who in St. Petersburg brought the spectacular classical ballet d’action to its
peak in such works as The Sleeping Beauty, in which extended and complex suites of
classical dance brought poetic and metaphorical expression to the plot.

Early modern dance in the United States introduced new elements of movement
and expression; and in ballet the work of Michel Fokine emphasized more naturalistic
styles and a more potent theatrical image than had Petipa’s ballet classicism. Since
then, choreographic forms have varied between the poles of representation and
abstraction.

Dance notation in the 20th century came to be concerned with basic movement
as well as formal dance and was assisted by the invention of new systems of abstract
symbols - those of Rudolf von Laban and Rudolf Benesh being the most influential.
Labanotation was the first to indicate duration, fluency, or intensity of movement.
Today, these systems and others continue to evolve rapidly, amplified by film and
videotape.

Choreography evolved no less rapidly. Methods of composition vary radically -
some choreographers using their dancers’ improvisations as raw material, others
devising every movement prior to rehearsal. Merce Cunningham radically changed the
context for choreography in his attitude to music and decor as coincidental (rather than
collaborative or supportive) to dance, in his employment of chance methods in dance
composition and organization, and in his use of nontheatrical performance space. He,
George Balanchine, and Sir Frederick Ashton became the leading exponents of
classical or abstract dance; but the latter two - like Martha Graham, Leonide Massine,
Jerome Robbins, and others - also produced major representational works of
choreography. The only absolute rules in choreography today are that it should impose
order upon dance beyond the level of pure improvisation and that it should shape dance
in the three dimensions of space and the fourth dimension of time, as well as according
to the potential of the human body.

Unit 3. DISCUSSION

8. Study the expressions in the Useful Language box, which are used to express
different language functions. The list of expressions in each function can be
continued. Think of the expressions, which can be added to each function.

USEFUL LANGUAGE
Expressing agreement Expressing disagreement
That’s right. I’m afraid I disagree.

27



I think so too.
I totally agree
I quite agree with that point of view

Nothing of the kind.
Quite the opposite.
I can’t agree with that point of view.

Developing the idea

In this connection I’d like to add ...
What is more ...

There is one more thing to be noted ...

Giving opinions

I really think ...

It is my belief that ...

In my opinion ...

It’s everybody’s opinion ...

Expressing contrast
Although ...

But ...

However ...

Despite ...

In spite of ...

Drawing conclusions
In view of all this ...
Summing it up ...
Inaword ...

In short ...

On the whole ...

9. Match the expression in the left column with synonymous expression in the
right one and complete the Useful Language box with these expressions

accordingly.

1. In conclusion

2. On the other hand

3. I might as well add that
4. My point is that

5. That’s true

6. Quite the contrary

a. I believe that

b. More than that

c. [ agree

d. To sum up

e. [ don’t agree

f. while I accept that

10. Read what famous people said about choreography. Discuss the position of the

authors. Support your point of view with reasons and examples from your

reading, your observations or your own experience. Use the expressions from the
Useful language box to develop your idea and express your opinion.

1. Choreography is mentally draining, but there's a pleasure in getting into the studio

with the dancers and the music. - Alvin Ailey

2. Choreography is writing on your feet. — Bob Fosse

3. Choreography and creativity — it’s my matrix; let’s see where we can move. — Wayne

McGregor

4. One bold inspiration choreographs a dance with promise. - Mary Anne Radmacher
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5. In the arena of human life, the honors and rewards fall to those who show their good
qualities in action. — Aristotle

6. Choreography is simpler than you think. Just go and do, and don't think so much
about it. Just make something interesting.” - George Balanchine

7. Good choreography fuses eye, ear and mind. - Arlene Croce

8. A choreographic idea flows only as fast as the initiator can communicate it to bodies
and see them realize it. - Marcia B. Siegal

9. Dancers are instruments, like a piano the choreographer plays. - George Balanchine

11. Read proverbs about choreography. Translate them into Russian and make
up a story with one of the proverbs in English.

1. Actions speak louder than words. — (Anonymous)

2. Fall seven times, stand up eight. — (Japanese proverb)

3. Only a fool tests the depth of the water with both feet. — (African Prover)
4. The longest journey begins with a single step. — (ancient Chinese proverb)
5. Forget injuries, never forget kindnesses. — (Chinese proverb)

Unit 4. FOCUS ON POETRY

12. Read the poem (consulting a dictionary). Try to make a free translation of the
poem (in writing) or its rhymed version (if you can). Express the main idea in
brief. Learn the poem by heart.

Dancing Is In My Blood
(by CayCay Jenning)

Moving as prescribed, keeping bodies correct,
Is life denied and confined within limits.

Our souls course divine life and truth through our blood.
They feel thirst for spirit’s flood to seek a burst.
Even the first primitive man’s blood did flow
A spirit overran with want to let go.

Our souls crave dance, our blood pulses with a need
To relax our stance, let intellect recede,
So a freedom trance may then freely proceed.
Expressing soul’s need to soar over body
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So perception is denied complete control
And spirit may spree, is a blood driven goal.

Every culture ever here, since time began,
Found rhythm to explore for it attracted man.
All souls desire a chance to feel an expanse,
A joyous freedom expressed well when we dance.
This is what soars in my blood and others, too,
And why I often dance in my living room.

30



Chapter THREE

Types of Dance

Unit 1. READING AND TRANSLATION PRACTICE

The division of dance into types can be made on many different grounds.
Function (e.g., theatrical, religious, recreational) is an obvious ground, but distinctions
can also be made between tribal, ethnic, and folk dance, between amateur and
professional, and above all between different genres and styles.

Genre and style are relatively ambiguous terms. They depend on analyses of
movement style, structure, and performance context (i.e., where the dance is
performed, who is watching, and who is dancing) as well as on a cluster of general
cultural attitudes concerning the role and value of dance in society. Genre usually refers
to a self-contained formal tradition such as ballet, within which there may be further
subgenres, such as classical and modern ballet. (Some critics consider modern dance
as an independent genre with a subgenre of postmodern dance, but others subsume both
categories under ballet, along with other theatre dance forms such as jazz.) Within
subgenres, different styles can be distinguished, such as those of Ashton, MacMillan,
and Balanchine in modern ballet and Graham and Cunningham in modern dance. Style
as used here embraces many elements, including a preference for certain kinds of
movement (fast, slow, simple, or intricate) or for particular kinds of energy and attack
(sharp, edgy, and hard, as opposed to soft and fluid). It also embraces different ways
of phrasing movement or of arranging dancers into groups, as well as an interest in
certain kinds of music or design. Perhaps the most obvious division between types is
that between theatre and non-theatre dance. The separation of dancer and spectator in
theatre dance has tremendous influence on the style of the dance itself and on its
reception as an art form. In theatre dance the professionalism of dancer and
choreographer, the presentation of dramatic and formal movement, the use of visual
effects, and even the philosophical question of the role of the spectator reach their most
sophisticated level. In non-theatre dance the unity of dancer and spectator, of
observation and participation, means that the dance styles and even the function within
the social group are quite different from those of theatre dance.

Of course, the division between the two types is not as clear in practice as in
theory. For example, although ethnic and folk dances are not, in theory, theatre dances,
many of them are preserved, choreographed, and presented to audiences in theatrical
settings. Some scholars have even argued that ballet is an ethnic dance form that grew
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out of the European dance tradition. On the other hand, Indian and Southeast Asian
dance forms are usually called ethnic dances, but within these traditions there are
numerous classical dances whose theatrical settings and elaborate choreographies
qualify them as theatre dances.

Essential Vocabulary

division [d1'vi3on] n - pa3aenenue, aeneHue

ground [gravnd] n — ocHOBaHUE

recreational [rekri eifonl] adj - pexpeanmoHHbIH, TFOOUTETBLCKHUI

obvious [ 'obvios] adj - oueBUIHBIN, SBHBIN, HATJISTHBIA

distinction [d1s tigk/n] n - pasnuuue, oTauumne

amateur [ @moto:] adj — mroOuTeIBCKUI

ambiguous [&m bigjuos] adj — HEOTHO3HAYHBIN, IBYCMBICICHHBIN

depend on [d1 pend on] v — 3aBuceTh OT

cluster [ 'klasto] n — rpymma, kinactep, CKorieHUE

attitude [ etitju:d] n — oTHOIICHUE

refer to [11 f3: tu:] v — OTHOCUTBCS, KacaThCs

subsume v — BKJIIOYaTh B KaKylO-J. KaTE€TOPHIO, OTHOCUTh K KaKOH-JI. KaTeropuu,
TpyHIe u T. II.

distinguish [dis tiggwi[] v — oTin4arthk, pa3auvarh

embrace [1m breis] v — oXBaThIBaTh

intricate ['intrikit] adj — cioxHbIN, 3aTEHIUBBIN, NPUYYIJIUBBIN, W30LIPEHHBIN,
HETIPOCTOM

edgy [ 'edsi] adj — octpsrit, pe3kuit

fluid [ flu:id] adj — mutaBHBIN, TIAAKKI (O CTUIIE, PEUN)

separation [sepo reifn] n — oTaeNIeHHE; pa3eTeHNe

spectator [spek terto] n — 3purenb, HabIOAATENb, OOJIETBITUK

tremendous [tr1 mendos] adj — orpomHBIit

influence [ 1nfloons] n — BIusHUE, BO3AEHCTBUE, BIUATECIBHOCTD

reach [ri:f] v — qocTUrHyTh, 1OCTUTATH

sophisticated [so' fistikertid] adj - coxxHbIHN, N30IIPEHHBIN, YTOHUEHHBIN

preserve [pri z3:v] Vv — COXpaHSTh

numerous [ nju:moras] adj — MHOroUHCIEHHBIH

elaborate [1'l®borit] adj — cioXxHBINA, MPOIyMaHHBIN, 3aMbICIIOBATHIM, TIIATEIBHO
MPOJYMAaHHbIN, U30IIPEHHBIN

Exercises
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1. Translate the following words and word combinations or find Russian
equivalents.

1. the division of dance 9. within subgenres

2. on many different grounds 10. including a preference for certain
3. above all kinds of movement

4. relatively 11. particular kinds of energy and attack
5. as well as on a cluster of general | 12. as opposed to

cultural attitudes 13. the use of visual effects

6. a self-contained formal tradition 14. not as clear in practice as in theory

7. others subsume both categories under | 15. on the other hand

ballet 16. within these traditions

8. along with other theatre dance forms

2. Translate the following sentences into Russian.

1. The division of dance into types can be made on many different grounds.

2. Genre and style are relatively ambiguous terms.

3. Some critics consider modern dance as an independent genre with a subgenre of
postmodern dance.

4. Perhaps the most obvious division between types is that between theatre and non-
theatre dance.

5. Of course, the division between the two types is not as clear in practice as in theory.
6. Some scholars have even argued that ballet is an ethnic dance form that grew out of
the European dance tradition.

3. Fill in the gaps in the sentences below with the words and expressions from the
box.

along with, on the other hand, to, as, on, as well as, such
as

1. They depend analyses of movement style, structure, and performance

context (i.e., where the dance is performed, who is watching, and who is dancing)
on a cluster of general cultural attitudes concerning the role and value of

dance in society.

2. Genre usually refers a self-contained formal tradition such as ballet, within

which there may be further subgenres, classical and modern ballet.
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3. But others subsume both categories under ballet,

forms such as jazz.

other theatre dance

4. , Indian and Southeast Asian dance forms are usually called ethnic

dances.

5. But within these traditions there are numerous classical dances whose theatrical

settings and elaborate choreographies qualify them

theatre dances.

4. Find English equivalents for the following Russian expressions and words.

1. Mexay IUIEMEHHBIM, 3THUYECKUM U
HapOJHBIM TAHIIEM

2. W, MpexXIe BCEro, MEXAy pa3sHbIMU
KaHpPaMH B CTHJISIMU

3. 0 poiiM ¥ 3HAYCHUHU TaHIA B JKU3HU
o011ecTBa

4, caMoJI0CTaTOYHas
TpaguIus

5. B TOM 4YHCI€ U MPEANoYTeHUE

dbopmanbHas

OTIpEJICTICHHBIM BHUJIaM JIBUXKEHUS
6. oTmeneHUE TAaHLOpa M 3pUTENsS B
TeaTpaJIbHOM TaHIIE

7. BIWSIHUE Ha CTHJIb TaHIIa KaK TAKOBOT'O
Y Ha ero NpUHSITHE KaK BHUIa UCKYCCTBA
8. ToCcTHYL CBOEro HauboJiee CIIOKHOIO
YpOBHS

9. €eAMHCTBO TaHLIOpa U 3pUTENS

10.
TaHIIEBAJIBLHON TpaguIIun
11.
TaHIlaMHU

BbBIpOCJIA W3 EBporneickoit

OOBIYHO HAa3BIBAIOT ASTHUYECKUMU

12. B paMKax 3TUX Tpaaului

13. TeaTpasibHbIE HOCTAHOBKHU U CIIOMKHAS
xopeorpadus

14. kBanupUIMPOBATH KaK TeaTpaJibHbIC
TaHIbI

5. Match the words below with their definitions.

. society

. tradition
. critic
.jazz

. Spectator
. audience

N N BN

. scholar

a. an intelligent and well-educated person
b. a type of music that has a strong beat
and parts for performers to play alone

c. people in general, considered in
relation to the laws, organizations etc.
that make it possible for them to live
together

d. the people who watch or listen to a
particular programme, or see or hear a
particular artist’s, writer’s etc. work

e. a belief, custom, or way of doing
something that has existed for a long time,
or these beliefs, customs etc. in general
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f. someone who is watching an event or
game

g. someone whose job is to make
judgments about the good and bad
qualities of art, music, films etc.

6. Translate the following sentences into English.

1. XKanp, kak mpaBWIIO, OTHOCUTCS K CaMOJIOCTAaTOYHON (opManbHON Tpaaulnu,
TakoM, Kak OayieT, B paMKax KOTOPOTro MOTYT ObITh JajbHEHIINE MOMAKAHPHI, TAKHeE,
KaK KJJACCUYECKUH U COBPEMEHHBIN OaJer.

2. HekoTopble KPpUTUKH CUUTAIOT COBPEMEHHBIN TaHEIl KAK CAMOCTOSITEIbHBIN KaHp C
Cy0>kaHPOM ITOCTMOJEPHUCTCKOIO TaHIIA.

3. B TearpanbHOM TaHIle IpOo(pECCUOHAIN3M TaHLOBILKKA U Xopeorpada, n30KeHue
JIpaMaTHYeCKuX U (OpPMaNIbHBIX JIBH)KEHUM, UCIONIb30BAaHUE BU3YaIbHBIX 3 ()EKTOB,
U faxe QuIocoCKuil BOIpOC O poJin 3pUTENIS JOCTUTAET CBOETO HAauOO0JIee CI0KHOTO
YPOBHSI.

4. B HereaTpalbHOM TaHIIE €IMHCTBO TAHIIOpA W 3pUTENS, HAOIIOJEHUS U y4acTHs,
O3HAYAeT, YTO TAHIIEBAIbHBIC CTUIU U Jaxke QYHKIUU B paMKaX COLUATBLHOU IPYIIbI
CYILLECTBEHHO OTJINYAIOTCA OT T€X, YTO B T€aTPaJIbHOM TAHIIE.

5. Hanpumep, XOTs 3THHYECKME M HAPOJHBIC TAHIBI HE SIBISAIOTCS TEOPETUYECKHU
TEATPAIbHBIMUA TAaHIAMH, MHOI'ME W3 HUX COXPAaHWJIUCH, 3alMCaHbl TaHIICBAJIbHBIC
JBUKEHUS C IIOMOILBIO CUCTEMBI 3HAKOB U IPEICTABICHBI AyIUTOPUHN B TEATPAIbHBIX
IIOCTAaHOBKaX.

7. Answer the questions.

1. What different grounds can the division of dance into types be made on?
2. What genre and style depend on?
3. What tradition does genre refer to?
4. Do some critics consider modern dance as an independent genre with a subgenre of
postmodern dance?
5. What elements does style embrace?
6. What else does it embrace?
7. What is the most obvious division between types of dance?
8. What has tremendous influence on the style of the theatre dance?
9. Is non-theatre dance different from theatre dance?
10. Is ballet an ethnic dance form that grew out of the European dance tradition?
11. Are any classical dances within ethnic dances?
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Unit 2. READING COMPREHENSION AND RENDERING PRACTICE

Translate the following texts into Russian and make a synopsis of the text in
English applying the phrases for rendering.

Maggie Kast on Contemporary Choreography: Reclaiming the Sacred

BEFORE dance was ballet or modern, tap or jazz, waltz or disco, folk or square,
it was religious ritual. Across the globe, people have danced to commemorate the dead,
to give thanks for a victory, to pray for the crops to grow or for rain to come. In the
Judeo-Christian tradition, David danced before the ark of God (2 Samuel 6), and in
Psalm 150 we are instructed to “praise God with drums and dancing.” Liturgical dance
continues this tradition in modern worship settings.

Contemporary choreography draws on many roots and materials, including
social and popular dance (hip-hop and break-dancing, for instance), as well as ballet,
modern and tap techniques. Often it uses all of these materials in an effort to ritualize
performance, to return to the sacred, to reclaim for dance the deep meanings and
connections it once expressed.

Religious traditions themselves, however, have denied dance almost as many
times and places as they have embraced it, most notably in the Christian West, where
a body-soul dualism became deeply embedded. “Where there is dancing, there is the
devil,” said John Chrysostom, describing dancers as “people frisking like camels and
mules.” This view is as much a part of our heritage as our ritual roots.

Where does contemporary choreography stand in relationship to these roots? I
propose to trace the history of contemporary Western concert choreography from the
first modern dancers through the post-modern period to the present, with a view to
understanding the role of religious concerns and sacred meaning in this work. Religion
may appear as theme, as in the ethnography of Ruth St. Denis, who traveled across the
world and brought back sacred dances from many traditions. Sacred meaning may be
explicitly rejected, along with personal, emotional and narrative meanings. The sacred
may appear as an attitude toward dance, a sense of ascetic dedication toward the
discipline or reverence for the sacred studio space. Finally, the sacred may appear as
an effort to overcome the ritual/performance distinction by including the audience as
members of a celebrating community essential to the event, rather than as mere
spectators.

The modern dance movement began as a revolt against the codified gestural
vocabulary of ballet, defined originally in the court of the French King Louis X V1. This
elite and precious tradition was challenged at the World’s Fair in Chicago in 1893,
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where the “butterfly” dances of Loie Fuller created a sensation. Using theatrical light
and great swags of white fabric, she amazed audiences on the midway not so much
with her body as with the illusions of clouds and flight. In 1900, Isadora Duncan took
off her corsets and shoes and performed a free and improvisational kind of dance in the
salons of Paris. She based her movement on the forms of classical antiquity, inspired
by her study of Greek sculpture and vases. More prophet than priest, she did not codify
or record her work. Some scholars and performers have attempted to recreate her
pieces, but much guesswork is involved. Ruth St. Denis, on the other hand, was both
priest and ethnographer of dance. She traveled widely and recreated the dances she
discovered. She selected exotic elements from her material and rearranged them to
serve as entertainment, but she maintained a focus on the sacred in various cultures.
This focus is reflected in the “Credo” of Ted Shawn, with whom she worked in
partnership for many years as “Denishawn.” He wrote, “I believe that dance is the most
perfect symbol of the activity of God and His angels.”

Unit 3. DISCUSSION

8. Study the expressions in the Useful Language box, which are used to express
different language functions. The list of expressions in each function can be
continued. Think of the expressions, which can be added to each function.

USEFUL LANGUAGE

Expressing agreement

That’s right.

I think so too.

I totally agree

I quite agree with that point of view

Expressing disagreement

I’m afraid I disagree.

Nothing of the kind.

Quite the opposite.

I can’t agree with that point of view.

Developing the idea

In this connection I’d like to add ...
Another reason why ...
What is more ...

There is one more thing to be noted ...

Giving tentative advice

I think you should perform ...
You’d better perform ...

Why don’t you perform? ...
If I were you I’d perform ...

Expressing surprise

It’s rather surprising that ...
How strange (odd) ...

I’m very surprised that ...

Incredibly ...

Drawing conclusions
In view of all this ...
Summing it up ...
Inaword ...

In short ...

37




Wasn’t it strange that ... On the whole ...

9. Match the expression in the left column with synonymous expression in the
right one and complete the Useful Language box with these expressions
accordingly.

1. In conclusion a. Why not go ...

2. It’s rather amazing that ... b. More than that ...

3. I might as well add that ... c. [ agree,

4. I’d advise you to go d. To sumup ...

5. That’s true, e. [ don’t agree.

6. Quite the contrary, f. How astonishing that ...

10. Read what famous people said about ballet. Discuss the position of the authors.
Support your point of view with reasons and examples from your reading, your
observations or your own experience. Use the expressions from the Useful
language box to develop your idea and express your opinion.

1. We learn by practice. Whether it means to learn to dance by practicing dancing or to
learn to live by practicing living, the principles are the same. One becomes in some
area an athlete of God. (Martha Graham)

2. My dance classes were open to anybody; my only stipulation was that they had to
come to the class every day. (Merce Cunningham)

3. The body is your instrument in dance, but your art is outside that creature, the body.
(Martha Graham)

4. God creates, I do not create. I assemble and I steal everywhere to do it - from what
I see, from what the dancers can do, from what others do. (George Balanchine)

5. In my ballets, woman is first. Men are consorts. God made men to sing the praises
of women. They are not equal to men. They are better. (George Balanchine)

6. The ballet is a purely female thing it is a woman, a garden of beautiful flowers, and
man is the gardener. (George Balanchine)

7. I wanted dance to express something largely outside its experience, I had to find a
way to stretch the language - otherwise I should just produce sterile academic dance.
(Kenneth MacMillan)

8. I wanted to make ballets in which an audience would become caught up with the fate
of the characters I showed them. (Kenneth MacMillan)
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9. Ashton choreographs the way that Haydn composed: he takes a motif, adds to it,
plays with it, changes its dynamics, sets it against something dissimilar, turns it inside
out, extends it, and transforms it. (4lastair Macaulay)

11. Read proverbs about ballet. Translate them into Russian and make up a story
with one of the proverbs in English.

1. Life is like a ballet performance - danced only once. - (Malian proverb)

2. I hear and I forget, I see and I remember. I do and I understand. - (Chinese proverb)
3. The journey of a thousand miles must begin with a single step. - (Chinese proverb)
4. Practice makes perfect. - (English proverb)

5. Where there's a will there's a way. - (English proverb)

Unit 4. FOCUS ON POETRY

12. Read the poem (consulting a dictionary). Try to make a free translation of the
poem (in writing) or its rhymed version (if you can). Express the main idea in
brief. Learn the poem by heart.

I Will Dance
(by CJ Krieger)

Before I die
I will Dance
There will be no tears
Of sadness
And I will ask
That all my friends
Who come to say goodbye
Sing songs as they dance
Throughout the day
In memory of my life

Before I die
I will dance
To remember my younger days

When I danced up a storm
My feet
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Flying aimlessly about
While I danced
With all the pretty ladies
Until one fateful day
I danced with the one
Who stole my heart
Who became my wife
Who danced by my side
Hand in hand

I danced with the one
Whose kisses were sweet
Whose arms kept me warm
During cold, cold nights
Whose dance matched my own
Step for step, heel for toe
Until the day that my tears
Stopped the dance
When
She could no longer
Dance at all

Before I die
I will dance

I will dance
To remember
All of the other times
Before I grew old
And felt Gods spirit
Lift me up
Lift me high
Filling my heart
Making me smile
Making me dance!

Before I die
I will dance

With all that I have
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With all that is left
So that others might see
There is something in me

Before I die
I will dance I will dance
I will dance
Dance
Dance.
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Chapter FOUR

Theatre dance

Unit 1. READING AND TRANSLATION PRACTICE

Ballet
Basic characteristics

Ballet has been the dominant genre in Western theatre dance since its
development as an independent form in the 17th century, and its characteristic style of
movement is still based on the positions and steps developed in the court dances of the
16th and 17th centuries. Perhaps the most basic feature of the ballet style is the turned-
out position of the legs and feet, in which the legs are rotated in the hip socket to an
angle of 90 degrees and the feet point outward. This position gives the body an open,
symmetrical appearance, and it also facilitates the high leg extensions and fast turns
typical of ballet. Openness is most characteristic of the ballet dancer’s stance, for the
head is nearly always lifted and the arms held out in extended curves. Even when the
dancer executes fast or energetic steps, the arms rarely move in a way that is not fluid,
calm, and gracefully extended, and they are frequently held in positions that either
frame the face or form a harmonious relation to the position of the legs. The body is
nearly always held erect, apart from controlled arches in the back or a slight turning of
the shoulders toward or away from the working leg. This positioning of the shoulders,
called épaulement, gives a sculpted, three-dimensional quality to the dancer’s
positions.

Whenever the ballet dancer’s foot is not flat on the floor, it is pointed, and, of
course, women dancers (and occasionally men) frequently dance on the tips of their
toes with the aid of blocked shoes. Dancing en pointe lends lightness and airiness to
the dancer’s movements, and the pointed toe extends the line of the leg - particularly
when it is raised in the air, as in an arabesque.

The long vertical line is the other basic feature of ballet: verticality in the upright
stance of the body, in the high leg extensions, and above all in the aerial quality of the
movement. Ballet dancers rarely move close to the ground, and they frequently seem
to defy gravity through the height of their jumps and their vigorous batteries (beating
together of the legs in midair), through the speed and multiplicity of their turns, and
through the fast linking steps that seem to move them effortlessly, almost without
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touching the floor, from one virtuoso movement to another. In ballet the stress and
effort of the dancer’s movements are always concealed beneath the fluid, graceful
surface of the dance and the perfect repose of the face and torso. This gives the dance
its characteristic qualities of dignity and control, which it inherited from the early court
ballets, where the movements were designed to show off the aristocratic polish of the
dancers.

Ballet has, of course, undergone many stylistic alterations. The Romantic style
of the early to mid-19th century was much softer - less studded with virtuosic jumps
and turns - than the classical style of the late 19th and early 20th centuries. Russian
ballet, frequently regarded as the paradigm of the classical school, is itself a blend of
the soft and decorative French school, the more brittle and virtuosic style of the Italians,
and the vigorous athleticism of Russian folk dances.

The design of classical ballet is traditionally symmetrical in the shapes made by
the dancers’ bodies, in the grouping of the dancers on stage, and even in the structure
of the whole dance. For example, if two principal dancers perform a pas de deux (a
dance for two), other dancers on stage remain still, are arranged in symmetrical framing
patterns, or move in harmony with the main dancing, not distracting from it. Even when
large groups of dancers move, they are usually arranged in formal lines or circles. Jean-
Georges Noverre in the 18th century and Michel Fokine in the first decades of the 20th
both argued that this kind of formal symmetry was detrimental to the dramatic
naturalism of ballet. Fokine’s own choreography encouraged the use of less rigid and
artificial groupings in later ballet, as in Kenneth MacMillan’s dramatic works, where
the crowd scenes are often composed of asymmetrical groups that rarely seem artificial.

Essential Vocabulary

court [ko:t] n - nBOp

feature [ fi:ffo] n - ocobeHHOCTD, YepTa, MPU3HAK

hip [hip] n - 6eapo

the socket of the hip socket phr - anar. BepTitokHas BrajgnHa
angle [engl] n - yron, pakypc, HaKJIOH

appearance [0 p1orons] n - BUJI, 00JIUK

facilitate [fo s1litert] v - cmnoco6cTBOBaTh, COCHCTBOBATH
extension [1ks ten/n] n - BEITATUBaHUE

stance [stens] n - mo3uIys, 1o3a, OCaHKa

curve [k3:v] n - u3rub, moBopoT

fluid [ flu:id] adj - nnaBHBIN, TIaTKHI

erect [1'rekt] adj - npsiMmoii; BepTUKaNbHBIN

arch [a:ff] n - u3ru6
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slight [sla1t] adj - nerkuii, cnaOwbrit

épaulement n - eyo

quality [ kwolit] n - kauecTBO

toe [tou] n - HOCOK

arabesque [&ro besk] n - apabeck

defy [d1'fa1] v - GpocaTh BBI3OB

vigorous [ vigoros] adj - sHEpTUUHBINA, OOAPHINA, TEMIIEPAMEHTHBII
battery [ 'bator1] - ps, KOMIUIEKT; HA0OP, KOMILIEKC
multiplicity [maltr plisiti] n - MHOTOOOpa3ue, pasHoOOpasue
virtuoso [v3:tju 9vzou] adj - BUPTYO3HBIN

conceal [kon'si:l] v - ckpbIBaTh

surface [ 's3:fis] n - moBepXHOCTh

repose [11 povz] n - CIIOKOWCTBUE

torso [ 't0:s00] n - TynoBHUIIE

dignity [ digniti] n - ocTouHCTBO

inherit [1n herit] v - HacienoBaTh, yHacie10BaTh

show off [Jou of] v - mokazath

undergo [Ando'gou] v - mpeTepreTh

alteration [o:1to re1fn] n - u3mMeHenue

stud [stad] v - yceuBaTp, ychInaTh

blend [blend] n - cMech, coueTanme, CMEIIMBaHUE, CMEIICHHE
brittle [britl] n - u3sMIHBIN, U3BICKAHHBIN, YTOHUCHHBIN
remain [r1' mein] v - ocTaBaThCs

distract [dis trekt] v - oTBICKaThH

detrimental  [detri mentl] adj - BpenHbli, mnaryOHbIM, TyYOUTEIbHBIMH,
pa3pyIIUTEIbHBIN, yIIepOHbII

encourage [ karid3] v — cnoco0cTBOBaTh, MOOMIPATH

rigid [ r1d31d] adj - sxecTkumii, cTporuii, HeruOKUiA, CypoBBIi, HECTHOAEMBbIiT
artificial [a:t1 fifol] adj - uckyccrBeHHbIN

crowd adj - maccoBbIi

rarely [ 'reoli] adv - peako

Exercises

1. Translate the following words and word combinations or find Russian
equivalents.
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1. the turned-out position of the legs and feet | 11. close to the ground

2. in the hip socket to an angle of 90 degrees | 12. to defy gravity through the height of their

3. fast turns typical of ballet jumps

4. apart from controlled arches in the back 13. multiplicity of their turns

5. three-dimensional quality 14. without touching the floor

6. on the tips of their toes 15. the perfect repose of the face and torso

7. with the aid of blocked shoes 16. inherited from the early court ballets

8. dancing en pointe 17. to show off the aristocratic polish of the

9. the upright stance of the body dancers

10. the aerial quality of the movement 18. less studded with virtuosic jumps and turns
19. perform a pas de deux

2. Translate the following sentences into Russian.

1. Ballet has been the dominant genre in Western theatre dance since its development
as an independent form in the 17th century.

2. Perhaps the most basic feature of the ballet style is the turned-out position of the legs
and feet.

3. Openness is most characteristic of the ballet dancer’s stance.

4. The body is nearly always held erect, apart from controlled arches in the back or a
slight turning of the shoulders toward or away from the working leg.

5. This positioning of the shoulders, called épaulement, gives a sculpted, three-
dimensional quality to the dancer’s positions.

6. Dancing en pointe lends lightness and airiness to the dancer’s movements.

3. Fill in the gaps in the sentences below with the words and expressions from the
box.

beneath, from, as, much, above all, less, off

1. The long vertical line is the other basic feature of ballet: verticality in the upright

stance of the body, in the high leg extensions, and in the aerial quality of the

movement.

2. In ballet the stress and effort of the dancer’s movements are always concealed
the fluid, graceful surface of the dance and the perfect repose of the face and

torso.

3. This gives the dance its characteristic qualities of dignity and control, which it

inherited the early court ballets, where the movements were designed to show

the aristocratic polish of the dancers.
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4. Russian ballet, frequently regarded

5. The Romantic style of the early to mid-19th century was

the paradigm of the classical school.
softer -

studded with virtuosic jumps and turns - than the classical style of the late 19th

and early 20th centuries.

4. Find English equivalents for the following Russian expressions and words.

1. cozmaHHble B MPUIBOPHBIX TaHIAX B
16-17 Bekax

2. no3unust OanepuHbl

3. CBOMCTBEHHBIN OaneTy

4. c moMoIIbIO OJIOKUPOBAHHOW 00YBU

5. TpOTUBOCTOSTH TPABUTALMU YEPE3
BBICOTY UX MPBIKKOB

6. KauecTBa JOCTOMHCTBA U KOHTPOJIS

7.  4acto

paccMaTpuBaeTcs  Kak

mapaagurma KJIACCUYECKOM IIKOJIbI

8. OoJsiee U3AIIHBIN U BUPTYO3HBIA CTUIIb
WATaJIbSHIICB

9. DOHEPruYHBIM AaTIETH3M PYCCKUX
HapOJHBIX TAHIICB

10. nBUraThCsI B TAPMOHUU C OCHOBHBIM
TaHIIEM

11. HanecTH yimep0 IapamMaTHUYECKOMY
HaTypajau3My Oanera

12. ucnonap30BaHME MEHEE JKECTKUX U
HMCKYCCTBEHHBIX TPYITUPOBOK

13. maccoBbI€ CIICGHBI YacTO COCTOAT U3

ACUMMETPHUYHBIX TPYIIT

5. Match the words below with their definitions.

. court

. Stance

. body

. foot

. toe

. arabesque
. leg

. folk dance

00 3 N N KW

a. a position in ballet, in which you stand
on one leg with the other leg stretched out
straight behind you

b. one of the five movable parts at the end
of your foot

c. a traditional dance from a particular
area, or a piece of music for this dance

d. one of the long parts of your body that
your feet are joined to

e. the place where a king or queen lives
and works

f. a position in which you stand

g. the physical structure of a person or
animal

h. the part of your body that you stand on
and walk on
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6. Translate the following sentences into English.

1. Dra no3uuusa AaeT TyJOBHILY OTKPBITBIA, CUMMETPUYHBI BHJ, U OHAa TaKXKe
CIIOCOOCTBYET BBICOKOW PACTSKKE HOTM M OBICTPHIM MOBOPOTaM, TUIHMYHBIM IS
Oanera.

2. OHu yacTo, Kaxkercsi, OpOCaroT BbI30B T'paBUTALMUA MOCPEACTBOM BBICOTBHI HX
MPBDKKOB U SHEPTUYHOT0 HabOpa OTOMBAIOIIETO ABUKEHHS HOT B BO3JIyXE.

3. JlnuHHas BepTUKalbHAs JIMHHS SIBISIETCS JAPYrod OCHOBHOM uepToil Oaiera:
BEPTUKAIBHOCTh B BEPTUKAJIBHOM ITOJIOKEHUU TEJa, B BBICOKON pacCTSKKE HOTH, U,
MIPEXKE BCETO, B KAUECTBE ABUKEHHUS B BO3AYXE.

4. banet, KOHEYHO, IPETEPIIEI] MHOTO CTUIUCTUYECKUX H3MEHEHU M.

5. Tlo Tpagumuu Ju3ailH KjacCMYecKoro Oajera CUMMETPUYHBIM B Qurypax,
CO3JaHHBIX TEJIAMHU TAHILIOPOB, B UX TPYNIIMPOBKE Ha CLEHE, U JaXe B CTPYKTYpE
L[EJI0T0 TaHIIA.

6. [laxe xorja 60JbIIMe TPYIIbl TAHIOPOB JBUTAIOTCS, OHU OOBIYHO BBICTPAUBAIOTCS
B CHUMMETPUYHBIC TUHUU WIH KPYTH.

7. Kan-Xopx Hosepp B 18 Beke u Muxann ®okun B nepsbie aecartuieTus 20-o0a
YTBEPKJAJIM, 4TO 3TOT BUJ (HOpPMaNbHOW CUMMETpPUHU MaryOeH I JpaMaTH4ecKoro
HaTypajau3Ma OajeTa.

8. CoOctBeHHas xopeorpadus @okuHa MpU3bIBajia UCIOJIb30BAaHUE MEHEE KECTKUX U
MCKYCCTBEHHBIX TPYIIHUPOBOK B Oojiee MO3AHUX OajeTHBIX IMOCTAHOBKAaX, KaK B
IpamMaTU4YecKuX nmpousBencHusx Kennera Makmuiiana, rie MacCOBBIE CIIEHBI YacCTO
COCTOSIT U3 aCUMMETPUYHBIX FPYIII, KOTOPBIE PEAKO Ka)KyTCsl HCKYCCTBEHHBIMM.

7. Answer the questions.

1. What art form has been the dominant genre in Western theatre dance since its
development?

2. What is its characteristic style of movement based on?

3. What is the most basic feature of the ballet style?

4. What does this position give the body?

5. What is most characteristic of the ballet dancer’s stance?

6. What positioning of the shoulders gives a sculpted, three-dimensional quality to the
dancer’s positions?

7. What lends lightness and airiness to the dancer’s movements?

8. What is the other basic feature of ballet?

9. Has ballet undergone many stylistic alterations?

10. How did the Romantic style of the early to mid-19th century ballet differ from the

classical style of the late 19th and early 20th centuries?
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11. What is Russian ballet like?

12. What is the design of classical ballet traditionally symmetrical in?

13. Was formal symmetry detrimental to the dramatic naturalism of ballet?
14. What did Fokine’s own choreography encourage in later ballet?

Unit 2. READING COMPREHENSION AND RENDERING PRACTICE

Translate the following texts into Russian and make a synopsis of the text in
English applying the phrases for rendering.

Tribal and ethnic dance

Ballet, modern dance, and Indian classical dance are forms of theatre dance, the
dancers usually being highly trained professionals performing for audiences in
particular venues and on special occasions. Tribal and ethnic dance, on the other hand,
may be characterized by a number of almost opposite features. They are not necessarily
the province of trained specialists (although they may be). Such dances may be
participatory (i.e., with no real distinction between dancer and spectator), and, while
they may take place in special venues or on special occasions, these are often intimately
related to the everyday life of the community.

Tribal dance

A tribal society is essentially a self-contained system. While it may possess
sophisticated cultural and social structures, its technological and economic structures
are generally primitive. Consequently, by the late 20th century such societies had
become increasingly rare, and many tribal dances had either died or become
transformed.

Some tribal dances have been preserved, however, even in cases where tribes
have been absorbed into other social structures, as a means of preserving cultural
identity and a sense of historical continuity. This is quite common in many African
states. A frequently cited case is that of King Sobhuza II, the Ngwenyama (“Lion”) of
Swaziland, who in 1966 joined his people in a six-day Incwala, or ritual ceremony.
Dressed in animal skins and elaborate plumage, Sobhuza performed dances that would
ensure the renewal of the land, the king, and the people.

In extant tribal societies, such as the Hopi Indians of northeastern Arizona, dance
retains most of its traditional form and significance. The Hopi still dance as a form of
worship, with specific dances for different ceremonies. Such dances, however, as in
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any other tradition, have undergone inevitable change and development throughout
history, and they cannot be used as accurate evidence of what the tribal dances of early
man were like. Generalizing about tribal dance is made difficult not only by the lack
of evidence concerning its origins and the rapid dying of extant forms but also by the
fact that the term tribal covers so many different kinds of dance. Tribal dances not only
vary from one tribe to another but also fall into many different categories, such as
weapon dances, fertility dances, Sun- and Moon-worshipping dances, initiation dances,
war dances, and hunting dances.

The following are two examples of tribal dance that survived into the 20th
century. The musicologist Curt Sachs quoted a description of the fertility dance of the
Cobéua Indians of Brazil:

The dancers have large [artificial] phalli...which they hold close to their bodies
with both hands. Stamping with the right foot and singing, they dance...with the upper
parts of their bodies bent forwards. Suddenly they jump wildly along with violent
coitus motions and loud groans... Thus they carry the fertility into every corner of the
houses...; they jump among the women, young and old, who disperse shrieking and
laughing; they knock the phalli one against another.

Joan Lawson described the tree-worship dance performed both in Australia and
up the Amazon River:

A solemn circling of the tree is followed by an ecstatic raising of the head and
hands to the branches, leaves, and fruit. Hands are then gradually run down the trunk
and finally the men kneel or lie grovelling at the roots. They hope that by so doing the
strength of the tree will enter into them.

An interesting parallel with tribal dances may be found in the break-dancing and
“body-popping” craze that swept the United States and Britain in the 1980s. While the
dancers clearly were not members of a tribe in any strict sense, they were often
members of a distinct group or crew that had its own style and identity. These crews
were part of a larger group of young people, again with its own style and customs that
could be differentiated from other groups such as punks or skinheads. The two dance
forms were characterized by an energetic spinning action, whereby the dancer
propelled himself around on his neck, head, or shoulders and by small, jerky
movements of the joints that traveled in a wave through his body. Rival crews often
competed with one another in the street, showing off the skill and ingenuity of their
moves.
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Unit 3. DISCUSSION

8. Study the expressions in the Useful Language box and the examples below
showing different lexical and grammatical ways of expressing one and the same
language function.

USEFUL LANGUAGE
Expressing similarity Expressing contrast
1. in the same way as 1. in spite of
2. in a similar way 2. despite
3. as in the case of 3. but
4. as + clause 4. although/though
5. as + preposition phrase 5. while/whereas
Expressing condition Giving advice
1. 1f 1. You should .../ may be you should ...
2. in case of 2. You had better ...
3. on condition that 3. Why don’t you ...
4. supposing 4. If I were you I would ...
5. were he/she/it (instead of ‘if he/she/it | 5. I’d advise you ...
were’)

a) similarity

1. Written works and works of art are protected by law in the same way as scientific
works.

2. As in the case of scientific works written works and works of art are protected by
law.

3. The law protects written works and works of art as it protects scientific works.

4. In Canada, as in the USA, written works, works of art and scientific works are
protected by law in a similar way.

b) contrast

1. Although all my friends like ballet, I can't stand it.

2. All my friends like ballet but I can't stand it.

3. In spite of all my friends like ballet, I can't stand it.

4. Despite all my friends like ballet, I can't stand it.

5. I can't stand ballet whereas all my friends like it.

c¢) condition

1. If she can keep her costumes she will agree to dance in the ballet.
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2. On condition that she can keep her costumes she will agree to dance in the ballet.
3. In case of she can keep her costumes she will agree to dance in the ballet.

4. Supposing she can keep her costumes she will agree to dance in the ballet.

5. Could she keep her costumes she would agree to dance in the ballet.

d) advice

1. In case you are broken you should borrow money from the bank.

2. In case you are broken you had better borrow money from the bank.

3. You say you are broken. Why don’t you borrow money from the bank?

4. Are you really broken? If I were you I would borrow money from the bank.

5. In case you are broken I’d advise you to borrow money from the bank.

9. Rewrite each sentence so that it has a similar meaning and it contains the
expression in bold type.

1. Many people take no care of their money till they come nearly to the end of it, and
others deal in the same way with their time.
in a similar way

2. On condition that Rachel passes her choreography exam she will be pleased.
if

3. May be you should agree on equal representation of German and Greek ballet
dancers.
I’d advise you

4. Though it was rush-hour time, the roads weren’t at all busy.
in spite of

5. As in the case of ballet dancing, choreography requires much effort.
in the same way as

6. If the dancer likes the music he will continue to use it.

on condition that
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7. In ballet as in modern dancing the most important quality is the gift of persuasion.
as in the case of

8. Why don’t you ask the director of dances for a short-term holiday?
If I were you I would

9. Despite the criticism of advertising it is a very effective source of informing and
influencing the customer.
although

10. Supposing the opera house is full tomorrow I’d better reserve a ticket today.
in case of

11. This job requires high qualification and much effort but the salary is rather low.
whereas

12. The neighbours are complaining. We’d better turn the music down.
you should

10. Read what famous people said about ballet. Discuss the position of the authors.
Support your point of view with reasons and examples from your reading, your
observations or your own experience. Use the expressions from the Useful language
box to develop your idea and express your opinion.

1. The ballet is a purely female thing; it is a woman, a garden of beautiful flowers, and
man is the gardener. - George Balanchine

2. On the other hand, I think it is wonderful for everyone to take ballet classes, at any
age. It gives you a discipline; it gives you a place to go. It gives you some control in
your life. - Suzanne Farrell

3. Ballet is completely unnatural to the body, just being turned-out... it's not the way
your body is supposed to function, so you actually train your body to be a different

structure than you were born with. - Neve Campbell
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4. A lot of people insisted on a wall between modern dance and ballet. I'm beginning
to think that walls are very unhealthy things. - Twyla Tharp

5. I took several years of dance lessons that included ballet, tap and jazz. They helped
a great deal with body control,

balance, a sense of rhythm, and timing. - Lynn Swann

6. The music industry is so easy compared to the ballet world. - Vanessa Carlton

7. Every ballet, whether or not successful artistically or with the public, has given me
something important. - Mikhail Baryshnikov

8. Ballet is sort of a mystery to me. And I don't want to unravel that mystery. - Robert
Caro

9. In ballet a complicated story is impossible to tell... we can't dance synonyms. -
George Balanchine

10. The ballet embodies the notes of music. And sometimes you almost feel like you
can see the notes dance up there on the stage. - Robert Caro

11. Read proverbs about dances. Translate them into Russian and make up a story
with one of the proverbs in English.

1. The bear dances but the tamer collects the money. - (Russian proverb)
2. Those who dances poorly, blames the musician. - (Thai Proverb)

3. He that lives in hope dances to an ill tune. - (English proverb)

4. He dances on a razor-edge. - (Hungarian proverb)

5. He dances well to whom fortune pipes. - (English proverb)

Unit 4. FOCUS ON POETRY

12. Read the poem (consulting a dictionary). Try to make a free translation of the
poem (in writing) or its rhymed version (if you can). Express the main idea in
brief. Learn the poem by heart.

When Old Dancers Die
(by CJ Krieger)

She was a dancer
But now at age sixty seven
During the day
Her ghost leads small groups
Of aging seniors
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In palates stretching
Several times a week

She was a dancer
And though her feet
Remember every heel and toe
That she had ever done

Arthritis keeps her
From ever thinking

Of a simple lock step

Ever again

She was a dancer
Whose feet flew
This way and that
Across every stage
From New York to California
But was never chosen
To be the one
To play that special role

And though
She is sixty seven
And the direction of time
Can never flow back
Somewhere
After the sun departs
And night time covers the land
She closes her eyes
And still dreams
Of the time
She was a dancer.
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Chapter FIVE

Theatre dance

Unit 1. READING AND TRANSLATION PRACTICE

Ballet
Innovations in the 20th century

Fokine’s reforms were a major influence on the development of 20th-century
ballet. Particularly in the works that he created for Serge Diaghilev’s company, the
Ballets Russes, he showed the range of different dance styles that classical ballet was
capable of absorbing, helping to pave the way for more radical innovation. For
example, in Chopiniana (1908; later called Les Sylphides), a virtually plotless ballet
that recalled the earlier Romantic tradition, Fokine created a soft and uncluttered style
that contained no bravura feats of jumping, turning, or batteries. Arm movements were
simple and unaffected, the grouping of the dancers had a fluid, plastic quality, and
above all there was a flowing, lyrical line in the phrasing and movement.

In Prince Igor (1909) and L’Oiseau de feu (1910; The Firebird) Fokine
incorporated the vigorous style and athletic steps of Russian folk dances. These works
revealed his talent for organizing large crowds of dancers on stage and transforming
their previously ornamental function into a powerful dramatic force. Neither ballet is
longer than a single act, because Fokine believed that the full-length ballet was
generally both an excuse for, and the cause of, useless choreographic padding, and that
a work should last only as long as its theme required.

For all its stylistic variations, Fokine’s choreography was couched largely in the
classical idiom. Two other choreographers working with the Ballets Russes, Vaslav
Nijinsky and his sister Bronislava Nijinska, produced works of a more radical nature.
In Jeux (1913; “Games”), Nijinsky was one of the first choreographers to introduce a
modern theme and modern design into ballet. Based on its own (rather erroneous) idea
of a tennis match, the choreography incorporated sporting movements and dancers in
modern dress. In The Rite of Spring, perhaps Nijinsky’s most innovative work, the
dancers were arranged in massed groupings and executed harsh, primitive movements,
the legs turned in, the arms hanging heavily, and the heads lolling to one side. Unlike
Fokine, Nijinsky was prepared to risk ugliness in his search for a truly authentic style,
and the audiences were almost as deeply shocked by the choreography as by the
discordant sounds and jagged rhythms of Stravinsky’s score.
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In her ballet Les Noces (1923; “The Wedding”), which took its theme from the
marriage ceremonies of Russian peasants, Nijinska created a stark and heavily
weighted style of movement. There were few elevations, and the dancers were
frequently crouched or bent over, with their heads hanging low to the floor. They were
also arranged in large groups, so that the overall impression was less that of individual
bodies moving together than of large shapes and blocks of movement.

Although there are similarities between the works of these choreographers and
the modern-dance forms that emerged in the 1920s and ’30s, there is little evidence to
suggest any direct influence. The major significance of Fokine, Nijinsky, and Nijinska
was in their bringing ballet out of its remote, courtly past by using modern themes and
subjects and by introducing modern intellectual and artistic influences into the classical
art form.

The style of later 20th-century ballet was influenced not only by the Ballets
Russes but by modern dance as well. It became common for choreographers to extend
the traditional ballet vocabulary with modern-dance techniques, such as curving and
tilting the body away from the vertical line, working on or close to the floor, and using
turned-in leg positions and flexed feet. Balanchine, influenced by jazz, used syncopated
rhythms in his phrasing and incorporated steps from such popular dances as ragtime
and rock and roll. His movements were usually wide, almost exaggerated in shape and
volume, and frequently characterized by speed and by hard, clear accents.

Despite these changes ballet retains significant traces of its courtly and classical
past. Although there are exceptions, such as those noted above, ballet dancers still tend
to dance in the calm, erect, and dignified manner of their aristocratic forebears. Illusion
and spectacle remain important; nearly all works are performed on a proscenium stage
in a large theatre, where the performers are distanced from the audience, and
productions are frequently elaborate and expensive. Ballet companies still, therefore,
tend to be large organizations, receiving some kind of patronage or state subsidy.

Essential Vocabulary

capable a [ keipobl] dj - ciocoOHBII

pave [pe1v] v - IpOJ0KUTh, IPOKIAAbIBATh, 3aKJIaIbIBATh

innovation [mov'velfn] n - WHHOBAIMA, HOBOBBEACHHE, HOBIIECTBO, HOBATOPCTBO,
HOBAIIMs, HOBIHKA, HOBHU3HA

virtually adv - ['v3:tjosli] mpakTuuecku, pakTuyecku, BUPTyalbHO, OYKBaIbHO
recall v - HanomuHaTh

uncluttered adj TakOHUYHBIA

bravura adj - [bra vjuori] 6paBypHBIii

featn - JIOBKOCTBb, HCKYCCTBO, MaCTCPCTBO
56



fluid adj - nnaBHbIH, rmagKui

quality n - [ 'kwolitr] kauecTBO

vigorous adj - [ vigoras| CUIbHBIN, SHEPTUYUHBIN; PeIINTENbHBIN; OOAPbIT
reveal v - BBISBIIATH; PACKPHIBATh; OTKPHIBATH

padding n - 3anojaHeHNE

require v - [11 kwaio TpeboBaTh, mOTpeOOBATH

couch v - BeIpaxxats, GopMyIUpOBaTh; U3IaraTh

erroneous adj - [1 Tounjas] OIMOOYHBIN, HETPABUIIbHBIN, HEBEPHBIN

execute v - [ ‘eksikju:t] BEITIOTHATD, UCTIOTHATH

loll [Io]] v - kpeHUTHCS

ugliness ['aglnis] n - ypoxactBo; 0Oe3o0pa3ue; HEKPAaCUBOCTb, MEP30CTh;
0e300pa3HOCTh

search [s3:{] n — nouck, uckanue

discordant [dis ko:dont] adj - HecTpoitHBINI, pa3HOTOJIOCKIN; TUCCOHAHCHBII
jag [dzeg] v - npoHsaTh

marriage [ ' marid3] n - Opak, 3aMy>KeCTBO, )KCHUTH0A, CYIIPYKECTBO

peasant [ pezont] n - KpeCThbsIHUH

stark [sta:k] adj - pe3kuii, aOCOMOTHBIN, pa3uTEIbHBIN

weigh [wel] v - BecuTh

elevation [eli vei/n] n - mogbeM, mogHsATHE

crouch [kravtf] v - npucects, nprcenaTh

bend over [bend 'ouvo] v — HarubaThCs, HAKIIOHUTHCS

impression [1m pre[n] n - BeyatjeHue, OLIyIIEHUE

similarity [simr1'leeriti] n - cxoncTBo, MogoOUe, CXOXKECTh, OJIM3OCTh, 00IIas yepTa,
OOIIIHOCTbH, COBIIaJICHUE

emerge [1 m3:d3] v - [1 m3:d3] mosiBUTHCS

evidence [‘evidons] n - [OKa3aTeNbCTBO, CBUIETEIbCTBO, JIaHHBIC, YIIHKAa,
MOATBEPKICHUE, OUEBUTHOCTh

influence [ inflvons] n - BIusiHUE, BO3eHCTBHE, BIUATEILHOCTD

major [ meid3o] adj - rmaBHBINA, OCHOBHOM

significance [sig nifikons] n - 3HaUYeHNE, 3HAUUMOCTbD, CMBICII, 3HAUUTEIHLHOCTh
remote [r1 mout] adj - yaaneHHbIH

curve [k3:v] v — m3rubarhbcs, , U3rudaTh

tilt [tilt] v - HaKTOHATB, CKIIOHUTH, OTKUHYTh, HAKIIOHUTHCS, 3aMPOKUHYTh
exaggerate [1g zedzoreit] v - mpeyBeIMYNBATH

despite [dis part] n - HECMOTps Ha, HEB3Upas HA

retain [r1'tein] v - COXpaHsTh, XpaHUTh

trace [treis] n - cie, oTOeYaToOK

erect [1' rekt] adj - mpsimoit, mpsMOCTOSTUMHA, CTOSTUMI
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dignified [ dignifaid] adj - mocToiHbIi

forebears [ f5:beaz] n - mpenlecTBeHHUKN

spectacle ['spektokl] n - 3penuie, cnexkrakib

remain [r1 mem] v - ocTaBaTbCs, OCTaThCS

perform [po ' fo:m] v - BEIIOTHATD, UCTIOTHATH

proscenium [prov si:njom] n - aBaHCIieHa

elaborate [1'leborit] adj - ciOXHBIN, NPOAYMaHHBIN, 3aMBICIOBATBIA, TUIATEIBHO

MPOJYMAaHHbIN, U30IIPEHHBIN
subsidy [ 'sabsidi] n - cybcuaus, goramus

Exercises

1. Translate the following words and word combinations or find Russian

equivalents.

1. a major influence on the development
of 20th-century ballet

2. the range of different dance styles

3. to pave the way for more radical
innovation

4. a virtually plotless ballet

5. a fluid, plastic quality

6. the full-length ballet

7. useless choreographic padding

8. to introduce a modern theme and
modern design into ballet

9. the heads lolling to one side

10. by the discordant sounds and jagged
rhythms

11. a stark and heavily weighted style of
movement

12. little evidence to suggest any direct
influence

13. using turned-in leg positions and
flexed feet

14. tend to dance in the calm, erect, and
dignified manner

15. performed on a proscenium stage

16. receiving some kind of patronage or
state subsidy

2. Translate the following sentences into Russian.

1. Fokine’s reforms were a major influence on the development of 20th-century ballet.
2. Fokine created a soft and uncluttered style that contained no bravura feats of
jumping, turning, or batteries.

3. In Prince Igor (1909) and L’Oiseau de feu (1910; The Firebird) Fokine incorporated
the vigorous style and athletic steps of Russian folk dances.

4. For all its stylistic variations, Fokine’s choreography was couched largely in the
classical idiom.
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5. Based on its own (rather erroneous) idea of a tennis match, the choreography
incorporated sporting movements and dancers in modern dress.

6. In her ballet Les Noces (1923; “The Wedding”), which took its theme from the
marriage ceremonies of Russian peasants, Nijinska created a stark and heavily
weighted style of movement.

7. The style of later 20th-century ballet was influenced not only by the Ballets Russes
but by modern dance as well.

8. Balanchine, influenced by jazz, used syncopated rhythms in his phrasing and
incorporated steps from such popular dances as ragtime and rock and roll.

9. Despite these changes ballet retains significant traces of its courtly and classical past.
10. Ballet companies still, therefore, tend to be large organizations, receiving some
kind of patronage or state subsidy.

3. Fill in the gaps in the sentences below with the words and expressions from the

box.
such as, as ... as, few, unlike, above all,
although
1. Fokine, Nijinsky was prepared to risk ugliness in his search for a truly

authentic style.

2. The audiences were almost deeply shocked by the choreography
by the discordant sounds and jagged rhythms of Stravinsky’s score.

3. Arm movements were simple and unaffected, the grouping of the dancers had a fluid,

plastic quality, and there was a flowing, lyrical line in the phrasing and
movement.
4. There were elevations, and the dancers were frequently crouched or bent

over, with their heads hanging low to the floor.

5. there are similarities between the works of these choreographers and the
modern-dance forms that emerged in the 1920s and ’30s, there is little evidence to
suggest any direct influence.

6. Although there are exceptions, those noted above, ballet dancers still tend
to dance in the calm, erect, and dignified manner of their aristocratic forebears.

4. Find English equivalents for the following Russian expressions and words.

1. B yacTHOCTH, B paboTax 7. ob11iee BrieuaTieHUe
2. MOIIIHAs ApaMaTH4eCcKas CUia
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3. MOJIHOMETpaKHbIN Oaner

4. pabotel  Oojiee  paaUKAIBLHOTO
XapakTepa

5. camast HHHOBAIIMOHHAs paboTa

6. OBITh TOTOBBIM K PHCKaM YpOJICTBAa B

€Iro IMoOucCKax

8. BbIBeieHHE Oajera U3 €ro AajleKoro
MIPUABOPHOTO MPOLIIIOTO
9. cTan NpuUBBIYHBIM JJIs1 XOpeorpadon

10. COBpPEMEHHBIEC TaHIIEBAJIbHBIE
TEeXHUKU
11. npeyBenuueHHsle 10 QopMe U
o0BeMy

12. ynanenssie OT ayAUTOPUH

5. Match the words below with their definitions.

. Innovation

. talent

. crowd

. variation

. search

. ragtime

. rock and roll

00 3 N kW

. forebear

a. someone who was a member of your
family a long time in the past

b. the
methods

introduction of new 1ideas or

c. a style of music with a strong loud beat
played on guitars and drums, which first
became popular in the 1950s

d. a natural ability to do something well
e. a type of music and dancing that has a
strong beat and was popular in the US in
the early part of the 20" century

f. a group of people who know each other,
work together etc.

g. one of a set of short pieces of music,
each based on the same simple tune

h. an attempt to find an explanation or
solution

6. Translate the following sentences into English.

1. OH mokasan psj pa3IW4YHBIX CTUJIEH TaHIA, KOTOPbIE KJIACCUYECKUU OaneT ObLI

CIocooeH MPpUHATB, ITIOMOT'as IIPOJIOKUTD IIYTh K Oonee paaAuKaJIbHbBIM HHHOBAIWAM.

2. JIBrkeHUs pyK ObUIM MPOCTHIMU U HEM3MEHHBIMH, TPYNIIUPOBKA TAaHIIOPOB ObLIa

IUIABHOW, TJTACTUYHOU IO CBOEMY KaueCTBY.

3. Otu paboThl PACKPBUIM €ro TaJlaHT IO OpPraHW3alUi OOJIBIIOTO CKOILICHHUS

TAaHOOPOB Ha CHCHC U IPCBPAIICHUIO UX PAHCC IICKOpaTI/IBHOﬁ Q)YHKHI/II/I B MOITHYTIO

IpaMaTHYECKYIO CHUITY.
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4. B "BecHe cBsieHHOM", BO3MOXHO, caMasi MHHOBaIlMOHHAs pabota HuxuHCcKorO,
TaHIIOBIIMIIBI OBUTM OPTaHU30BaHbI B MACCOBBIE I'PYIIIIUPOBKHU U UCIIOIHSIN CYpOBBIC,
MIPUMUTUBHBIE JBUKECHUS.

5. IlyOnuka OBUIM TOYTH TaK e TIJIYOOKO TOTpsiceHAa Xopeorpaduen, Kak Hu
JTMCCOHUPYIOUIMMH 3BYKaMU U JIOMAHBIMUA pUTMaMH NapTUTYpbl CTPaBUHCKOTO.

6. XoTsI eCTh W CXOJCTBO MEXAY IMPOU3BEACHUAMH OJTHUX XopeorpadoB u
COBPEMEHHBIMU TaHUEBAJIbHBIMU (OopMamMu, KOTopbie nosiBuiuch B 1920-x u 30-x,
CYIIECTBYET Majio JOKa3aTelbCTB TOTO, YTOOBI MPEAINONIOKUTh JII000€ MPSIMOe
BIIMSIHUE.

7. I'maBubid cmbicn ®oknHa, HuknHcKkoro, 1 HMKMHCKOM COCTOSIT B IPUBJICYEHUU
OayieTa U3 1aJeKOro KypTya3HOro MpoIUIoro, MPU UCIOIB30BaHUU COBPEMEHHBIX TEM
U CIOKETOB, TaK W 3a CUET BHEAPEHUS COBPEMEHHBIX HWHTEJUICKTYAJIbHBIX W
XYJI0’KECTBEHHBIX BIUSIHUN B KJIACCUYECKOU (pOpMeE UCKYCCTBA.

7. Answer the questions.

1. What reforms were major influences on the development of 20th-century ballet?
2. In what works did Fokine show the range of different dance styles that classical
ballet was capable of absorbing?
3. What Fokine’s ballet recalled the earlier Romantic tradition?
4. In what ballets did Fokine incorporate the vigorous style and athletic steps of Russian
folk dances?
5. What Fokine’s talent did these works reveal?
6. Was Fokine’s choreography couched largely in the classical idiom?
7. Who produced ballets of a more radical nature working with the Ballets Russes?
8. Who was one of the first choreographers to introduce a modern theme and modern
design into ballet?
9. What was Nijinsky’s most innovative work?
10. What was Nijinsky prepared to risk ugliness for?
11. What ballet took its theme from the marriage ceremonies of Russian peasants?
12. What style of movement did Nijinska create in her ballet “The Wedding”?
13. Are there any similarities between the works of Fokine, Nijinsky, and Nijinska and
the modern-dance forms that emerged in the 1920s and *30s?
14. What is the major significance of these choreographers?
15. Was the style of later 20th-century ballet influenced by modern dance as well?
16. What kind of rhythms, steps and movements did Balanchine use?
17. Does ballet retain significant traces of its courtly and classical past despite these
changes?
18. What stage are nearly all works performed on?
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19. What organizations did ballet companies tend to be?

Unit 2. READING COMPREHENSION AND RENDERING PRACTICE

Translate the following texts into Russian and make a synopsis of the text in
English applying the phrases for rendering.

Tribal and ethnic dance

Ballet, modern dance, and Indian classical dance are forms of theatre dance, the
dancers usually being highly trained professionals performing for audiences in
particular venues and on special occasions. Tribal and ethnic dance, on the other hand,
may be characterized by a number of almost opposite features. They are not necessarily
the province of trained specialists (although they may be). Such dances may be
participatory (i.e., with no real distinction between dancer and spectator), and, while
they may take place in special venues or on special occasions, these are often intimately
related to the everyday life of the community.

Ethnic dance

In describing many dances, reference is often made to their ethnic, rather than
their tribal, origins. An ethnic dance is simply a dance that is characteristic of a
particular cultural group. Under this definition even the polka, which is almost always
considered a social dance, may be called ethnic, as it began in a culturally distinct
region of Europe. Flamenco, which began as an improvised dance among Andalusian
gypsies, combines toe and heel clicking with body movements similar to Indian dance.
Indian dances may be regarded as a general ethnic type, but there are numerous forms
and traditions within the type: some are classical (see above Indian classical dance),
while others are popular, being danced by nonspecialists for communal festivities and
for recreation. In this discussion of the art of dance, it is most useful to reserve the
designation ethnic for those genres that, while perhaps in a state of transition, are still
practiced by a unique cultural group, still retain some of their original communal or
ritual functions, and have not yet reached the professionalized state of classical or folk
dance.

The many Afro-Caribbean dance forms are usually considered to constitute a
distinct ethnic form because they share certain characteristic movements. As in Indian
dance, the legs are frequently bent, with the feet stamping out rhythms against the
ground. The torso and back are also very mobile, executing sinuous rippling actions or
jerkier, rhythmic movements. The body is frequently bent slightly forward, and there
is greater use of the hips, which sway and circle in syncopated rhythms. Gestures and
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facial expressions are used in some narrative dances, but they tend to be much less
sophisticated or strictly codified than in Indian dance.

In performance today, most Afro-Caribbean dance companies are made up of
dancers and drummers, the percussion marking out the rhythm and helping to intensify
the emotion. Frequently the dancers take turns performing, and there is usually a great
deal of informal communication among members of the company on stage.
Participation by the audience is often encouraged at the end of the performance,
reflecting the communal, rather than theatrical, origins of the form.

Unit 3. DISCUSSION

8. Study the expressions in the Useful Language box and the examples below
showing different lexical and grammatical ways of expressing one and the same
language function.

USEFUL LANGUAGE
Expressing similarity Expressing contrast
1. the same as 1. however
2. just the same as 2. but
3. like 3. yet
4. in the same way 4. although/though
5. in a similar way 5. while/whereas
Expressing condition Giving advice
1. 1f 1. You should ...
2. as/so long as 2. You had better ...
3. on condition that 3. Why don’t you ...
4. provided / providing 4. If I were you I would ...
5. unless 5. I’d advise you ...

a) similarity

1. The work of choreographers is just the same as that of composers.

2. The work of choreographers is the same creativity as the work of composers.

3. The work of choreographers looks like the work of composers.

4. You must be very creative composing a new piece of music in the same way as
putting a new dance on the stage.

5. You must be very creative to compose a new piece of music. In a similar way you’ll
need much effort to put a new dance on the stage.
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b) contrast

1. Ethnic and folk dances are not, in theory, theatre dances but many of them are
preserved, choreographed, and presented to audiences in theatrical settings.

2. Ethnic and folk dances are not, in theory, theatre dances yet many of them are
preserved, choreographed, and presented to audiences in theatrical settings.

3. Ethnic and folk dances are not, in theory, theatre dances, however, many of them
are preserved, choreographed, and presented to audiences in theatrical settings.

4. Although ethnic and folk dances are not, in theory, theatre dances, many of them
are preserved, choreographed, and presented to audiences in theatrical settings.

5. Whereas ethnic and folk dances are not, in theory, theatre dances, many of them are
preserved, choreographed, and presented to audiences in theatrical settings.

c¢) condition

1. If the work is to be a narrative piece, the plot will obviously determine the way in
which the dance material is to be structured.

2. The plot will obviously determine the way in which the dance material is to be
structured as long as the work is to be a narrative piece.

3. The plot will obviously determine the way in which the dance material is to be
structured on condition that the work is to be a narrative piece.

4. The plot will obviously determine the way in which the dance material is to be
structured provided / providing that the work is to be a narrative piece.

5. The plot will obviously determine the way in which the dance material is to be
structured unless the work is to be nondramatic dance.

d) advice

1. At this stage of ballet life cycle you should spend money on advertising.

2. At this stage of ballet life cycle you had better spend money on advertising.

3. Why don’t you spend money on advertising at this stage of ballet life cycle?

4. If I were you I would spend money on advertising at this stage of ballet life cycle.
5. At this stage of ballet life cycle I’d advise you to spend money on advertising.

9. Rewrite each sentence so that it has a similar meaning and it contains the
expression in bold type.

1. Although the early ballets not only had elaborate costumes, they also were performed
in spectacular settings.

but

2. Once ballet was introduced into the theatre, but dance had to develop in such a way
that it could be appreciated from a single, frontal perspective.

however
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3. At the same time the dance may produce an effect in the same way as the repetitive
chanting of prayer or meditation, emptying the mind of its usual preoccupations and
focusing it on the object of worship.

in a similar way

4. As long as the work is to be a narrative piece the plot will obviously determine the
way in which the dance material is to be structured.

if

5. Dance is the same as any other performing art - essentially ephemeral, existing only
at the time of its performance.

like

6. The tension was horrible, whereas I had to get it out of my system each time.

yet

7. Dancing is like bank robbery. It takes split-second timing.

the same as

8. We should not miss the start of his rehearsal.

had better

9. Why don’t you draw material from diverse sources and employ contrasting styles to
show a characteristic style of movement?

if I were you I would

10. Whereas a composer can write a complete symphony without meeting the orchestra
that is going to play it, dance notation is mostly used in recording rather than creating
dances.

yet

11. Before you start to create a new dance I’d advise you to record it.

you should

10. Read what famous people said about theatre. Discuss the position of the
authors. Support your point of view with reasons and examples from your
reading, your observations or your own experience. Use the expressions from the
Useful language box to develop your idea and express your opinion.

1. From the start it has been the theatre's business to entertain people ... it needs no
other passport than fun. - Bertolt Brecht, A Short Organum for the Theatre

2. It is a hopeless endeavour to attract people to a theatre unless they can be first
brought to believe that they will never get in. - Charles Dickens, Nicholas Nickleby

3. The theatre was created to tell people the truth about life and the social situation. -
Stella Adler

4. Great theatre is about challenging how we think and encouraging us to fantasize

about a world we aspire to. - Willem Dafoe
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5. I think there is no world without theatre. - Edward Bond

6. Life is a theatre set in which there are but few practicable entrances. - Victor Hugo,
Les Misérables

7. The theatre is a place where one has time for the problems of people to whom one
would show the door if they came to one's office for a job. - Tennessee Williams

8. Theatre demands different muscles and different aspects of one's personality. - Victor
Garber

9. Everybody has his own theatre, in which he is manager, actor, prompter, playwright,
sceneshifter, box keeper, doorkeeper, all in one, and audience into the bargain. - J. C.
and A. W. Hare, Guesses at Truth

10. The world's a theatre, the earth a stage, Which God and nature do with actors fill. -
John Heywood

11. Read proverbs about theatre. Translate them into Russian and make up a
story with one of the proverbs in English.

1. Wonder is the beginning of wisdom. - (Greek proverb)

2. Acting is the forte of all their race. - (Latin proverb)

3. The game isn't worth the candle. - (English proverb)

4. Those who have free tickets to the theater have the most criticism to make. - (Chinese
proverb)

5. Think before acting and whilst acting still thinks. - (Dutch proverb)

Unit 4. FOCUS ON POETRY

12. Read the poem (consulting a dictionary). Try to make a free translation of the
poem (in writing) or its rhymed version (if you can). Express the main idea in
brief. Learn the poem by heart.

Dancing in the Rain
(by Gianna Hogen)

I hear a soft pitter patter, against the window pane
I look up and there's tears against the glass, I see tiny drops of rain
I watch it splash and land, I watch as the wind blows it around
I watch the patterns form, and listen to the calming sound
There's nothing like hearing rain, falling from above,
Nothing like standing under the steady stream, and dancing in the rain
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I spread my arms out wide, as far as they can go,
I close my eyes and stand real still, a feeling like no other known
It's soft and cold and refreshing all at once
It's a once in a lifetime thing, it's a one and only chance
So take a leap, and jump into the stream,
Come and take my hand, let your soul run free,
Take a chance and feel the rain with me

All the joy, all the life
All the colors of the earth
Hear the sounds, call your name
A brilliant rebirth
So follow me, into the storm
And listen to life taking a new form

My senses overwhelmed, my emotions askew
Feeling like I'm flying, joy I never knew
Nothing like some thunder and rain
To wash away the tears and pain
It's my chance to be invisible, to all the people walking by,
Like tears blending with the falling rain, and watching the world fade away as you

cry

To dance in the rain, brings tears of joy to my face
The power that blows across the wind, takes me to another place
The clouds above my head, thunder to the beat of my heart
The lighting strikes across the sky, cutting a path for me to follow

No many people can see the beauty, behind the thundering storm
For they are too caught up in the darkness it brings
To find the beauty that shines, within even the darkest things
Is to cherish the dark, for the beautiful stars it brings

Though life may be short, in the grand scheme of things
When I’'m dancing in the rain, life seems to be put on pause
So enjoy the light pitter patter, of the rain against the glass
And savor these big moments, cause the tiny ones don’t really last.
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Chapter SIX

Modern dance

Unit 1. READING AND TRANSLATION PRACTICE

Expressionism

Modern dance, the other major genre of Western theatre dance, developed in the
early 20th century as a series of reactions against what detractors saw as the limited,
artificial style of movement of ballet and its frivolous subject matter. Perhaps the
greatest pioneer in modern dance was Isadora Duncan. She believed that ballet
technique distorted the natural movement of the body, that it “separated the gymnastic
movements of the body completely from the mind,” and that it made dancers move like
“articulated puppets” from the base of the spine. Duncan worked with simple
movements and natural rhythms, finding her inspiration in the movements of nature -
particularly the wind and waves - as well as in the dance forms that she had studied in
antique sculpture. Elements that were most characteristic of her dancing included
lifted, far-flung arm positions, an ecstatically lifted head, unconstrained leaps, strides,
and skips, and, above all, strong, flowing rhythms in which one movement melted into
the next. Her costumes, too, were unconstrained; she danced barefoot and uncorseted
in simple, flowing tunics, with only the simplest props and lighting effects to frame her
movements.

Duncan believed that dance should be the “divine expression” of the human
spirit, and this concern with the inner motivation of dance characterized all early
modern choreographers. They presented characters and situations that broke the
romantic, fairy-tale surface of contemporary ballet and explored the primitive instincts,
the conflicts and passions of man’s inner self. To this end they sought to develop a
style of movement that was more natural and more expressive than ballet. Martha
Graham, for example, saw the back, and particularly the pelvis, as the centre of all
movement, and many of her most characteristic movements originated from a powerful
spiral, arch, or curve in the back. Doris Humphrey saw all human movement as a
transition between fall (when the body is off-balance) and recovery (when it returns to
a balanced state), and in many of her movements the weight of the body was always
just off-centre, falling and being caught.

Instead of defying gravity, as in ballet, modern dancers emphasized their own
weight. Even their jumps and high extensions looked as if they were only momentarily
escaping from the downward pull of the Earth, and many of their movements were
executed close to, or on, the floor. Graham developed a wide repertoire of falls, for
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example, and Mary Wigman’s style was characterized by kneeling or crouching, the
head often dropped and the arms rarely lifted high into the air.

As ballet sought to conceal or defy the force of gravity, so it also strove to
conceal the strain of dancing. Modern dance, on the other hand - particularly the work
of Graham - emphasized those qualities. In the jagged phrases, angular limbs, clenched
fists, and flexed feet, in the forceful movements of the back and the clear lines of
tension running through the movement, Graham’s choreography expressed not only
the struggle of the dancer against physical limitations but also the power of passion and
frustration. Movements were always expressive gestures, never decorative shapes.
Often the body and limbs appeared racked and contorted by emotion, for these
choreographers, like Nijinsky, were not afraid to appear ugly (as indeed they did to
many of their contemporaries).

The structure of early modern dance works responded in part to the fragmented
narrative and symbolism characteristic of modernist art and literature. Graham often
employed flashback techniques and shifting timescales, as in Clytemnestra (1958), or
used different dancers to portray different facets of a single character, as in Seraphic
Dialogue (1955). Groups of dancers formed sculptural wholes, often to represent social
or psychological forces, and there was little of the hierarchical division between
principals and corps de ballet that operated in ballet.

Merce Cunningham

The Expressionist school dominated modern dance for several decades. From
the 1940s onward, however, there was a growing reaction against Expressionism
spearheaded by Merce Cunningham. Cunningham wanted to create dance that was
about itself - about the kinds of movement of which the human body is capable and
about rhythm, phrasing, and structure. Above all, he wanted to create dance that was
not subservient to the demands of either narrative or emotional expression. This did
not mean that Cunningham wanted to make dance subservient to music or design; on
the contrary, though many of his works were collaborations, in the sense that music
and design formed a strong part of the total effect, these elements were often conceived
- and worked - independently of the actual dance. Cunningham believed that movement
should define its own space and set its own rhythms, rather than be influenced by the
set and the music. He also felt that it was more interesting and challenging for the
spectator to be confronted with these independently functioning elements and then to
choose for himself how to relate them to one another.

Believing that all movement was potential dance material, Cunningham
developed a style that embraced an extraordinarily wide spectrum, from natural,

everyday actions such as sitting down and walking to virtuosic dance movements.
69



Elements of his style even had a close affinity to ballet: jumps tended to be light and
airy, the footwork fleet and intricate, and the leg extensions high and controlled. He
placed greater emphasis on the vertical and less emphasis on the body’s weight and the
force of gravity. Like those of Graham, many of Cunningham’s movements centred on
the back and torso, but they tended less toward dramatic contractions and spirals than
toward smaller and more sharply defined tilts, curves, and twists. The arms were
frequently held in graceful curves and the feet pointed.

Cunningham’s phrases were often composed of elaborate, coordinating
movements of the head, feet, body, and limbs in a string of rapidly changing positions.
The arrangement of performers on stage was equally complex: at any one moment there
might have been several dancers, in what seemed like random groupings, all
performing different phrases at the same time. With no main action dominating the
stage, the spectator was free to focus on any part of the dance.

While Graham’s works were usually structured around the events of a narrative,
Cunningham’s works usually emerged from the working through of one or more
choreographic ideas, whose development (i.e., the ordering of movements into phrases
or the number of dancers working at any one time) might then have been determined
by chance. Deriving its movements from such formal origins did not mean that
Cunningham’s works lacked expressive power. One of his pieces, Winterbranch
(1964), started out as a study based on moving into a space and falling, but it produced
a powerful effect on audiences, who variously interpreted it as a piece about war,
concentration camps, or even sea storms. Cunningham believed that the expressive
qualities in dance should not be determined by a story line but should simply rise out
of movement itself. “The emotion will appear when the movement is danced,” he
claimed, “because that is where the life 1s.”

Postmodernism

During the 1960s and ’70s a new generation of American choreographers,
generally referred to as postmodernist choreographers, took some of Cunningham’s
ideas even farther. They also believed that ordinary movement could be used in dance,
but they rejected the strong element of virtuosity in Cunningham’s technique and the
complexities of his phrasing and structure, insisting that such a style interfered with the
process of seeing and feeling the movement clearly. Consequently, the postmodernists
replaced conventional dance steps with simple movements such as rolling, walking,
skipping, and running. Their works concentrated on the basic principles of dance:
space, time, and the weight and energy of the dancer’s body.

Postmodernists discarded spectacle as another distraction from the real business

of movement. Costumes were often ordinary practice or street clothes, there was little
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or no set and lighting, and many performances took place in lofts, galleries, or out-of-
doors. Narrative and expression were discarded, and the dance structures were usually
very simple, involving either the repetition and accumulation of simple phrases or the
working through of simple movement games or tasks. In Tom Johnson’s Running Out
of Breath (1976) the dancer simply ran around the stage reciting a text until he ran out
of breath.

Most avant-garde modern-dance companies have been quite small and have
occupied a position on the fringe of the dance world, attracting only small and specialist
audiences. Although “mainstream” modern dance now attracts large audiences in both
Europe and North America, it too was for many decades a minority art form, often
playing to only a handful of spectators. Modern-dance companies were then, and still
are, relatively small. Partly because they lack funding, they tend to use less elaborate
costume and staging, and they perform in small theatres where contact with the
audience is close.

Essential Vocabulary

detractor [d1'treekto] n — XynuTenb; KIEeBETHUK
artificial [a:t1' fifol] adj - uckyccTBeHHBIN, pyKOTBOPHBII; HEHATYpaIbHBIH
frivolous [ frivolos] adj - nerkombiceHHbIHN, HECEPbE3HBI; PPUBOIBHBIN
distort [dis'to:t] v — uckaxxathb
separate [ seprit] v - OTAENSTh, OTACIUTHCS; Pa3AeiiaTh, pa3eiInTh, Pa3IeITUThCS
puppet [ pApit] n - MaprOHETKA, KyKJia
spine [spain] n - T0O3BOHOYHHUK, XpeOET, CIMHHON XpeOeT, MO3BOHOYHBIN CTOI0
inspiration [1nspo're1fn] n - BIOXHOBEHHUE, BOOAYIIIEBIICHHUE, O3aPCHUE
antique [&n'ti:k] adj - aHTUYHBIN, cTapUHHBIHI, TpEeBHUN
constrain [kon strein] v - ciepxuBaTh, OrpaHUYUTh, CAEPKATh, CKOBBIBATh
leap [li:p] n - ckadoK, NPBBKOK, 1IAT
stride [straid] n - mar, moxoaka
skip [skip] n - ckadok, IPBDKOK
melt [melt] v - TadaTh, pacTasiTh, pacIyiaBUTbCS; PACTBOPUTHCS, PACTBOPATD, NCUE3ATh
props [props] n — pekBu3uUT, OyTadopus
divine [d1'vain] adj - 6oxecTBeHHBIH, O0XKeCKU
concern [kon's3:n] n - 03a004€HHOCTh, 00ECIIOKOCHHOCTh, ITpoOJIeMa, OECTIOKOMCTRO,
3a00Ta, oraceHue, MHTepec, COOOpaKeHne
surface ['s3:fis] n - MOBepXHOCTb, MOKPHITHE
explore [iks'plo:] v - wWcciemoBaTh, W3y4UTh, HU3y4YaTh, I[MO3HAKOMUTHCH,
MIPOAHATU3UPOBATh, OCBAaUBaTh, 00CIIEI0BATh; BBISICHUTD, BBISICHATD; TO3HABATD
passion [pa/n] n - cTpacTh, MIPUCTPACTUE, CTPACTHOE yBJICUCHUE
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back [bak] n - cnuna

pelvis [ pelvis] n - Ta3

spiral [ 'sparoral] n - ciupasnb, BUTOK

arch [a.{f] n - apka, cBoJ, qyra; mporuod

curve [k3:v] n — u3ru6; ayra

transition [tren’s13on] n - nepexo, nepeMenieHue

recovery [r1 kAvori] n - BOCCTaHOBJIEHHE, MOIBEM, O3/I0POBIEHUE, BO3BpAIlCHHUE,
OKUBJICHHE, YTUIN3AIUs, pereHepaIus

weight [weit] n - Bec, Mmacca

defy [d1'fai] v - He monaBaTbCsl, MPOTUBOCTOATD, IPOTUBUTHCS

gravity ['greviti] n - rpaBuTaNys, TPUTIKEHUE, CUIA TSHKECTH, TATOTEHHE, 3€MHOE
MPUTSHKCHUEC

extension [iks'ten/n] n — BBITATUBaHHWE, YJJIWHEHHE, pACTSIXKKA; paszrubaHue;
BBITSDKEHUE; BBITIPSIMIICHHE

escape [1s'keip] v - Oexarb, cOexaTb; BBIPBATHCS, BBIOPATHCS; YCKOJIB3HYTb,
YCKOJIb3aTh

execute ['eksikjuit] v - BBINOJHUTH, BBINOIHATH, MCIOJHATh, WCIOJHUTD,
OCYIIECTBIIATH, 3aIyCTUTh, PEATM30BaTh, COBEPIIIATh, BHITIOTHUTHCS

kneel [ni:l] v - oTycTUTBCS HA KOJIGHU; CTOATH HA KOJICHSAX

crouch [krav] v — npucectsb

conceal [kon'si:l] v - ckpbIBaTh, CripsATaTh, IPSATATh, COKPHITH

strain [stremn] n - HanpspKeHUe, nedopmanys, Harpy3Ka, HapsHKCHHOCTh, HATSKCHHE,
nepeHanpsHkeHne

quality [ kwoliti] n - kauecTBO, CBOMCTBO, TOCTOMHCTBO, OCOOEHHOCTh

jagged [dzegd] adj — rpyOmIit

angular [ @ngjolo] v — yrimoBatbiit

limb [lim] n - KOHEYHOCTH, IPOTE3

clench [klenff] v - cxxaTb, CTUCHYTB, CKUMATh, CKAThCS, CKUMATHCS, CTHCKHBATH

fist [fist] n - kymax

frustration [fras trei/n] n - pazoyapoBanue, pa304apoBaHHOCTh

rack [rek] v — 1omaTh

ugly ['agli] adj - yponnusslii, 6e300pa3HbIii, HEKPACUBBINA, HETIPUT IS THBII
contemporary [kon temporari] n — COBpeMEeHHUK

narrative [ narotiv] n - HoBeCTBOBaHUE, PACCKA3, IOBECTh, U3TI0KEHUE

flashback [ flee[bak] n — BocmoMuHaHue; peTpoCcneKiys; KOpOTKask peTPOCIIEKTUBHAS
CleHa

hierarchical [haio'ra:kikl] adj — uepapxuueckuii; nepapxuuHbIit

spearhead [ spiohed] v - Bo3r1aBUTh, BO3TJIABIATH

subservient [sob's3:vjont] adj - moaBIACTHBIN, PaOOJICTTHBIMI
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affinity [0 finiti] n - cxoacTBO, OOLIHOCTH

contraction [kon trek/n] n - cokpaienue, cy>keHue, yMeHbIlIEHHE, YKOPOUEHUE

tilt [t1lt] n — HakTOH

curve [k3:v] n — u3ru6

twist [twist] n - MOBOPOT, TBUCT, U3THO

random [ r&endom] adj - ciy4aiiHblii, TPOU3BOIBbHBINA, BEIOOPOUHBIH, OECTIOPsTOYHBIN
refer [r1'f3:] v - oTHOCUThCs, oOOpamaThCsi, KacarbCs, OTHECTH, OTHOCHUTb,
MPUIHUCHIBATH

reject [ ri:dzekt] v - oTBepraTh, OTBEpruyTh, OTTOPraTh; 0TKa3aTbCs, OTPULIATD

skip [skip] v — mpeIraTh, ckakaTh

roll [roul] v - mepeBepHYTHCS, MEPEKATUTHCS

loft [Ioft] n - yepnak, mancapaa

fringe [frind3] n — kpait

mainstream [ meinstri:m] adj — o0CHOBHO; OOBIYHBIHN, TPATULIUOHHBIN

lack [lek] v - He XxBaTaTh, OTCYTCTBOBATh, HEIOCTABATh

Exercises

1. Translate the following words and word combinations or find Russian
equivalents.

1. as a series of reactions 10. strong, flowing rhythms

2. as the limited, artificial style of| 11. danced barefoot and uncorseted
movement of ballet 12. with only the simplest props

3. its frivolous subject matter 13. the “divine expression” of the human
4. the greatest pioneer in modern dance | spirit

5. ballet technique 14. the inner motivation of dance

6. move like “articulated puppets” 15. the conflicts and passions of man’s
7. lifted, far-flung arm positions inner self

8. an ecstatically lifted head 16. instead of defying gravity

9. unconstrained leaps, strides, and skips | 17. escaping from the downward pull of

the Earth
18. a wide repertoire of falls
19. characterized by kneeling or

crouching

2. Translate the following sentences into Russian.
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1. As ballet sought to conceal or defy the force of gravity, so it also strove to conceal
the strain of dancing.

2. Movements were always expressive gestures, never decorative shapes.

3. The structure of early modern dance works responded in part to the fragmented
narrative and symbolism characteristic of modernist art and literature.

4. From the 1940s onward, however, there was a growing reaction against
Expressionism spearheaded by Merce Cunningham.

5. Cunningham wanted to create dance that was about itself - about the kinds of
movement of which the human body is capable and about rhythm, phrasing, and
structure.

6. Above all, he wanted to create dance that was not subservient to the demands of
either narrative or emotional expression.

7. Often the body and limbs appeared racked and contorted by emotion, for these
choreographers.

8. Graham’s choreography expressed not only the struggle of the dancer against
physical limitations but also the power of passion and frustration.

9. Mary Wigman’s style was characterized by kneeling or crouching, the head often
dropped and the arms rarely lifted high into the air.

10. Doris Humphrey saw all human movement as a transition between fall (when the
body is off-balance) and recovery (when it returns to a balanced state).

11. Martha Graham, for example, saw the back, and particularly the pelvis, as the centre
of all movement, and many of her most characteristic movements originated from a
powerful spiral, arch, or curve in the back.

12. Duncan believed that dance should be the “divine expression” of the human spirit,
and this concern with the inner motivation of dance characterized all early modern
choreographers.

13. Duncan worked with simple movements and natural rhythms, finding her
inspiration in the movements of nature - particularly the wind and waves - as well as
in the dance forms that she had studied in antique sculpture.

3. Fill in the gaps in the sentences below with the words and expressions from the

box.
less, although, on the other hand, instead of,
perhaps, more ... than
1. the greatest pioneer in modern dance was Isadora Duncan.

2. To this end they sought to develop a style of movement that was natural and

expressive ballet.
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3. defying gravity, as in ballet, modern dancers emphasized their own

weight.

4. Modern dance, - particularly the work of Graham - emphasized those
qualities.

5. “mainstream” modern dance now attracts large audiences in both

Europe and North America, it too was for many decades a minority art form, often

playing to only a handful of spectators.

6. Partly because they lack funding, they tend to use elaborate costume and staging,
and they perform in small theatres where contact with the audience is close.

4. Find English equivalents for the following Russian expressions and words.

1. B Hauase 20-ro Beka

2. eCTECTBEHHOE JIBUKEHUE Tella

3. OJIHOCTBIO OT/AENUI TMMHACTUYECKUE
JIBUKEHUS TeJa OT pazyma

. OT OCHOBaHU$ MMO3BOHOYHHUKA

. TIJTAaBHbIE PUTMBI

. CTpySIUECs TYHUKU

. CBETOBbIE 3P (HEKTHI

. BHYTPEHHsISI MOTHBAIUS TaHIA

NoRN- RS e NV

POMaHTHUYCCKAA, CKa304YHasi1

IMOBCPXHOCTH COBPCMCHHOT O OajeTa

10. B
najicHUueEM

KadyecTBe Iepexojia
(xorma

pazbalaHCUpOBaH) U BOCCTAHOBJIEHUEM

MEXITY
OpraHu3M

11. TanuEeBaNIbHOE HANPSIKEHUE

12. 6oprba TaHLIOpa MPOTUB (PUINUYECKUX
OTpaHUYCHUU

13. cuna cTpactu u pa3oyapoBaHUS

14. peTpoCEKTUBHBIE METOJbl U CHABUT
HIKaJIbl BpEMEHHU

15. uzo0paxaTh pa3Hble TPaHU OJHOTO
Xapakrepa

16. ckynbpITypHOE LI€NIOE

5. Match the words below with their definitions.

. Expressionism
. collaboration

. space

. Spectator

. Spectrum

. affinity

. weight

. emotion
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. Postmodernism
10. narrative

a. the process or skill of telling a story
b. how heavy something is when you
measure it

c. all of the area in which everything
exists, and in which everything has a
position or direction

d. a close relationship between two
things because of qualities or features
that they share

e. a style of building, painting, writing
etc. developed in the late 20™ century,
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that uses a mixture of old and new styles
as a reaction against modernism

f. a strong human feeling such as love,
hate, or anger

g. a complete range of opinions, people,
situations etc. going from one extreme to
its opposite

h. when you work together with another
person or group in order to achieve
something, especially in science or art

j. someone who is watching an event or
game

k. a style of painting, writing, or music
that expresses feelings rather than

describing objects and experiences
6. Translate the following sentences into English.

1. OHM npeACTaBUIIM EPCOHAXKHU U CUTYALIMH, KOTOPbIE HAPYIIWIA POMAHTUYECKYIO,
CKa304YHYIO0 IOBEPXHOCTb COBPEMEHHOTO OajeTa M UCCIeNOoBajll NEPBOOBITHBIC
WHCTUHKTHI, KOH(JIUKTHI U CTPACTH YEJIOBEUECKON BHYTPEHHEH CYIITHOCTH.

2. I'pynmbl TaHIIOPOB 0Opa30BBIBAIA CKYJBITYpPHBIE LEIOCTHOCTH, YacTO, YTOOBI
MPEICTaBUTh COLUATIbHBIE WM TICUXOJIOTUUECKHUE CHIIBI.

3. B cTpykType paHHEro COBPEMEHHOrO TaHIIAa OBbUIO Mallo HEepapXUYECKOro
paszeneHusl MeXly BeIyIIUMH TaHIIOpaMH U KOpJeOaneToM, Kak 3TO JeHCTBOBAJIO B
Oasnere.

4. lIkona DKcnpeccuoOHU3Ma T'OCIOACTBOBAIA HAJl COBPEMEHHBIM TaHILIEM B TEUECHUE
HECKOJIbKHUX JCCATUICTUA.

5. Or1o He 03Hayano, uro KaHHUHTeM XOTel caenaTh TaHell MOABJIACTHBIN MY3bIKE WU
JA3ANHY.

6. HaoGopot, XoTss MHOTHE U3 ero paboT ObLIM COBMECTHBIMU paboTamMu, B TOM
CMBICIIE, YTO MY3bIKa U IU3aiiH (OPMUPOBAIN CHIIbHYIO YacTh o0uIero adgdekra, atu
AJIIEMEHTHI YacTO OBLIN 33JlyMaHbl - U pad0TalIH - HE3aBUCUMO OT COOCTBEHHO TaHIIA.
7. KaHHUHreM cUMTall, 4YTO [JBI)KEHHME JIODKHO ONpPENeNuTh COOCTBEHHOE
MIPOCTPAHCTBO U YCTAHOBUTH CBOM COOCTBEHHBIC PUTMBI, a HE OBITh MOJ BIUSHUEM
JNEKOpALUi U MYy3bIKH.

8. Ilonaras, 4yTo BCce NBH)KEHHME OBLIO MOTEHIHUAIBHBIM TAHIIEBAIbHBIM MAaTEPUATIOM,
Kannunrem pazpabotan cTuiib, BOOpaBIIKi B ce0sl Ype3BbIUANHO IIUPOKUH CIIEKTp, OT
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€CTECTBEHHBIX, TOBCETHEBHBIX JICHCTBUI, TAKUX KaK CUAETh U XOAUTH 10 BUPTYO3HBIX
TaHUEBAJbHBIX JIBUKEHUI.

9. DreMEeHTHI ero CTUIIA ellle ObLIM TECHO CBA3aHBI ¢ 0aIeTOM: MPBDKKH, KaK MPaBuiio,
OBLIIM JIETKUMU M BO3JIYIIHBIMH, C aKTUBHON U 3aMbICIIOBATON pabOTOM HOT, ¥ BEICOKOE
1 KOHTPOJIUPYEMOE BBITSTUBAHUE HOT.

10. Be3 rmaBHOro AEMCTBUS JOMHUHUPYIOUIETO Ha CLEHE, 3pUTENIb ObLI BOJEH
COCPENOTOUYUTHCS Ha KO0 4acTH TaHIIA.

11. “Omounn nosBATCS, KOrja ABUKEHUE CTAHUYIOT , - YTBEPAKAAI OH, “TIOTOMY YTO
TaM JKU3Hb .

12. CnenoBarenbHO, TOCTMOJEPHUCTBI 3aMEHWIN TPAJWLHMOHHBIE TaHLEBAJIbHBIC
1Iaru NpoCThIMU JBMKEHUSMU, TAKUMH KaK BpallleHUE, X0b0a BOPUIPBLKKY U O€r.
13. VIx paGoTbl cOcpeA0TOUEHBI Ha 0a30BbIX MPUHIIMIIAX TAHIIA: TPOCTPAHCTBO, BpEMs,
Macca UM SHEprus Teja TaHLopa.

14. ITocTMOIEpHUCTBI OTBEPTaAJIN 3PENUIIE, KaK €€ OAHO OTBICYEHUE OT PEATBHOTO
nena - IBUKEHUS.

7. Answer the questions.

. When did modern dance, the other major genre of Western theatre dance, develop?
. Who was the greatest pioneer in modern dance?

. Did she believe that ballet technique distorted the natural movement of the body?

. What movements and rhythms did Duncan work with?

. What did she find her inspiration in?

. What elements were most characteristic of her dancing?

. Were her costumes unconstrained?

. She danced barefoot and uncorseted, didn’t she?

. What framed her movements?
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10. What concern characterized all early modern choreographers?
11. What did Martha Graham see as the centre of all movement?
12. How did Doris Humphrey see all human movement?
13. Did modern dancers emphasize their own weight instead of defying gravity, as in
ballet?
14. What repertoire did Graham develop?
15. What Mary Wigman’s style was characterized by?
16. What did Graham’s choreography express?
17. What movements did they use on the stage?
18. What techniques did Graham often employ in her works?
19. Was there any hierarchical division between principals and corps de ballet that
operated in ballet?
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20. How long did the Expressionist school dominate modern dance?

21. Was there any reaction against Expressionism?

22. What dance did Cunningham want to create?

23. Was it subservient to the demands of either narrative or emotional expression?

24. Did he believe that movement should define its own space and set its own rhythms?
25. What style did Cunningham develop?

26. Did elements of his style even have a close affinity to ballet?

27. What did he place greater emphasis on?

28. What is the difference between Graham’s works and Cunningham’s works in?

29. What did postmodernist choreographers reject in Cunningham’s technique?

30. What did the postmodernists replace conventional dance steps with?

31. What basic principles of dance did their works concentrate on?

32. Did postmodernists discard spectacle as another distraction from the real business
of movement?

33. Why were and still are modern-dance companies relatively small?

Unit 2. READING COMPREHENSION AND RENDERING PRACTICE

Translate the following texts into Russian and make a synopsis of the text in
English applying the phrases for rendering.

Indian classical dance

The six recognized schools of Indian classical dance developed as a part of
religious ritual in which dancers worshipped the gods by telling stories about their lives
and exploits. Three main components form the basis of these dances. They are natya,
the dramatic element of the dance (i.e., the imitation of character); nritta, pure dance,
in which the rhythms and phrases of the music are reflected in the decorative
movements of the hands and body and in the stamping of the feet; and nritya, the
portrayal of mood through facial expression, hand gesture, and position of the legs and
feet.

The style of movement in Indian classical dance is very different from that of
Western ballet. In ballet the emphasis is frequently on the action of the legs—in jumps,
turns, and fast traveling steps, which create ballet’s characteristic qualities of height,
speed, and lightness—while the body itself remains relatively still and the arms simply
frame the face or balance the body. In Indian dance, however, the legs are usually bent,
with the feet flat rather than lifted and pointed. Jumps are usually low (though light),
and the dancer rarely covers much ground or performs intricate steps, the complexity
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of the footwork lying more in elaborate stamping rhythms. (These stamping rhythms
enhance the musicality of the dance; many dancers wear bells around their ankles,
supplying their own accompaniment as well as counterpoint to the rhythms beaten out
by the musicians.) The torso, face, arms, and hands are extremely active. The head is
quite mobile, with subtle changes of direction and a characteristic side-to-side
movement emphasizing the dancer’s changing facial expressions. The movement of
the torso is graceful and fluid, shifting from side to side or turning on the axis of the
spine, while the movement of the hands and arms is subtle and elaborate, every gesture
having a narrative function. Indian dancers have a vast repertoire of gestures through
which they express complex events, ideas, and emotions. There are, for example, 13
gestures of the head, 36 different glances, and 67 mudras, or hand gestures, that can, in
various combinations, yield several thousand different meanings.

While these qualities characterize Indian classical dance in general, there are
significant variations in each school. Bharata natyam is perhaps the most delicate and
elegant of all the forms. It is traditionally, though not exclusively, performed by
women. In the dancer’s typical stance the legs are bent, often turned out at the hips,
and the body is held upright. Even in movements where the torso bends or spirals, it
remains lifted, never dropped and heavy. The feet perform small stamping movements
against the ground; for example, the heel may be lifted and the leg extended to the front
or back and then brought back. This is a small movement at some points and at others
a larger lunge, but none of the steps travels far off the spot. Stamping movements are
also made by raising the foot, bringing it down on the ball, and then bringing down the
heel. These quick, shifting steps maintain a complex rhythmic relationship with the
musical accompaniment. Sometimes such steps include a light spring from one foot to
the other.

While the feet are executing the basic step sequence, the arms, hands, and head
are also performing intricate movements. The arms are always supported at the elbow,
never loosely hanging, and they may be stretched to the side or above the head or bent
at the elbows in many different positions. In executing the mudras, the hands convey
different meanings according to the position of the fingers and the way the palms are
cupped or splayed. The neck moves from side to side, the head nods or turns, the eyes
dart and glance in different directions, and the body tilts or leans. Each of these
different movements contributes to the rhythmic and visual complexity of the dance.

Kathakali is a dance-drama performed by men, as it is considered too vigorous
and difficult for women (although women may study it and perform certain extracts).
The dancers wear elaborate headdresses and costumes as well as extensive makeup.
The makeup can take up to four hours to apply and allows the dancer to absorb himself
in the role he is about to perform. The basic kathakali stance is a deep bend, with the

legs turned in and the feet resting on the outside of the soles, giving the dancer a bandy-
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legged look. This position allows him to survive the long performances without getting
sore feet.

Much kathakali dancing is vigorous. The stamping steps are larger and more
energetic than in bharata natyam, the legs are lifted higher, the lunges are deeper, and
the jumps are bigger. Generally, the dancers travel farther and with greater agility. The
arm, body, and head movements are also more dramatically expressive: the body
crouches and twists furiously, the arms make larger, more imitative gestures (as in fight
scenes), and the facial expressions are highly exaggerated. (Kathakali dancers have
such control over their facial muscles that they can laugh with one side of their faces
and cry with the other.) Mudras also help dramatize the story, although they do not
always signify the same things as in bharata natyam.

Odissi and manipuri use more sinuous movement, in which the spine and torso
are elegantly curved.

The most characteristic element in kathak is the chukra, a brilliant, whipping turn
executed on the spot. In this style the feet work closely together, often with one crossed
in front of the other and stamping out unusually complex rhythms. The dancer also
uses a gliding walk similar to the pas de bourrée in ballet. There is more swaying of
the body in kathak than in bharata natyam, and the wearing of a full skirt emphasizes
the speed and excitement of the dancer’s turns.

The influence of Indian dance can be seen throughout Asia. In Japan, for
example, the dancer makes use of a fan to create an additional repertoire of gestures. It
may be opened to suggest the reading of a book, whirled and dropped to the ground to
show the falling of leaves, or, appearing above the dancer’s sleeve, used to signify that
the Moon has risen. In Java the dancers’ faces remain impassive, but their hand gestures
are elaborate, and they also manipulate long, floating scarves to give their movements
a weightless, ethereal quality.

Unit 3. DISCUSSION

8. Study the expressions in the Useful Language box and the examples below
showing different lexical and grammatical ways of expressing one and the same
language function.

USEFUL LANGUAGE
Expressing similarity Expressing preference
1. just the same as 1. would prefer ... rather than
2. like 2. would rather ... than
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3. as + preposition phrase 3. prefer ... rather than
4. as if 4. rather than ... prefer
5. as though 5. prefer smth to smth
Expressing condition Expressing comparison
1. 1f l.as ... as

2. as long as 2. more ... than

3. in case 3. less ... than

a) similarity

1. Like cave painting, the first purpose of dance is probably ritual - appeasing a nature
spirit or accompanying a rite of passage.

2. The first purpose of dance is just the same as that of cave painting, probably ritual
- appeasing a nature spirit or accompanying a rite of passage.

3. As in cave painting the first purpose of dance is probably ritual - appeasing a nature
spirit or accompanying a rite of passage.

4. Even their jumps and high extensions looked as if they were only momentarily
escaping from the downward pull of the Earth, and many of their movements were
executed close to, or on, the floor.

5. Even their jumps and high extensions looked as though they were only momentarily
escaping from the downward pull of the Earth, and many of their movements were
executed close to, or on, the floor.

b) preference

. I would prefer to fail with honour rather than win by cheating.

. I would rather fail with honour than win by cheating.

. I prefer to fail with honour rather than win by cheating.

. Rather than win by cheating I prefer to fail with honour

. Most people prefer modern dances to ballet.

. Most people prefer dancing the Waltz to dancing the Polka.

. Most people prefer dancing the Waltz rather than dancing the Polka.

N N LU W=

¢) condition

1. If no main action dominates the stage, the spectator will be free to focus on any part
of the dance.

2. In case no main action dominates the stage, the spectator will be free to focus on
any part of the dance.

3. The spectator will be free to focus on any part of the dance as long as no main action
dominates the stage.

d) comparison

1. Success is as ice cold and lonely as the North Pole.

2. Job satisfaction is more important than high salary.
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3. High salary is less important than job satisfaction.

9. Rewrite each sentence so that it has a similar meaning and it contains the
expression in bold type.

1. Most of the successful people are the ones who do less talking than listening.
more

2. The doing is usually more important than the outcome.

less

3. To guarantee success, act as if it were impossible to fail.

as though

4. In case you love what you are doing, you will be successful.

if

5. If you want success, start thinking of yourself as a success.

in case

6. If you can perform one style of dance well, you can perform any dance well.
as long as

7. Ballet companies prefer to advertise in magazines rather than in newspapers or on
the radio.

would rather

8. Just as ballet every dance has a context and history.

just the same as

9. Character is more important than intelligence for success.

less

10. Read what famous people said about the essence of success. Discuss the
position of the authors. Support your point of view with reasons and examples
from your reading, your observations or your own experience. Use the expressions
from the Useful Language box to develop your idea and express your opinion.

1. Success is going from failure to failure without loss of enthusiasm. - Winston
Churchill (1874-1965), British statesman, Prime Minister

2. The most important single ingredient in the formula of success is knowing how to
get along with people. -Theodore Roosevelt (1858-1919), Twenty-sixth President of the
US4

3. Success is a journey, not a destination. The doing is usually more important than the
outcome. - Arthur Ashe

4. Character is more important than intelligence for success. - Gilberte Beaux

5. My definition of success is control. - Kenneth Branagh
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11. Read proverbs about success. Translate them into Russian and make up a
story with one of the proverbs in English.

1. Success isn't how far you got, but the distance you traveled from where you started.
- (Greek proverb)

2. No good thing is failure and no evil thing success. - (Italian proverb)

3. Men learn little from success, but much from failure. - (Arab proverb)

4. Try not to become a man of success but a man of value. - (English proverb)

5. Success is 10% ability, and 90% sweat. - (Nigerian proverb)

Unit 4. FOCUS ON POETRY

12. Read the poem (consulting a dictionary). Try to make a free translation of the
poem (in writing) or its rhymed version (if you can). Express the main idea in
brief. Learn the poem by heart.

Dance of Romance
(by Melody Thomas)

Under a cloudless starry calm of dreams of night
We said our vows of love and sweet Psyche
Our beauty of souls shall be forever so light

My best treasure of all is the beauty in your eyes.

Tonight of all nights we dance and tantalize
You stand and dance with hypnotic elegance
We fit so right together neath the calm of night
We romance with truth and honesty in dance.

Our hearts truly ignite our eternal toxic flames
We can both see the sparkle of diamonds of minds
Having and knowing you so close steams our romance
Holding you in the arms of love as we dance, dance, dance.

Tonight I close my eyes and feel love in your arms
As we dance together neath the heavenly of stars
The feeling of the tempo keeps our love alive
Our hearts belong together forever till the end of time.
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Chapter SEVEN

Theatrical elements

Unit 1. READING AND TRANSLATION PRACTICE

Music, design, and drama have all played important roles in the evolution of
dance, and in many cultures dance has actually been inseparable from these arts. The
Greek word mousike, for example, referring to music, poetry, and dance as one form,
reflected the integral relation between these three arts in classical Greek drama. In the
early European ballets, dance, music, drama, and spectacle were equally inseparable.
Even where dance is perceived as an independent art form, most choreography is still
accompanied by one or more of these elements. Choreographers generally regard them
as integral parts of the works. Sound and visual effects, for example, can clarify the
dramatic effect of a dance movement and can also help the spectator to perceive more
fully its aesthetic qualities. In a general way, music, design, and drama also work
together to heighten the experience of dance as something removed from everyday
experience, inspiring a special attention in the spectator.

The most important element of dance is music, and it is rare for dance of any
kind - social, theatrical, or religious - to develop without musical accompaniment. The
close relation between dance and music is based on the fact that both are organized
around rhythmic pattern; thus, the rhythm of the accompanying music may be used to
determine the rhythm of the dance, to give it emphasis, or to help the dancers maintain
the same beat.

Rhythm

Nearly all physical activity is done rhythmically, as in the beating of the heart,
the flow of the breath, and the actions of walking and running. Work activities such as
digging, sawing, scrubbing, or planting also tend to fall into a regular rhythm, because
that is the most efficient and economical way of working the muscles and pacing the
effort. When the rhythm is perfectly even, a regular pattern of time and force is
established - each inhalation and exhalation of the breath and each stride or stroke of
the saw taking the same amount of time and using the same amount of energy. In dance,
too, the setting up of regular, efficient rhythms may also be important in allowing the
dancer to continue dancing for a long time, whether the dancer is a Stift dervish or a
disco dancer.

Individual dance movements also have a natural rhythm that determines the way
in which they can be executed. A high leap, for example, can take only a certain amount
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of time (the force of gravity preventing a very prolonged duration and the height of the
leap precluding a very quick one). Thus, the rhythm, or pattern of accents, imposed on
the leap can be neither very sharp nor much sustained.

Even though choreographers are limited to those rhythms permitted by the
various dance movements, they do not always use those that are most natural and
efficient. It may be easier for a dancer to perform a section of runs and jumps at a
moderate, evenly paced rhythm, but this may not produce the effect that the
choreographer wants.

Choreographers vary dance rhythms for many reasons, the most basic being the
wish to create different qualities of movement - a slow, even rhythm, for example, to
create softness and fluidity, or a fast, asymmetrical rhythm to make the movement
attenuated or uneven. Varying the qualities of movement may also have a dramatic
function, rhythm often determining whether a movement appears joyous, calm, or
anguished. Also, choreographers following a musical score may manipulate the
rhythms of the dance movements either to match or counterpoint those of the music.
Rhythm is a vital element of all dances in all cultures, even in those African and Asian
dances whose complex rhythms are often imperceptible to the Western observer. In
these forms, the drummer may play a different rhythm with each hand, one setting the
basic pulse and the other producing a pattern of sound to reflect the mood or meaning
of the dance. The dancer, too, may set up one rhythm in the stamping of the feet while
marking out another in the torso, arms, or head, thus producing a highly varied and
irregular pattern of sounds and movements. It is rare for dance not to follow any kind
of rhythmic organization, just as poets who do not follow a strict metre still emphasize
and manipulate the rhythms of language.

Music

Many of the terms used in reference to dance rhythm, such as tempo, dynamics,
and beat, are derived from music, as most dances is either set to music or accompanied
by it. Particularly in cases where the choreographer sets the dance to a previously
composed score, the music may determine both the length and structure of the work
and even the exact phrasing of the movements. At its simplest, there may be an exact
correspondence between the notes and the dance steps, as in a basic waltz melody. On
a more complex scale, as in the music visualization popular with such choreographers
as Ruth St. Denis, dancers or groups of dancers are assigned to specific instruments
and are choreographed in such a manner that they duplicate on stage the relationships
among the instruments in the orchestra. Balanchine was said to have translated music
into spatial terms, manipulating the floor patterns and the grouping of the dancers so

that they corresponded to the appearance and development of particular chord
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sequences, thythmic patterns, melodies, or sections of counterpoint. Nijinsky, on the
other hand, in L’ Aprés-midi d’un faune (1912; “Afternoon of a Faun”), used Claude
Debussy’s music purely for atmosphere, permitting it to set the mood rather than
influence the organization of movements.

Music can determine the style or dramatic quality of a dance. In fact, composers
are often instructed to emphasize or clarify the drama already inherent in the
choreography. In Western ballet it is common for important characters to have their
own musical themes expressing and identifying their personalities or for whole sections
of music to be written in the style of the character dancing to them - as in the sweet,
tinkling music that Pyotr Ilyich Tchaikovsky composed for the Sugar Plum Fairy in
The Nutcracker. In plotless dances music and movement also reflect and reinforce each
other, as in Ashton’s Monotones (1965—66), where the clear, uncluttered lines of the
choreography reflect the limpidity of Erik Satie’s music.

Certain choreographers in the second half of the 20th century worked either
without music or in such a way that music and dance remained wholly independent of
each other. Merce Cunningham choreographed in silence, so that while the music
helped to determine the overall mood of the dance, it rarely affected the dance’s
phrasing and structure and often did not even last for the same length of time.
Cunningham believed that too close a correspondence between dance and music would
not really help the audience to perceive the two forms more clearly but, rather, would
have the opposite effect of each canceling the other out. Other choreographers, such as
Jerome Robbins in Moves (1959), used complete silence even in performance, so that
the natural sounds of the dance movements formed the only accompaniment, leaving
the spectator to concentrate solely on the patterns and rhythms of the movement. Others
have used natural or electronic sounds and even spoken words in an effort to separate
dance from a close relationship with music while still providing it with some
relationship to sound.

It is likely that music accompanied dance from earliest times, either through
sounds such as stamping, clapping, and singing that the dancers made themselves,
through percussion, or through various wind instruments such as pipes or flutes. In
modern Afro-Caribbean dances it is possible to discern the effects that drumming and
percussive-sounding movements can have on dancing - in maintaining the dancer’s
beat, providing accompaniment, and intensifying the dance’s emotional power. A slow,
heavy beat can create a mood of tension or expectancy, while a fast beat may build the
dance to a joyous or dramatic climax. The rhythms of the drums, reinforced by clapping
and stamping, can amplify the rhythms of the movements (the sway of the pelvis, the
rippling of the spine) as well as set up a complex counterpoint with them to produce
variations in tempo and phrasing.
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Clapping and stamping can also play an important role in producing the hypnotic
effect necessary to certain ritual dances, uniting both spectators and dancers in a single
world of sound and clearing their minds of everyday preoccupations. In the war and
hunting dances of many tribes, sound is often used in an imitative way, with the dancers
uttering war cries or animal sounds in order to further their transformation into warriors
or the hunters’ prey.

In many Indian and Asian classical dances, stamping also plays an important role
in maintaining the beat. Music, too, is very important, and many dances are
accompanied by specific songs or musical compositions. In the Middle Eastern raqs
sharqt, the song or music establishes the mood or narrative situation of the dance, which
the performer then interprets through movement. In the Indian bharata natyam the
dancer is accompanied by a singer, who marks the movements with a tiny pair of
cymbals while singing out instructions to the dancer. Bells tied around the dancer’s
ankles also accompany the movements with their sound. Just as in Western theatre
dance, the music accompanying these different dance forms is important both for its
dramatic function - emphasizing moments of climax or different emotional states - and
for its ability to increase the spectator’s pleasure in and awareness of the movement.

Social dance is nearly always accompanied by music, which not only helps to
keep the dancers in time with each other but also increases the power and excitement
of the dance, encouraging the dancers to abandon themselves to their movements.
Sometimes individual dances have developed in response to a new musical form, as in
jazz and rock and roll; but dance has also had an important influence on music, as in
the Renaissance, when musicians were required to produce music to accompany the
new dances that were developing.

Choreographers and composers alike often feel limited and frustrated when they
have to create their own works within the limits of someone else’s artistic conception.
The most fruitful relationship is often one in which an element of collaboration exists
between composer and choreographer from the start. Fokine’s collaboration with
Stravinsky on The Firebird (1910) is an example of both score and choreography
emerging from long and detailed discussion, during which each artist remained
sensitive to the other’s wishes and to the overall idea of the work. There are no rules,
however, and while some choreographers dislike being subjected to the limitations and
demands of a musical score, others regard them as important creative stimuli.

Most dances have a traditional relationship with particular musical works or with
particular kinds of music. Although ballet has always had a close relation to classical
(as opposed to popular) music, many people have found unacceptable its use of
established masterpieces that were not especially composed for ballet. It was not until
the 20th century that this practice came into being, with Isadora Duncan performing to

Richard Wagner, Johannes Brahms, and Frédéric Chopin and Léonide Massine
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choreographing his symphonic ballets to the works of Hector Berlioz, Brahms, and
Tchaikovsky.

During the 20th century a close relationship also existed between modern dance
and contemporary music, often music of a highly experimental nature. Thus,
choreographers used, or even commissioned, works from composers such as Arnold
Schoenberg, Anton Webern, Luciano Berio, Aaron Copland, and John Cage. But it is
common for both contemporary ballet and modern dance to use a variety of musical
forms: modern dance may use early classical or non-Western music, while ballet may
be performed to popular music. Also, as mentioned above, the concept of musical
accompaniment has been stretched to include any kind of natural sound, electronic
score, spoken text, or even silence.

Essential Vocabulary

inseparable [in'seporabl] adj - HeoTHENMUMBINM, HEOTHEMIIEMBII

perceive [po'si:v] v — BOCOpHUHMMATh; OIIYIIaTh, YyBCTBOBATh; TOHUMATh, OCO3HATh,
OCO3HABaTh

clarify [ klerifai] v - pa3bsiCHUTD, IOSICHUTD; YTOUYHUTD, YTOUHSATHCS; IPOSICHUTH
heighten [haitn] v - TOBBICUTD, TOBBIIIATH; YCUIUTh, YCUIUBATh

remove [r1 mu:v] vV - yaamuTh, yAalsATh, CTUpaTh; U3BJI€Ub, U3BIIEKaTh, BBIHYTb,
BBIHIMATb, BEIBOJIUTH

inspire [1n'spaio] v — BIOXHOBJSTh, BOOJIYIIEBISATh; BHYIIATh, BCEJIATH; BbI3bIBATh
rare [reo] adj — penkuit

pattern [ p&ton] n — y30p; MOAelb, CTPYKTYypa, NaTTePH, 3aKOHOMEPHOCTh
maintain [mein tein] v — noaaepxuBaTh; COXpaHUTb, YIEPKUBATH, COOIIOIATh
beat [bi:t] n — ynap; put™, TakTt

dig [dig] v — xonaTh

saw [s0:] v — IWJIUTh

scrub [skrab] v — ckpecTH; MbITh, TEPETh

plant [pla:nt] v - nocanute, caxxaTh, BEICA)KUBATh

establish [1s teblif] v — ycTaHOBUTH; cO3/1aBaTh, OCHOBBIBATH

inhalation [mnho'leifn] n — BnpIxanue, BIox

stride [straid] n — mar

stroke [strouk] n - ynap, B3mMax; Xoj; TakT

amount [0 mavnt] n - KOJIUYECTBO, 0OBEM; pa3Mep, BEIMUNHA

impose [1m pavz] v — HaBSA3bIBATH

leap [li:p] n - ckavoK, NPBBKOK, 1IAT

sustain [sos temn] v - moAAepKUBATh, BBIAEPKATh; COXPAHUTD

permit [ p3:mit] v - MO3BOJATS, , pa3pelaTh, AOMYCKATh
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softness [ spftnos] n - MITKOCTh, HEXKHOCTD, TUIABHOCTH

fluidity [flu: 1diti] n - Teky4ecTh, TIABHOCTD; MOJBUKHOCTD

attenuate [0 tenjort] v — ocabuAaTh

uneven [ 'An'i:von] adj - HEpaBHOMEPHBIN, HEPABHBIN, HEOAUHAKOBBIN

joyous [ d3010s] adj - pamocTHBIN, BeceNbIi, CUACTIUBBIN, TUKYIOIINI
anguished [ ®ngwif] adj — MyunuTeNnbHBIN; CTpaabueCKU

match [me{f] v - cooTBeTCTBOBaThH, COBIAJATh

counterpoint [ kauvntopoint] v - KOHTPaMyHKTUPOBATH

vital [vartl] adj - BayxHBIN, HEOOXOIUMBIA, BAXKHEHIIINH, CYIIIECTBEHHBIN
imperceptible [1mpo'septobl] adj - He3aMeTHBIN, HEYJIOBUMBIN, HEOIYTUMBIH,
HE3HAYUTEJIbHBIN

drummer [ drama] n - 6apabaHIUK, yIapHUK

mood [mu:d] n - HacTpoeHHe, HACTPOM, PACIIONOKEHHE TyXa

strict [strikt] adj - crporuit, xecTkuit

score [sko:] n — cueT; mapTutypa

duplicate [ 'dju:plikit] v — ny6iupoBaTh, KONUPOBAThH; MOBTOPSTH

spatial [ 'speifol] adj — mpocTpaHCTBEHHBII

sequence [ 'si:kwaons] n - mociae10BaTeNbHOCTD, TOPSAIOK, OUEPEAHOCTD
influence [ infloons] n BusHue, Bo3aClicTBUE, AeHCTBHE, (AKTOP

determine [di't3:min] v — omnpenenuTh, BBISICHUTH, pEIIATh, MPEAOTPEACIIATH;
yCTaHABIUBATh

inherent [in hioront] - npucymuii, CBONCTBEHHbIN, XapaKTEPHBIH

tinkling [ 'tigklip] — 3Bensuit

reinforce [ri:in 5:s] v - ykpenurb, yCWINTh; MTOATBEPAUTD

uncluttered [an'klatod] adj - makoOHWYHBIN; HE3ATPOMOXKICHHBIH

limpidity [lim piditi] n — npo3payHocTh

remain [r1' mein] v — ocTaBaThCsl, COXPaHUTHCS, MPEOBIBATH

perceive [pa’'si:v] v — BOCHpUHUMATB; OLIYIIaTh, YyBCTBOBAThH

cancel [ 'kansol] v — oTMeHUTh, aHHYJTUPOBATh, OTKA3aThCs, IPEPBAThH
separate [ seprit] v - OTIENATh, OTACIUTHCS; PA3ACISITh; PACXOIUTHCA
percussion [pa'kajn] n — nepkyccus; yaap; BBICTYKHBaHUE

pipe [paip] n — Tpy0a; cBUpeNb; IyAKa; BOJIBIHKA; CBUCTOK

flute [flu:t] n — dnetita

discern [di's3:n] v — pa3nuyaTh, OTJIMYHUTH; PACIIO3HATH, YCMOTPETh; pa3raiarh
percussive [po'kasiv] adj — yaapHblii; IepKyCCUOHHBIN

amplify [ @mplifar] v — ycunusate, paciimpsth, yBeIMUUBATh, Pa3BUBATh
ankle [&nkl] n - moaBIXKKa, MUKOIOTKA

abandon [o'ba&ndon] v — oTKa3aThCs; OCTaBUTh, MOKUHYTh, MOKUIATh, OTOPOCUTD,

paccraThbCs
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emerge [1'm3:d3] Vv - BO3HUKATh, WOSBIATHCSA, BBIPUCOBBIBATHCSA, POIUTHCA,
3apOXKIATHCS
stimulus [ 'stimjoles] n - cTUMYJ, CTUMYIUPOBAHUE, pa3APAKUTEIb

Exercises

1. Translate the following words and word combinations or find Russian
equivalents.

1. to perceive more fully its aesthetic | 10. the exact phrasing of the movements

qualities 11. at its simplest

2. 1n a general way 12. an exact correspondence

3. to heighten the experience of dance 13. on a more complex scale

4. tend to fall into a regular rhythm 14. assigned to specific instruments

5. the force of gravity 15. inherent in the choreography

6. to create softness and fluidity 16. reinforced by clapping and stamping

7. to reflect the mood or meaning of the | 17. the most fruitful relationship

dance 18. subjected to the limitations and
8. a highly varied and irregular pattern of | demands of a musical score

sounds and movements 19. to use a variety of musical forms

9. in reference to dance rhythm

2. Translate the following sentences into Russian.

1. Music, design, and drama have all played important roles in the evolution of dance.
2. The Greek word mousikg, for example, referring to music, poetry, and dance as one
form, reflected the integral relation between these three arts in classical Greek drama.

3. In a general way, music, design, and drama also work together to heighten the
experience of dance as something removed from everyday experience, inspiring a
special attention in the spectator.

4. The most important element of dance is music, and it is rare for dance of any kind -
social, theatrical, or religious - to develop without musical accompaniment.

5. Nearly all physical activity is done rhythmically, as in the beating of the heart, the
flow of the breath, and the actions of walking and running.

6. Individual dance movements also have a natural rhythm that determines the way in
which they can be executed.
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7. Choreographers vary dance rhythms for many reasons, the most basic being the wish
to create different qualities of movement.

8. Rhythm is a vital element of all dances in all cultures, even in those African and
Asian dances whose complex rhythms are often imperceptible to the Western observer.
9. Many of the terms used in reference to dance rhythm, such as tempo, dynamics, and
beat, are derived from music, as most dances is either set to music or accompanied by
it.

10. Music can determine the style or dramatic quality of a dance.

11. Certain choreographers in the second half of the 20th century worked either without
music or in such a way that music and dance remained wholly independent of each
other.

12. 1t 1s likely that music accompanied dance from earliest times, either through sounds
such as stamping, clapping, and singing that the dancers made themselves, through
percussion, or through various wind instruments such as pipes or flutes.

13. Choreographers and composers alike often feel limited and frustrated when they
have to create their own works within the limits of someone else’s artistic conception.
14. Most dances have a traditional relationship with particular musical works or with
particular kinds of music.

15. During the 20th century a close relationship also existed between modern dance
and contemporary music, often music of a highly experimental nature.

16. But it is common for both contemporary ballet and modern dance to use a variety
of musical forms: modern dance may use early classical or non-Western music, while
ballet may be performed to popular music.

3. Fill in the gaps in the sentences below with the words and expressions from the
box.

as mentioned above, in response to, in order

to, either ... or, such as, neither ... nor,

1. Work activities digging, sawing, scrubbing, or planting also tend to

fall into a regular rhythm.
2. Thus, the rhythm, or pattern of accents, imposed on the leap can be

very sharp much sustained.

3. Also, choreographers following a musical score may manipulate the rhythms of the
dance movements to match counterpoint those of the
music.

4. Sometimes individual dances have developed a new musical form,

as in jazz and rock and roll
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5. Also,

, the concept of musical accompaniment has been stretched to

include any kind of natural sound, electronic score, spoken text, or even silence.
6. In the war and hunting dances of many tribes, sound is often used in an imitative

way, with the dancers uttering war cries or animal sounds

further their

transformation into warriors or the hunters’ prey.

4. Find English equivalents for the following Russian expressions and words.

l. 510  XxapakrepHo  Kak [

COBPEMEHHOI'0 Oasera, TaK u
COBPEMEHHOI'0 TaHIIa

2. B TECHOM CBSI3M C KJIACCUYECKOH (B
OTJIUYHE OT MOMYJISIPHON) MY3bIKU

3. orpaHuueHuss U  TpeOOBaHUSA
NapTUTYPbI

4. B KauecTBe BaXHBIX TBOPUYECKHUX
CTUMYJIOB

5. mpumep Kak MapTUTyphbl, TaK U
xopeorpaduu

6. 2JIEMEHT COTPYAHUYECTBA

7. B Ipefiesiax qyyKoro Xya05KeCTBEHHOTO
3ambIcia

8. B OTBET Ha HOBYIO MY3bIKaJbHYIO
hopmy

9. BajxHas poJib B MOJAEP)KAHUU PUTMA
10.

HE00X0IuMOe

THUITHOTHYCCKOC IICﬁCTBPIC

JIA OIIPCACICHHBIX

PUTYAJIBbHBIX TAHIICB

11.
KoJiIe0aHHE MO3BOHOYHUKA

paCcKadYnBaHUC Tasa, JICTKOC

12. HacTpoeHME HANPSIKEHHOCTH WU

MIPEABKYILICHHUS
13. 9TOOBI ~ ONpPEACIUTh  OOIIee
HAaCTPOEHUE TaHLA

14. KOHIIEHTPUPOBATh BHUMaHUE

HCKJTFOYUTEIHHO HA CTPYKTYPhI U PUTMBI
JBDKECHUS

15. mogvepkuBaTh M MaHUITYJIUPOBATH
pUTMaMH sI3bIKa

16. nenath IBUXKEHHUE 3aTyXaIOUIUM WIIN
HEPaBHOMEPHBIM

5. Match the words below with their definitions.

. drama

. spectacle

. Spectator

. accompaniment
. score

. percussion

. flute

N N L WD

a. the sound or effect of two things
hitting each other with great force

b. a musical instrument made of skin
stretched over a circular frame, played by
hitting it with your hand or a stick

c. a play for the theatre, radio etc. usually
a serious one, or plays in general
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8. pipe d. a written or printed copy of a piece of
9. drum music, especially for a large group of
performers, or the music itself

e. a very impressive show or scene

f. a musical instrument like a thin pipe,
that you play by holding it across your
lips, blowing over a hole, and pressing
down buttons with your fingers

g. while something else is happening or
while another sound can be heard

h. a simple musical instrument like a
tube, that you play by blowing

j. someone who is watching an event or

game
6. Translate the following sentences into English.

1. 1 BO MHOTHX KyJIbTYpax TaHEIl Ha CaMOM Jiejie ObUT HEOT/ACIUM OT 3TUX UCKYCCTB.
2. B panHux eBponeickux 0aneTax, TaHell, My3bIKa, Ipama, U 3peJiuiie Oblid B paBHOU
Mepe HEOTEIUMBI.

3. 3ByKOBbIE U BU3yallbHbIE 3(PPEKTHI, HAIPUMEP, MOTYT YTOUYHUTDH JpaMaTUUYECKUn
3¢ (}exT TaHLEeBAIBHOIO ABUXKEHUS, a TAaKKe CIIOCOOHBI MOMOYb 3PUTENIO TOJIHEE
BOCIIPHUHSITH €r0 ICTETUYECKHE KayeCTBa.

4. TecHast cBsI3b MEX]y TaHIIEM M MY3bIKOM OCHOBaHa Ha TOM, YTO TOT U Apyras
OpraHU30BaHbl BOKPYT pUTMHYECKOTO PUCYHKA.

5. Takum 00pa3oM, pUTM CONPOBOXKIAIOIIEH MY3bIKH MOXKET UCIIOIB30BATHCS, YTOOBI
ONPEEUTh PUTM TaHIIA, YTOOBI MPUAATH €My aKUEHT, WM YTOOBl MOMOYb TaHIIOPaAM
MOJJIEPKUBATH TOT KE PUTM.

6. XoTs xopeorpadbl OrpaHHYEHbl TEMH PUTMAMH, JOMYCKAEMBIMU B Pa3IMYHBIX
TaHUEBAJIbHBIX JIBIJKEHHSIX, OHU JaJeKO HE BCErJa HCIONb3YIOT T, KOTOphIe
ABJIAIOTCS HAUOOJIee €CTECTBEHHBIMU U 3(P(HEKTUBHBIMHU.

7. Pa3nuuHble KadyecTBa IBH)KCHHS TaKKe MOTYT MUMETh JpamaTHdeckue (yHKIHH,
PUTM 4YacTO OMNpENENseT, SBISAETCA JIU JABWKCHHE PAaJOCTHBIM, CIOKOWHBIM, WIH
BBIPAYKAIOIIUM OO0JIb.

8. Oco0eHHO B TeX cilyyasix, Korjaa xopeorpad 3aJaeT TaHell 10 paHee COCTaBICHHOMY
MY3bIKaJIbHOMY COIPOBOXKICHHUIO, MYy3bIKa MOXET OMNPENEIUTh IJIUHY U CTPYKTYpPY
MIPOU3BEACHUS U JaXKe TOUHYIO (POPMYIHPOBKY JBUKEHUH.

9. ToBopsar, uro banaHumH mnepeBed My3bIKy B HPOCTPAHCTBEHHBIM CMBICI,

MaHHUIYJUPYs HAMIOJBHBIMU y30paMU U FPYNIUPOBKON TaHLIOPOB.
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10. Jlnsa 3amamHoro 6ajiera XapaKTepHO I NIEPCOHAXXKEH MMETh CBOM COOCTBEHHBIC
MY3bIKaJIbHBIC TEMBbI, BRIPAXKAIOIINE U OMPEACIISIIONTNE UX JIMYHOCTH.

11. JIpyrue ucnonb30Bajdu HaTypalibHbIC WM SJEKTPOHHBIE 3BYKH M Jla)Ke CJIOBa B
MONBITKE OTIAEIUTh TaHEI[ OT OJM3KUX OTHOIICHUH C MY3bIKOH B TO K€ BpeMs,
MIPEOCTaBIISIS €My KaKOe-TO OTHOIIICHHE K 3BYKY.

12. MejieHHBIN, TSXKEIbI PUTM MOXET CO37aTh HACTPOCHHUE HAMPSHKEHHOCTH WM
MIPEABKYIICHUSI, B TO BPEMs KaK OBICTPBIM PUTM MOKET MOCTPOUTH TaHEI] PaJO0CTHOTO
WU APaMaTUYECKOTrO arores.

7. Answer the questions.

. What has played important roles in the evolution of dance?

. What relation did the Greek word mousike reflect in classical Greek drama?

. What is the role of sound and visual effects?

. What is the most important element of dance?

. What fact is the close relation between dance and music based on?

. Is all physical activity done rhythmically?

. Why may also the setting up of regular, efficient rhythms be important in dance?
. Do individual dance movements also have a natural rhythm?

O 00 1 N L kW=

. What reasons do choreographers vary dance rhythms for?

10. Is rthythm a vital element of all dances in all cultures?

11. Is it rare for dance not to follow any kind of rhythmic organization?

12. What are many of the terms used in reference to dance rhythm derived from?

13. May the music determine both the length and structure of the work and even the
exact phrasing of the movements?

14. Can music determine the style or dramatic quality of a dance?

15. What is it common for important characters to have in Western ballet?

16. In what ways did certain choreographers work in the second half of the 20th
century?

17. Is it likely that music accompanied dance from earliest times?

18. Can clapping and stamping also play an important role in certain ritual dances?
19. Is social dance accompanied by music?

20. Is the most fruitful relationship between composer and choreographer important?
21. Do most dances have a traditional relationship with particular musical works or
with particular kinds of music?

22. What music has ballet always had a close relation to?

23. When did a close relationship also exist between modern dance and contemporary
music?

24. What has the concept of musical accompaniment been stretched to?
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Unit 2. READING COMPREHENSION AND RENDERING PRACTICE

Translate the following texts into Russian and make a synopsis of the text in
English applying the phrases for rendering.

Folk dance

When tribal societies in Europe gave way to more structured societies, the old
dance forms gradually developed into what are now called folk or peasant dances. For
a long time these retained much of their original significance and therefore could have
received the modern classification of “ethnic.” The Maypole dance, still sometimes
performed in England, is a descendant of older tree-worshipping dances, the ribbons
that the dancers hold as they dance around the pole symbolizing the tree’s branches.
The morris dance, also called the moresque because the blackened faces of the dancers
resembled the Moors, is a survival of early weapon dances, which were not war dances
but an ancient form of religious worship. The types and styles of these different dances
were numerous, and, as with tribal dances, many were lost so that information about
them often remains sketchy. In the 20th century, efforts to collect national music and
dances were made by, among others, Cecil Sharp in England and Béla Bartok in
Hungary. These efforts resulted in the revival of certain dances, but they are now
danced mainly for recreation, and their original significance has been lost. It is in this
conscious revival or preservation of ethnic and national dances for purposes of
entertainment that modern folk dance has its origin.

Although different areas and countries have different styles of dance, most of
them share common formations and styles of movement. The earliest and simplest
formation, the closed circle, is found in all folk dances and derives from the ritual of
circling around an object of worship. The dancers grasp one another by the hands,
wrists, shoulders, elbows, or waists and face the centre of the circle. In more complex
forms, dancers move into and out of the circle to perform individual movements or to
join into couples, or, as the dancers circle, they may weave around one another. In some
dances there are two concentric circles, sometimes the inner one of men and the outer
one of women.

Another common formation, the chain, involves a long line of dancers, often
holding hands or linked by handkerchiefs. The leader may trace a complex, serpentine
pattern for the others to follow. Processional dances may travel a long way—even
through an entire village. The dancers are mostly in couples, with the procession
halting at times for them to dance together.
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Many folk dances today are performed in sets, groups of about eight dancers
who may perform in all of the above formations but within a restricted space. In other
dances, individuals may leave the group and dance on their own.

Folk dance steps are usually quite simple variations on walking, hopping,
skipping, and turning. (See above Folk dance.) Depending on the particular dance form,
these steps may be long, slow, and gliding or short, fast, and springing. The hips are
usually held still, though in more vigorous dances the men in particular may crouch,
kneel, or even lie on the floor. Some dances involve large jumps and lifts, usually with
the man seizing the woman by the waist, lifting her into the air, and possibly turning
with her.

There are numerous kinds of holds. For example, two dancers may face each
other and hold hands with the arms crossed, link arms, or use a hold similar to that of
ballroom dancers. Individual folk dances may also contain distinctive motifs: the
dancers may clap their hands, wave handkerchiefs, or clash sticks with one another.
Some dances contain elements of mime—not only the bows and curtsies of courtship
dance but also gestures such as those performed in certain Slavic harvest dances, where
the arms are brought up to the chest and opened outward as if presenting something.

Many European folk dances are characterized by a strong emphasis on pattern
and formation. The dancers frequently move in an ordered relation to one another, and
the steps follow clearly delineated floor patterns on the ground. The circle is the
simplest pattern, but the chain, the procession, and the longways dance are also
common. (Some of the more complicated patterns are probably due to the influence of
the court dances, which systematized and polished the more robust peasant forms.)
Although there are numerous exceptions to the rule, the emphasis in many of those
dances is on the footwork, rather than on large or vigorous movements of the body.

Unit 3. DISCUSSION

8. Study the expressions in the Useful Language box, which are used to express
different language functions. The list of expressions in each function can be
continued. Think of expressions which can be added to each function.

USEFUL LANGUAGE
Expressing agreement Expressing disagreement
That’s true. I don’t agree.
I agree. I’m afraid [ don’t agree.
I totally agree. Quite the contrary.
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I quite agree with that point of view.

I can’t agree with that point of view.

Expressing certainty
It is obvious (that) ...
I am certain (that) ...

I am sure (that) ...

Expressing doubt

I doubt that ...

It is hardly likely (that) ...
It’s questionable (that) ...

Developing the idea

More than that ...
In this connection I’d like to add ...
What is more ...

There is one more thing to be noted ...

Giving opinions

My point is that ...

It is my belief that ...
I believe that ...

I really think ...

9. Match the function in the left column with the appropriate expression in the
right one and complete the Useful Language box with these expressions
accordingly.

a. It is clear (that) ...

b. I might as well add that ...
c. That’s right.

d. In my opinion,

. giving opinions

. expressing certainty

. expressing doubt

. expressing disagreement
. expressing agreement e. [ really can’t agree with you there.

f. It is most doubtful (that) ...

AN N KW

. developing the idea

10. Read what famous people said about job, production and luck in job. Discuss
the extent to which you agree or disagree with the opinion stated below. Support
your point of view with reasons and examples from your reading, your
observations or your own experience. Use the expressions from the Useful
Language box to develop your idea and express your opinion.

1. The tougher the job, the greater the reward. — George Allen, American football coach
2. I’ve met a few people who had to change their jobs in order to change their lives,
but I’ve met many more people who merely had to change their motive to service in
order to change their lives. — Peace Pilgrim (1908-1981), American peace activist

3. The society based on production is only productive, not creative. — Albert Camus
(1913-1960), French existential writer

4. Luck, bad if not good, will always be with us. But it has a way of favoring the
intelligent and showing its back to the stupid. - John Dewey

5. Work harder on yourself than you do on your job. — Jim Rohn, American
businessman, philosopher
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6. To dance is to be out of yourself. Larger, more beautiful, more powerful. This is
power, it is glory on earth and it is yours for the taking. - Agnes De Mille

7. Dancers are an admirable bunch of people. The way they work. The stress is
extraordinary. It's a difficult career. I think it's hellish; the fact that they are over the
hill as they're emotionally maturing. That calls for a terrific strength of character. -
Lady D. MacMillan

8. The only thing that overcomes hard luck is hard work. - Harry Golden

9. Beyond talent lie all the usual words: discipline, love, luck -- but, most of all,
endurance. - James Arthur Baldwin

10. It 1s the job that is never started that takes longest to finish. - J.R.R. Tolkien

11. People might find me attractive, but it's also my job to prove that I can be intelligent.
- Portia de Rossi

11. Read proverbs about job. Translate them into Russian and make up a story
with one of the proverbs in English.

1. Everybody’s business is nobody’s business.

2. Diligence 1s the mother of good luck.

3. The labourer is worthy of his hire.

4. Jack of all Trades.

5. Every path has its puddle.

6. Give a man a fish and you feed him for a day. Teach a man to fish and you feed him
for a lifetime.

Unit 4. FOCUS ON POETRY

12. Read the poem (consulting a dictionary). Try to make a free translation of the
poem (in writing) or its rhymed version (if you can). Express the main idea in
brief. Learn the poem by heart.

DANCING QUEEN
(by Jean Murray)

I am the dancing queen.
Music enters me
like a symphony.

Into my ears,
then straight
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to my toes.

Starts off in my feet,
then my body moves.
Like a chain reaction,

I've often proved.
Can't stay still...
[ am overcome.

Like a drum,

I keep the beat.
My DNA reacts...
reverberates.
It's from my dad,
The Music Man.

"Vertical expression for
horizontal desire"??
It's been a while....
I'll soon expire.
Home alone, my King
has left the building!!!
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Chapter EIGHT
Round Dancing — Choreographed Ballroom

Unit 1. READING AND TRANSLATION PRACTICE

A History of Dance
by Chris & Terri Cantrell

I. From the Beginning
WHAT'S IN A NAME? The words "dance" and "dancing" come from an old German
word "danson," which means "to stretch." All dancing is made up of stretching and
relaxing. The muscles are tensed for leaping and then relaxed as we make what we
hope will be a gentle and graceful landing. Dancing must be organized; it is not enough
to jump around the floor with anger or excitement. Dancing is a way of expressing
one's emotions through a succession of movements disciplined by rhythm.
WHY ARE THERE SO MANY DIFFERENT DANCES? One reason suggested
why there are so many dances lies partly in the dancers' environment: the natural
surroundings in which they live. Compare the life of a dweller in a mountain village
with the life of a farmer in the wide valley below.
The mountain dweller lives among hills too steep, too rugged, and too stony for crops
to grow in; yet the hills support sheep, goats, or cattle nimble-footed enough to
scramble for scattered tufts of grass among the rocks. To survive here, the hillman must
be a hunter or herdsman, walking many miles a day over the roughest country, his eyes
raised to the hill slopes ahead. He develops alert, springing steps and walks with his
weight on his toes. The dances he would most likely invent would be springing,
jumping dances or dances where the men would throw the women high into the air.
Their dances would take up very little room (we often call these "living room routines"
because they take up very little room on the dance floor and were probably
choreographed in someone's very small living room).
The plainsman lives on a flat expanse of rich soil where crops grow abundantly. His
whole life may be devoted to tending the same few fertile acres, his eyes cast down to
the earth beneath his feet, as he plows, sows, or reaps. The plainsman develops a slow,
heavy tread and walks with his weight on his whole foot. He might develop running
dances that take up a great deal of ground.
ANCIENT ROUND DANCES: In ancient round dances, the dancers formed a circle
around something or someone believed to hold special magical power - a stone, a
wooden object, or a witch doctor (modern-day Cuers). As the dancers move in a ring,
power is believed to flow from the object outward to the ring and back again. The dance
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becomes so absorbing that often dancers felt neither fatigue nor pain. As they whirl
around, the performers believe that they themselves have become spirits. These round
dances date from earliest times and are found almost worldwide. They flourish
wherever people believe that power can leave one object and enter another object by
magic (kind of like that helpless look some dancers give the Cuer before a routine to
help them remember what was in that new routine taught the week before). Long after
their ritual origins had been forgotten, the round dances continued on. Round dances
invaded the ballrooms of the 18th-Century Europe. Original "Round Dances" are still
popular with the country people of Eastern Europe, and survive today in the children's
game of "Ring around the Rosie."

II. North American Dances

Did you ever wonder where dance rhythms originated? Though many of the current
Round Dancing rhythms originated in the Caribbean, South America, and Europe,
several have their true origins in North America. A few "North American Originals"
are below.

BARN DANCE: A nineteenth-century American couple dance in 4/4 time, taking its
name from the rural custom of dancing to celebrate the completion of a new barn.
Known also as the pas de quatre and the military schottische, the steps involved
walking, hopping, sliding, turning, and foot stamping, which shocked many who
believed all dancing should be decorous.

BIG APPLE: A party dance that appeared around 1935 in New York, taking its name
from the Big Apple Club of Columbia, South Carolina. Couples arranged themselves
in a large circle and performed figures according to the instructions of a caller.
BLACK BOTTOM: A dance employing strong African- and Caribbean-style hip
movements, which first appeared on Broadway in 1926, and which scandalized older
dancers on both sides of the Atlantic because of its gliding, skipping, leaping, and
stamping - not to mention its flaunting of the backside.

BOP: American solo dance popular in the mid-1950s, consisting of a sort of marching
in place to music that emphasized the upbeat. Variations were the scooter, the flea hop,
the swister, and the rock and around.

BOSSA NOVA: A combination of American jazz rhythms and Brazilian samba,
popular in the USA in the early 1960s.

CHARLESTON: Originated in Charleston, South Carolina, where black dockworkers
danced to amuse themselves. Transported to New York, it became a hit in the Ziegfeld
Follies of 1923, and was quickly adopted by the flappers.

CONTRA: Contra is an American form of country-dance perfected in the late 17th
century. Sets of couples faced each other, usually in a square or rectangular pattern,
and exchanged positions using various figures. The name also refers to the fact that the
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dancers performed counter to, or opposite each other. It may have originated from
Court Dances.

FOXTROT: Foxtrot was originally a Ragtime dance best credited to Harry Fox, a
music-hall entertainer who performed a fast trotting dance that electrified the Ziegfeld
Follies of 1914. Tamed by dancing teachers, it became a popular ballroom dance to
ragtime music. The English smoothed out its jerks and originally called it the saunter;
it is now termed the Slow Foxtrot (also called English or International Foxtrot). Today,
Social Foxtrot (also called American Foxtrot or Rhythm Dancing) closely resembles
slow quickstep, due to the influence of Arthur Murray. It involves various
combinations of short, quick steps.

JITTERBUG: In the jitterbug (another name for lindy) athletic couples moved
energetically, alone and together to a rapid beat, originally to 1930's boogie-woogie
and swing music. There are two types of basic steps, those in which the feet stay on the
ground, and the "air steps" in which the dancer leaves the floor entirely.

JIVE: Jive is a tamed version of the jitterbug that came into fashion in the 1950s.
ONE-STEP: Also known as the turkey trot, the most ubiquitous ragtime dance. It was
universally popular among the young during the early twentieth century. The one-step
simply required a single step per beat.

RAGTIME: Dances performed to syncopated, jazzy music of ragtime, popular in the
late 19th century. Ragtime also includes the mimic/animal dances (e.g., black bottom,
bunny hug, cakewalk, turkey trot) popular in the first two decades of the 20th century.
ROCK 'N' ROLL: Frenetic, solo or occasionally couple dances performed to the
simple, compulsively rhythmic style of pop or rock music originating in the 1950s.
These developed out of jive.

ROUND DANCE (ancient definition): In the 19th century, these became country
dances in a round or circular formation (as opposed to a square), in which the couples
exchanged positions. The term is also used for the 19th-century, couple dances such as
the waltz or polka, which feature a constant turning of the partners.

SQUARE DANCE: An American form of country dancing, developed from the early
19th-century contras and quadrilles. Couples face each other in a square formation and
exchange places in relation to their partners and to the other couples. Another addition
is that of a caller who announces the figures or floor patterns they are to perform.
TWO-STEP: A dance requiring two steps per beat, first performed to John Philip
Sousa's Washington Post March (1891), and rapidly applied to other dances of the
period, until ousted by ragtime and the one-step. It is an ancestor of the foxtrot.
TWIST: Solo rock dance that first appeared in 1961, performed by Chubby Checker.
II1. International Dances
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Did you ever wonder where dance rhythms originated? In Part 1 we discussed several
"North American Originals." This time, we will discuss the origins of several other
popular dance rhythms in Round Dancing.

ARGENTINE TANGO: Originally an erotic dance from the Caribbean and
Argentina. The dance was tamed in France in the early 20th century, and became a
craze in England and the US, where "tango teas" took place, offering a small space for
fashionable dancers to show off their skill. It was further refined in England and a new
dance was created, the INTERNATIONAL TANGO. There were innumerable
different tango steps in 2/4 time, although the dance was standardized, at least for
ballroom performers, in the 1920s. The Argentine tango is one of the Latin dances
while the International tango is one of the Smooth/Modern dances. AMERICAN
TANGO is a combination of Argentine and International figures and techniques. It is
generally classified as a Smooth/Modern dance, too.

BALLROOM DANCE: Social dancing usually performed for pleasure at "balls," in
dance halls, and the like. Ballroom dancing competitions, for couples or for groups, are
a popular form of entertainment.

BOLERO: Spanish dance in 3/4 time that came from Provence in the Middle Ages,
but which by the 19th century had developed into a folk dance to a throbbing rhythm
from vocal or guitar and castanet accompaniment.

CHA CHA: A Cuban dance derived from the mambo, possibly named after the noise
made by the slippers of Caribbean women (2 slow and 3 quick steps), to the Latin
American sound in 2/4 or 4/4 time. It became first popular in the middle 1950s.
CONGA: A Cuban dance in which performers formed a long chain by holding onto
the waist of the person in front, and snaked their way around the floor, house, or even
town, performing a 1-2-3-kick to Latin American music. It was first popular in England
and the US in the 1930s.

MAMBO: Cuban dance popular in the US and Europe in the mid-1950s. The mambo
is a combination of Latin American and jazz. There is one beat in each bar on which
the dancer does not take a step.

MAXIXE: A ballroom dance, originating in Brazil as a festive folk dance with athletic
dipping and swaying steps.

MERENGUE: The merengue has a "limp" step in which the right foot is brought up
to the left to Latin American music. Legend claims that a Dominican Republic
ruler/general who had a severe limp but loved to dance originated this dance. It was
first popular in the US in the 1950s.

MINUET: A stately social dance developed in 17th-century France, involving short
graceful steps, bows, and curtsies.
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MORRIS DANCE: A folk dance originating in Spain (the name is a corruption of
"Moorish") and developed in England. The dancers, wearing bells and waving scarves,
move in patterns of skipping, trotting steps.

PASO DOBLE: Spanish one-step (a dance that requires a single step per beat of
music) originally popular in the 1930s.

POLKA: The polka came from Czechoslovakia and Bohemia. The name is connected
to the Czech word pulka, meaning "half" (half steps are used in the dance). It is a wild
and whirling athletic dance, with fast hopping and running steps. The catchy rhythm in
2/4 time made the dance widely popular in Europe and the US after its performance on
the Paris stage in 1844.

QUICKSTEP: English dance that gave birth to the quick fox trot (American
Foxtrot/Arthur Murray Foxtrot). It was given the name "quickstep" in 1929 and is
performed smoothly with gliding steps and turns.

RUMBA: From Cuba, originally an erotic dance combining African and Caribbean
rhythms. It reached the US in the late 1920s in a tamed version in 2/4 or 4/4 time.
SAMBA: Brazilian dance in 2/4 or 4/4 time whose name came from the dances
performed by African slaves. A modified version was introduced at the 1939 New York
World's Fair and became popular in Europe after World War II.

WALTZ: Probably the most famous of all ballroom dances, the waltz was originally a
German turning dance. This dance, in 3/4 time, conquered the rest of Europe in the
early 19th century, though it had to contend with fierce criticism because of the close
hold required and the speed with which the dancers revolved around the floor. In the
Viennese waltz, couples turned in only one direction; in the slower American version,
the Boston, they could turn in any direction.

Essential Vocabulary

stretch [stref] v - mpocTUpaThCs, MPOTITUBATH, PACTATUBATD, BBITATHBAThH, TSHYTD,
HATATUBATh; BRITATUBATHCS; HAMPATATh
leap [li:p] n — npeKOK
land [leend] v -npuzeMinsaTbes
anger [ ®ngo] n — rHeB
excitement [1k sartmont] n - BoHeHUE, BO30YXKIEeHNE
succession [sok 'se[n] n — mocien0BaTeILHOCTh
environment [1n'varoronmont] n - oKpy’Karolasi cpeia, OKpy>KeHHUE, OKpYIKaromas
o0cTaHOBKa
surround [so ravnd] v — okpyxaTh; 00CTynaTh
compare [kom'pea] v — cpaBHUBaTh; CBEPATh
dweller ['dwelo] n - )xuTenap, 0OKUTATEIND, JKUICIT
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valley [ veeli] n - qonuna, JT0oMIMHA, HU3UHA

steep [sti:p] adj — kpyToH

rugged [ ragid] adj - mpoYHbIi, MACCUBHBII; CYpOBBIH, TPYAHBIU, CTPOTHI1; HEPOBHBIIA;
rpyObIit; TPYIHOIPOXOIUMBIN

support [so'poit] v - moaAepKuBaTh, MOJATBEPKAATb, MOJKPEIUISATH; OKa3bIBaTh
MOJJIEPKKY; COJIEPKATh

cattle [ketl] n - KpynHbI# poraThiii CKOT

scramble [skreembl] v — kapabkatbcsi; 60pOoThesi; B30UPATHCS; B30AITHIBATh

tuft [taft] n — mydox

survive [so'vairv] v - BBDKUTD, YIEJNETh; IEPEKUTh, BBIIEPKATh, IEPEHECTH; OCTATHCS
B JKHUBBIX

herdsman [ 'h3:dzmon] n — macTyx, CKOTOBO]I

rough [raf] adj - rpyOsblil; mepoxoBaTbiii, HEPOBHBIN; OypHBIN, TUKHM; >KECTKUM,
CYpPOBBIM, PE3KUN, TEPIIKUI

alert [o'13:t] adj - 6quTenbHBIN, BHUMATEIBHBIN, HACTOPOKEHHBIH; )KUBOU; TPOBOPHBIM
weight [weit] n — Bec; macca

toe [tou] n - manel HOrKu; HOCOK

toes [touz] n — IBITOYKHU

spring [sprin] v - BO3HUKATh, BEITEKATh; CKAKaTh; MPbIraTh

throw [Orou] v - 6pocaTh, OpocuTh, KUAaTh, OPOCUTHCS, OTOpachIBaTh, COpachIBaTh,
MeTaTh; iepedpachiBaTh

plainsman [ pleinzmon] n - *uTenb paBHUH

expanse [1ks pans] n — mpoctop

abundantly [o'bandontli] adv - o6unbHO, TIEAPO

tend [tend] v — 3a00TUTHCS; UMETh TEHICHINIO; OOCTYXKHBATh

fertile [ f3:tail] adj — mogopoaHbIii; GoraTelii

plow [plav] v - maxaTe, BcnaxaTh; BCIaXUBaTh, pPaclaxuBaTh

SOW [SQU] V - cesAThb, 3aCEBATh; BBICEBATH; PACIIPOCTPAHATH

reap [ri:p] v - HOKUHATh, KaTh

tread [tred] n - mocTymnb, moxoaka

ancient [ emnfont] adj - npeBHUHN, CTApUHHBINA, AaHTUYHBIN, CTAPbII

magical [ maedsikol] adj - Mmaruueckuii, BOIIIEOHBIN, KOJITOBCKOM

witch [wiff] n - Benbma, KOJIIyHbs

absorb [ab'so:b] v — noryoniaTe; BOUTHIBaTh, BCACHIBATh; a0COPOUPOBATH

fatigue [fo'ti:g] n - ycTanocTs, yroMmiieHue

whirl [w3:1] v — Kpy>XUTbCS; KpY>KUTh; BpalaTbCsl

spirit [ ‘spirit] n - nyx, nyma, ym

flourish [ flarif] v - mporBerath, mpeycreBaTh; paclBETaTh, LIBECTH

invade [InIVCId] V - BTOPraTtsCsd, NMoCAraTtb, OKKYIHpOBaTh, 3aXBATbIBATh, OBJIAJICTH
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ballroom [ 'bo:lru:m] n - TaHUIEBaNTBHBIN 311

barn [ba:n] n - capaii, KOpOBHUK, KOHIOIIIHS, TYMHO; am0ap

rural [ rooral] adj - cenbekuid, TEpEeBEHCKUMA

involve [m'volv] v - BoBiekarb, MPUBOJIUTDH;, KacaThCs, 3aTparuBaTh; COJEPXKATH;
BTSATHBAThH; BHI3BIBATH

decorous [ dekoras] adj — GmaronpucTOMHBIN; MPUIMYHBIN, TPUCTONHBIN

appear [0 'pId] V — TOSBIIATHCS; Ka3aThCs, BBITIISACTD; MPOSBISATHCS; GUTYPUPOBATH;
BBIXOJUTH

hip [hip] n - 6eapo

mention [menfn] v - ymoMuHaTh, CChUIATHCSA

flaunt [flo:nt] v — meronsaTh; BHICTABIATH HAMOKA3

backside ['bak said] n - 3anHas cTOpoHa; ThUIbHAs CTOPOHA, 0OOOPOTHAsi CTOPOHA,
3aHsS 9acTh

emphasize [ emfosaiz] v - noguepkuBarh, aKEHTUPOBATH

upbeat [ aApbi:t] n - oT™MamIKa TakTa; HEyAapHbBIN 3BYK B TaKTE

flea [fli:] n - 6;oxa

amuse [0 ' mju:z] v - 3a0aBiATh, 103a0aBUTh, pa3BlIeKaTh; Pa3BECEIUTh

flapper [ flepo] n — xnonymika; dhannga; kianaxn

rectangular [rek tengjolo] adj - npssmoyroJibHbII

pattern [ p&ton] n - y30p, pUCYHOK, CXeMa, CUCTEMA, TuarpaMma

resemble [r1'zembl] v — moxonuTh; UMETh CXOACTBO

tame [tetm] v - yKpoIaTh, IpUpydYaTh; CMUPSATH; APECCUPOBATH; CMATIATH

turkey [ 't3:ki] n - uHIIOK

ubiquitous [ju: bikwitos] adj - Be3gecymuii, moBCeMeCTHBIM

frenetic [fro 'netik] adj - HencroBbIi

compulsively [kom palsivli] adv - BeIHYX)1€HHO

totem [ tovtom] n - ToTeM

require [r1 kwaio] v - TpeboBaTh, Hy)K1aThbCsl, IPUKA3bIBATh

ancestor [ @&nsisto] n - npeaoK, MPapoUTEIIh

innumerable [1'njuimorobl] adj - OecuucieHHBIN, HEUCUHUCITUMBINH, OECCUETHBIN,
HECYETHBIN

throb [0rob] v — nmynbcupoBaTh; TpeneTaThb

waist [weist] n - Tanus

claim [kletm] v - yTBepk1aTh, 3asBIsATh, IPUTA3aTh; TPEOOBATH

conquer [ konka] v - mobenuts, npeo10y1eTh, TOOOPOTH; TOKOPUTH; 3aBOEBHIBATH
contend [kon'tend] v - yTBepXknaTh, CHOPUTh, OCHApHBaTh, COMNEPHUYATD,
COCTSA3aThCs; OOPOTHCS

fierce [fios] adj - cBupernbIi, KECTOKUIMA, TIOTHIN, arPECCUBHBIN; TOPSTUUN

revolve [r1'volv] v - Bpamarbcsi, BEpTeThCs, BpalllaTh; 001yMbIBAaTh
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Exercises

1. Translate the following words and word combinations or find Russian
equivalents.

1. made up of stretching and relaxing 10. not to mention its flaunting of the
2. to jump around the floor with anger or | backside

excitement 11. sets of couples faced each other

3. to scramble for scattered tufts of grass | 12. originated from Court Dances
among the rocks 13. tamed by dancing teachers

4. take up very little room 14. originally called it the saunter

5. on a flat expanse of rich soil 15. known as the turkey trot

6. devoted to tending the same few fertile | 16. couple dances

acres 17. a caller who announces the figures or
7. in ancient round dances floor patterns they are to perform

8. the steps mvolved walking, hopping,
sliding, turning, and foot stamping
9. all dancing should be decorous

2. Translate the following sentences into Russian.

1. The words "dance" and "dancing" come from an old German word "danson", which
means "to stretch".

2. Dancing is a way of expressing one's emotions through a succession of movements
disciplined by rhythm.

3. One reason suggested why there are so many dances lies partly in the dancers'
environment: the natural surroundings in which they live.

4. He develops alert, springing steps and walks with his weight on his toes.

5. The dances he would most likely invent would be springing, jumping dances or
dances where the men would throw the women high into the air.

6. The plainsman develops a slow, heavy tread and walks with his weight on his whole
foot.

7. In ancient round dances, the dancers formed a circle around something or someone
believed to hold special magical power - a stone, a wooden object, or a witch doctor
(modern-day Cuers).

8. These round dances date from earliest times and are found almost worldwide.

9. A nineteenth-century American couple dance in 4/4 time, taking its name from the

rural custom of dancing to celebrate the completion of a new barn.
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10. A party dance that appeared around 1935 in New York, taking its name from the
Big Apple Club of Columbia, South Carolina.

11. Sets of couples faced each other, usually in a square or rectangular pattern, and
exchanged positions using various figures.

12. Tamed by dancing teachers, it became a popular ballroom dance to ragtime music.
13. There are two types of basic steps, those in which the feet stay on the ground, and
the "air steps" in which the dancer leaves the floor entirely.

14. Jive is a tamed version of the jitterbug that came into fashion in the 1950s.

15. Ragtime also includes the mimic/animal dances popular in the first two decades of
the 20th century.

16. Prehistoric groups would dance around a central object or totem.

3. Fill in the gaps in the sentences below with the words and expressions from the
box.

in patterns of, neither ... nor, into fashion, according to, due to, on his whole foot,
though, refers to, among, on his toes, in relation to, a great deal of, through, from, up

1. The words "dance" and "dancing" come an old German word
"danson," which means "to stretch."

2. All dancing is made of stretching and relaxing.

3. Dancing is a way of expressing one's emotions a succession of

movements disciplined by rhythm.
4. The mountain dweller lives hills too steep, too rugged, and too stony

for crops to grow in.
5. He develops alert, springing steps and walks with his weight

6. The plainsman develops a slow, heavy tread and walks with his weight

7. He might develop running dances that take up ground.

8. The dance becomes so absorbing that often dancers felt fatigue
pain.
9. many of the current Round Dancing rhythms originated in the

Caribbean, South America, and Europe, several have their true origins in North

America.

10. Couples arranged themselves in a large circle and performed figures
the instructions of a caller.

11. The name also the fact that the dancers performed counter to, or

opposite each other.
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12. Today, Social Foxtrot (also called American Foxtrot or Rhythm Dancing) closely

resembles slow quickstep,

13. Jive is a tamed version of the jitterbug that came
14. Couples face each other in a square formation and exchange places

their partners and to the other couples.

15. The dancers, wearing bells and waving scarves, move

trotting steps.

the influence of Arthur Murray.

in the 1950s.

skipping,

4. Find English equivalents for the following Russian expressions and words.

1. MSITKO€ U U3SIIIHOE MTPU3EMIICHUE

2. criocoO BbIPa3UTh CBOU AMOIIMH YEpe3
MOCJIEIOBATENBHOCTD IBUKEHUN

3. IPUPOIHOE OKPYKEHUE

4. HaACTOPOXKEHHBIE, MPYKUHUCTHIE IIaru
5. OpocaTh BBICOKO B BO31YX

6. 3aHUMaTh OYEHb Majo (MHOI0) MecTa
Ha TaHIIoJIe

7. MelIeHHas, TshKelas MOCTYIb

8. Bec Tesa Ha BCIO CTOIY

9. GeroBble TaHIIBI

10. npeBHUE XOPOBOABI

11. He 4yBCTBOBaTh HU YCTAJIOCTH, HU
Joni’t

12. ¢ nomonIp0 Maruu

13. mapHbIit TaHel pazmepom 4/4

14. nepeBeHCKUI 00bIUA TaHIIEBATh

15. coueTanne aMepUKaHCKOTrO JkKa3a U
PUTMOB Opa3uiIbCKON camMObI

16. xun nBuxeHHUs B adpPUKAHCKOM H
Kapub6ckowm crue

17. xBampaTHBIA WM MPSAMOYTOJIBbHBIN
y30p

18. Taner] OBICTPOH PHICHIO

19. nmonynsipHbIM OanbHBIM TaHEeI TOJ
MY3BIKY parTaiimM

5. Match the words below with their definitions.

. entertainer

. Charleston
. Foxtrot

. Jive

. ragtime

. rock ‘n’ roll
. twist

. tango

. cha cha

O 00 1 N D b W N —

10. minuet
11. waltz

a. a fast dance from South America, or a
piece of music for this dance

b. a popular fast dance from the 1960s in
which you twist your body from side to
side

c. someone whose job is to tell jokes, sing
etc. in order to entertain people

d. a type of music and dancing that has a
strong beat and was popular in the US in
the early part of the 20" century
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e. a slow dance of the 17" and 18
centuries, or a piece of music for this
dance

f. a very fast dance, popular especially in
the 1930s and 1940s, performed to fast
jazz music

g. a quick dance popular in the 1920s

h. a dance from South America with
small fast steps

j. a fairly slow dance with a regular
pattern of three beats

k. a formal dance which combines short
quick steps with long slow steps, or a
piece of music for this music

L. a style of music with a strong loud beat
played on guitars and drums, which first
became popular in the 1950s

6. Translate the following sentences into English.

1. Bce TaHIIbl COCTOSAT U3 PACTSKKH U pacciabiieHus.

2. TaHUBI TOMKHBI OBITH OPraHU30BaHbI; HE JIOCTATOYHO MPBITaTh MO MOJY OT THEBa
WJIM BOJTHEHUS.

3. OH (ropern), ckopee Bcero, n300pei Obl MPY>KUHUCTHIC TAHIIbI, TAHIIBI C MPBDKKAMU
WJIM TaHIIBI, TJI€ MY>KUYMHBI OpOCAIOT KEHIIMH BHICOKO B BO3JIYX.

4. OH (kuTeNb pPaBHUH) MOI CO3/1aTh OETOBBIE TaHIbl, KOTOPbIE 3aHUMAIOT MHOIO
MPOCTPaHCTBA.

5. Tanel CTAHOBUTCSI HACTOJIHKO MOTJIOIIAIOIINM, YTO YACTO TAHIOPHI HE UYBCTBOBAIU
HU yCTAJIOCTH, HU OOJIH.

6. [onro, mocie TOro, Kak HX PUTyaIbHOE TMPOUCXOXKACHUE OBLIO 3a0bITO,
MPOJOJIKAIN BOJIUTH XOPOBOJIBI.

7. XopoBobl 3axBaTuiid OanbHbIe 31l EBporibl 18-ro Beka.

8. IlepBoHavanbHbIe "XOPOBOABI" 10 CUX IOP NOMYJIIPHBI Cpeau JitoAeh u3 BocTouHo
EBporbl, 1 ceroaHs mpoAoKaloT CyIeCTBOBATh B IeTCKON urpe "KpyXuThcs BOKpYT
Po3n."

9. XoTst MHOTHE HBIHEIIHUE PUTMbI XOPOBOJOB 3apoamwinch B Kapubckom Oacceiine,
HOxnoit Awmepuke, u EBpore, HEKOTOpble U3 HUX HMMEIOT CBO€ MOJJIMHHOE

npoucxoxaeHue B CeBepHOil AMepUKe.
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10. CoueTanne aMepUKaHCKOTO J’Ka3a U PUTMOB Opa3mIIbLCKOM caMObl, MOMYJIIPHOE B
CIIA B nauvane 1960-x ronos.

11. Ceronns conuanbhubiii oKCcTpoT (Takke Ha3bIBa€MbIN aMepuKaHCKUd POKCTPOT
WIN TaHIYIOMMK PUTM) HAllOMMHAET MEJICHHBIH KBUKCTEI, BCJIEICTBHE BIUSHUSA
Aptypa Mroppes.

12. ApreHTHHCKOE TaHT0-O0JIMH U3 JaTUHOAMEPUKAHCKUX TaHLEB, a MeXIyHapOaHOE
TaHT0-0JIMH U3 TJIABHBIX/COBPEMEHHBIX TAaHLIEB.

7. Answer the questions.

. What word do the words "dance" and "dancing" come from and what does it mean?
. What is all dancing made up of?

. Must dancing be organized?

. What is dancing?

. Why are there so many different dances?

. What kind of dances would the hillman (plainsman) most likely invent?

. What did the dancers form a circle in ancient round dances around?

. Why do the dancers move in a ring in round dances?
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. When did round dances invade the ballrooms of the Europe?

10. Where did dance rhythms originate?

11. What current Round Dancing rhythms have their true origins in North America?
12. What is the difference between the Argentine tango and the International tango?
13. Is American tango a combination of Argentine and International figures and
techniques?

14. Are ballroom dancing competitions a popular form of entertainment?

15. What dance became first popular in the middle 1950s?

16. Is the mambo a combination of Latin American and jazz?

17. What steps, bows, and curtsies does minuet involve?

18. What word is the name polka connected to? What steps are used in the dance?

19. In what way is quickstep performed? When was the name "quickstep" given to the
dance?

20. What is the most famous of all ballroom dances?

21. Was the waltz originally a German or Polish turning dance?

22. Is there any difference between the Viennese waltz and the slower American
version, the Boston?
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Unit 2. READING COMPREHENSION AND RENDERING PRACTICE

Translate the following texts into Russian and make a synopsis of the text in
English applying the phrases for rendering.

Social dance

When the early European folk dances—particularly the courtship forms—were
incorporated into court dances, they lost many of their boisterous and pantomimic
elements. The man no longer thrust forward to embrace the woman or lifted her
vigorously into the air, but simply knelt and took her hand. The woman’s earlier violent
resistance dwindled into a coquettish turn of the head, and energetic strides and runs
gave way to simple gliding steps, often forming intricate patterns that were punctuated
with small poses, bows, and curtsies.

The social, as opposed to the theatrical, forms that these early court dances
inspired gradually became more elaborate and livelier, with small lifts, jumps, and
turns being included, as in the galliard and lavolta. Gradually, too, the emphasis began
to switch from the tight group formations of many earlier dances to the individual
couple. By the end of the 18th century, in dances such as the waltz and, subsequently,
the polka, people simply danced in pairs, with group formations reserved for public
display. At the same time these dances came to be danced by all classes of people.
Steps were simplified, and dancers no longer needed special instruction to perform
them.

In the 20th century, ballroom dances became very popular, with new dances,
such as the tango and fox-trot, and new variations gradually added to the repertoire.
Like the waltz and polka, ballroom dances placed importance on nimble leg- and
footwork, with almost no hip movement and the torso only slightly swaying to the
rhythm of the dance. The advent of jazz, however, led to other forms of social dance
as Western music fell under the influence of the descendants of African slaves in
America. During the jazz era of the 1920s, dances like the Charleston and the Black
Bottom not only showed the syncopated rhythms, bent knees, crouched torsos, and hip
and pelvic movements of African dance but also broke through the dominance of the
couple form. People might still dance opposite each other in pairs, but they no longer
held each other or danced in unison, and it was perfectly permissible for the dancer to
dance singly. As a consequence, dancers no longer followed a set pattern of steps but
invented their own within the general style.

A dancer without a partner was free to choose the distance and direction in which
to travel. Much more vigorous movements of the torso, legs, and arms were possible,
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as the dancer did not have to worry about getting in his partner’s way. The dancer might
jump, kick his legs, stretch his arms out to the side or above the head or swing them
through the air and might crouch, extend his body, or twist with complete freedom.
The lindy and rock and roll brought back contact between the dancers, but it was of a
very acrobatic and individualistic kind. The influence of African dance could still be
seen in disco and other popular forms, particularly in the characteristic swaying of the
hips and the jerky, percussive movements of the torso marking the rhythms of the
music.

Unit 3. DISCUSSION

8. Study the expressions in the Useful Language box, which are used to express
different language functions. The list of expressions in each function can be
continued. Think of expressions which can be added to each function.

USEFUL LANGUAGE
Expressing agreement Expressing disagreement
I couldn’t agree more. I couldn’t agree less.
I quite/absolutely/entirely agree. I really don’t agree.
That’s absolutely true. Not at all.
I go along with that. I disagree.
That’s a very good point. Nonsense! (quite strong, informal)
Rubbish! (strong, informal)
Expressing agreement with
reservations

I agree with you, but ...

I take your point, but ...
That’s true, but ...

I agree with you up to a point.
Yes, but what about ...

Yes, but on the other hand ...

Agreeing and disagreeing

9. Look at the statements. Put one of the following symbols in each bracket to
show your opinion.
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1 Strongly agree  ++
11 Agree +
111 Don’t know ?
v Disagree -
v Strongly disagree --

a Men should never be allowed into dancing. ()

b The dancing should be done by whoever enjoys it. ()

¢ Men should only dance if it is their profession. ()

d Unlike men, women are natural dancers. ()

e Men are actually better dancers than women. ()

f Men are no longer dancers; they should share the housework. ()

10. Match these gestures/facial expressions to the opinions in 9.
Example Nodding your head vigorously = strongly agree ++

a Nodding your head vigorously.

b Screwing up your nose and frowning.

¢ Giving a nod.

d Looking questioning.

e Shaking your head.

These are non-verbal ways of expressing opinions.

11. Write down three controversial statements on any subject.

12. Write two possible reactions to your statements in 11 and to the statements in
9 using the language in the box.

13. Work in pairs.

Student A

Read out one of your statements in 9 or 11. Interpret student’s B’s reaction by using
the language in the box.

Student B
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React non-verbally to Student’s A’s statement.
Now change roles.

14. Read what famous people said about the key to success. Discuss the extent to
which you agree or disagree with the opinion stated below. Support your point of
view with reasons and examples from your reading, your observations or your
own experience. Use the expressions from the Useful Language box to develop
your idea and express your opinion.

1. Action is the foundational key to all success. - Anthony Robbins (1960 -), American
author, speaker

2. Sweet plus sacrifice equals success. - Charles O. Finley

3. The secret of success is consistency of purpose. - Benjamin Disraeli (1804-1881),
British statesman, Prime Minister

4. You will find the key to success under the alarm clock. - Benjamin Franklin (1706-
1790), American scientist, publisher, diplomat

5. Patience, persistence and perspiration make an unbeatable combination for success.
- Napoleon Hill (1883-1970), American speaker

15. Read proverbs about success. Translate them into Russian and make up a
story with one of the proverbs in English.

1. A bold attempt is half of success. - (English proverb)

2. Real success is success of the soul. - (Hebrew Proverb)

3. Success is a ladder that cannot be climbed with your hands in your pockets. -
(American proverb)

4. Neighbours bring comfort in adversity but only envy in success. - (Irish proverb)

5. A year's harvest counts on spring; a man's success counts on his diligence. - (Chinese
proverb)

Unit 4. FOCUS ON POETRY

16. Read the poem (consulting a dictionary). Try to make a free translation of the
poem (in writing) or its rhymed version (if you can). Express the main idea in
brief. Learn the poem by heart.
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Dancing in the Moonlight
(by Anne Lise Andresen)

A half-moon illuminates the entire night sky
Shadows of a dancing couple

Last sight of everything that can be this night
Like when the music stops and everything becomes quiet

Try to focus on this moment
Paradise is golden, they say

But is impossible to know
Do not ask for more

Do you remember the scent of aromatic flowers?
Share tender feelings and thoughts

They are left alone on this journey
Do not ask what's coming.
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Chapter NINE

Choreographers’ motives and methods

Unit 1. READING AND TRANSLATION PRACTICE

Choreography

Choreography is the art of making dances, the gathering and organization of
movement into order and pattern. Most recent works of Western theatre dance have
been created by single choreographers, who have been regarded as the authors and
owners of their works in a way comparable to writers, composers, and painters. Most
social and recreational dances, on the other hand, are products of long evolution,
involving innovations that groups of people or anonymous individuals have brought to
traditional forms. This evolutionary process is also typical of much non-Western
choreography, where both the form and steps of dances are handed down from one
generation to another and subject only to gradual and partial change. Even in cultures
where it is common for dancers and dancing masters to create their own variations on
existing dances, as among the Hopi in northeastern Arizona, it may not be traditional
to honour an individual as a particular dance’s creator.

Choreographers’ motives and methods

When choreographers set out to create new works, or possibly rework traditional
dances, their impulses or motivations for doing so vary widely. It may be that a
particular dance has a function to fulfill, such as marking a celebration, embellishing
an opera, or praying for rain. It may be that the piece has no specific function and that
the choreographer is simply responding to an outside stimulus - a piece of music that
has suggested a structure or movement, perhaps, or a painting, or a theme from
literature, or possibly a particular dancer that the choreographer is interested in working
with. Or the stimulus may be the choreographer’s desire to express a particular concept
or emotion or a fascination with a particular choreographic idea. Such stimuli may, of
course, influence the work even if the choreographer is producing it for a specific
purpose, though, as with any artist, it is rare that a choreographer’s motives and
intentions can be clearly analyzed—particularly during the actual working process.

The methods by which different choreographers create their work also vary.
Some work closely with the dancers from the beginning, trying out ideas and taking
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suggestions from the dancers themselves before pulling all of the material together.
Others start with clear ideas about the shape of the piece and its content even before
going into the studio. The 19th-century choreographer Marius Petipa used small
models to work out the groupings of his dances. The amount that any choreographer
can do without dancers is limited, because the notation of dance is relatively
undeveloped. Whereas a composer can write a complete symphony without meeting
the orchestra that is going to play it, dance notation is mostly used in recording rather
than creating dances.

The three-phase choreographic process

The choreographic process may be divided for analytical purposes (the divisions
are never distinct in practice) into three phases: gathering together the movement
material, developing movements into dance phrases, and creating the final structure of
the work.

Gathering the movement material

The way in which the choreographer accumulates movement material depends
on the tradition in which he works. In certain dance forms it may be simply a question
of creating variations within a traditional pattern of movements. For example, dancing
masters in the Italian courts of the 14th and 15th centuries simply invented variations
on existing dances and published them in dance manuals bearing their own names.
Even today many ballet choreographers use as raw material for their pieces the
traditional steps and enchantments that dancers learn in class. The same is true for
many of today’s performers of Indian or Middle Eastern dance forms; they may not
strictly follow the traditional structure and sequence of movements passed down to
them, but they remain faithful to their characteristic styles, retaining the traditional
quality of movement and not introducing steps or movements widely different from the
original.

In modern Western forms choreographers have worked less within established
traditions, creating instead a vocabulary and style of movement to suit their own
personal visions. But even in the work of pioneering choreographers, it is possible to
trace major influences. Martha Graham’s early work, in the 1920s, for example, was
strongly influenced by the American Indian and Southeast Asian dance forms used by
her mentor, Ruth St. Denis. Merce Cunningham’s technique owed a great deal to
classical ballet. Even Vaslav Nijinsky’s ballet Le Sacre du printemps (“The Rite of
Spring”), which audiences at its first performance in 1913 regarded as a complete break

with known dance forms, may have been influenced by the rhythmic-movement
118



exercises of the music teacher Emile Jaques-Dalcroze and by the interest in archaic
dance forms already generated by Isadora Duncan and Michel Fokine.

Although each choreographer draws material from diverse sources and often
employs contrasting styles, most dance works of a single choreographer show a
characteristic style of movement. Dances, however, are rarely if ever a loose collection
of isolated movements. One of the most important features of any choreographer’s
style is the way in which movement material is connected into dance phrases.

Developing movements into phrases

A phrase, loosely speaking, is a series of movements bound together by a
physical impulse or line of energy and having a discernible beginning and end. (A
rough analogy can be made with the way a singer phrases a multiplicity of notes within
a single breath.) Many factors work to make the spectator perceive a series of
movements as a phrase. The first is the recognition of some kind of logical connection
between the movements that prevents them from appearing arbitrary and isolated. It
may be that one movement flows easily and naturally into another within the phrase
and that there are no awkward transitions or that there is some clearly visible pattern
to the movement (such as the basic three-step phrase in the waltz). Rhythm is a
significant factor, and movements are often clearly linked by a recognizable pattern of
accents. A movement’s accent is measured by its force and duration; thus, a hard, sharp
movement has a strong accent, while a soft, gradual movement has a weak one. Even
a single movement, such as a head roll, may begin with a strong accent and end with a
weak one. In phrases that have perfectly regular rhythm, the strong and weak accents
recur in the same sequence and always over the same duration of time.

Dance phrases vary both in length and shape. A phrase may begin with a very
forceful movement, or maximum output of energy, that gradually comes to a pause, or
it may have its climax somewhere in the middle or at the end. Other dance phrases, in
contrast, have an even distribution of energy. These factors determine the way in which
the phrase is perceived by, and the effect that it produces on, the spectator. Long,
repetitive, evenly paced phrases produce a hypnotic effect, while a series of short
phrases with strong climaxes appears nervous and dramatic. One of the distinguishing
features of Graham’s early style was her elimination of linking steps and fluid
transitions between movements, so that many of her dance phrases were short, stark,
and forceful.

Once a phrase has been constructed, it can be built onto in many different ways.
Perhaps the simplest ways are repetition, in which the same phrase is simply repeated,
and accumulation, in which the original phrase is repeated with a new phrase added on

each time. Separate dance phrases may also be repeated according to a pattern, one of
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the most basic being the alternation of two phrases and another being the passing of
one or more phrases from one dancer to another in canonic form. Material within a
dance phrase can also be developed in a number of ways to create new material. The
simplest of these is a straightforward reversal of the sequence of movements in the
phrase, but more complex principles of motif and development and of theme and
variation are also common. The principle of theme and variation works on the same
initial dance phrase being repeated in a number of different ways; for example, with
different numbers of people, at different speeds, with different styles of movement
(jerky or smooth), or with different dramatic qualities (happy or sad). In motif and
development, material from within the phrase is developed in new ways, for example,
by embellishing it with other movements (the same jump but with different arm
movements), by imitating it on a different scale (the same jump, only bigger or
smaller), or by fragmenting it and repeating only small details.

Creating the final structure

The third phase of the choreographic process, creating the overall structure of
the dance, may be influenced by a variety of considerations, including the purpose of
the dance. If the work is to be a narrative piece, the plot will obviously determine the
way in which the dance material is to be structured. It may have to follow a strict
succession of events, create characters in a particular order, and bring the drama to
climax at the proper moments. Similarly, if the dance forms part of a ritual, the material
may have to strictly follow sanctioned form and procedure.

The music determines the structure of a dance work, too - by its length, its
arrangement of fast and slow movements, and its treatment of theme. Many of George
Balanchine’s works follow the structure of the accompanying score very closely; this
is reflected in pieces with such titles as Symphony in Three Movements (1972), set to
music by Igor Stravinsky, or Concerto barocco (1940), set to music by Johann
Sebastian Bach. Many dance forms actually have the same names as musical forms -
such as the rondo, which, by repeating an initial movement in alternation with various
contrasting movements, follows the same scheme as its musical counterpart.

A dance’s purpose and its musical score are outside influences on its structure.
But structure may also be organic; in other words, an entire dance piece may arise from
a continuous development of movement ideas, each movement working off of the
movement that came before. British choreographer Richard Alston’s Doublework
(1978), for example, derived its structure from the exploration of the duet form and the
repetition of dance material in different contexts. Other movement ideas that may
develop in this way are the use of contrasting sections of movement (a section of fast,

energetic dancing followed by a slow, meditative passage), the deployment of different
120



numbers and configurations of dancers (a solo followed by an ensemble followed by a
trio, and so on), and the manipulation of different floor patterns or different areas of
space (a section of leaping movements contrasted with movement executed very close
to the ground).

Movement usually develops organically even when the overall structure of the
piece is imposed by a plot or piece of music. In the case of narrative ballets,
choreographic ideas may develop into formal motifs while still retaining the ability to
represent certain actions or situations in the plot. For example, in Ashton’s La Fille mal
gardée (1960) ribbons represent the lovers’ emotions; tied into a love knot, they signify
their passion, and transformed into a skipping rope and cat’s cradle, they show their
innocence. But at the same time, the ribbons are used in a purely formal way,
embellishing certain movements or creating elaborate patterns that can be enjoyed
solely for their beauty. In even the most dramatic ballets the representation of emotions
and events is heavily stylized, and the ordering of the plot is determined as much by
aesthetic as by dramatic logic. Many narrative ballets, like those of Petipa, contain
sections of nondramatic dance that develop according to the kind of formal
choreographic principles described above.

Finally, the structure of a dance reflects the tradition in which it is created and
performed. Ballets in the 19th-century classical tradition tend to last an entire evening
and are divided into several acts, with the tragic death or happy marriage of the
protagonists occurring at the end. Modern dances are often much shorter, and a single
program may include up to a half-dozen pieces. In a performance of the Indian dance
form bharata natyam, sections of dramatic and abstract dance follow one another in
strict succession for a period lasting up to four and a half hours, while in the kathakali
dance form of southwestern India, a single performance of alternating dance and music
may go on for 16 hours.

Essential Vocabulary

pattern [ paton] n — CTpyKTypa; y30p, pPUCYHOK, CXeMa, CUCTEMA, TharpaMma; MoJeb,
naTTepH

recent [ri:snt] adj - mocnenHuiA, HEJTaBHUI;, HOBBIH, CBEXUI1; HOBEHIIINI, COBPEMEHHBIM
single [smgl] adj - eguHbId, €IUHCTBEHHBIN, OJWHOKHM, MPOCTON; OIWHOYHBIM,
OJVHAPHBIN; OTAECIbHBIN

comparable [ komporobl] adj - conocTaBuMbIi, CPABHUMBIM, COU3MEPUMBII
recreational [rekr1 erfonl] adj — pa3BnekarenbHbIi

innovation [1ov 'velfn] n - UHHOBAaILK, HOBOBBEJICHHUE, HOBIIECTBO, HOBATOPCTBO,
HOBHHKA, HOBAIUS

anonymous [0 nonimos] adj - aHOHUMHBIN, 0€3bIMSIHHBIN
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partial [ 'pa:fol] adj - yacTUUHBIN, HEMOJIHBIN; YACTHBIN; IPUCTPACTHBIN, TIPEAB3SITHIN;
HEPaBHOAYILIHBIN

honour [ 'ond] v - 4TUTH, TOYUTATH, YBAXKATh, yIOCTAUBAThH

particular [po'tikjulo] adj - KOHKpeTHBINH, OMpENENICHHBINH; OCOOBIN, OTIEIbHBIN,
OCOOCHHBIN, CHEeHNUPUIECKUN, HCKIIOYUTEIbHbINA; YacCTHBIM, WHIUBUAYaAJIbHBIN;
o ApoOHBIN

impulse [ 1mpAls] n - UMIysIbC, TOUOK; MOPHIB; MOOYKICHHUE, BICUCHUE

fulfill [fol fil] v — ucnonuaTe

embellish [1m 'belif] v - ykpamars, npuykpammBaTh

pray [prei] v — MOJTUTBCS; MOJIUTh, IPOCUTH, YMOJISTh

stimulus ['stimjulos] n - cTumMyn, pazapakurenb, CTUMYJIUPYIOIIEe BO3JICHCTBUE;
ooy IuTeNb

desire [d1 za1o] n - ’xenaHue, CTpacThb, BOXK/CICHUE

fascination [fasi neifn] n - ouapoBaHue, obGasHHUE, TIPEIECTh, MPUBJICKATECILHOCTD;
MPUTATATEILHOCTh

influence [ 1nfloons] v - BIUATH, BO3ACHCTBOBATH, OKAa3bIBATh BIHUSHUC

purpose [ p3:pas] n - 11eJb, HAMEPEHHE, 3aMbICE], TPEAMET

rare [red] adj - peaKuil, peIKOCTHBIM, HEYaCThIN

intention [1n'ten/n] n - HaMepeHue, 11€JIb, CTPEMJICHHE, CMBICIT; 3aMbICEJI, YMBICEI
amount [0 mavnt] n - cymMMa, KOJIMYECTBO; BEJITUYMHA, 3HAUCHHE

notation [nouv teifn] n — HOTalUs; 3anMuCh, IPUMEUAHUE, 3aMEYaHUE, 3alMChIBAHNUE;
CHUCTEMa CUHMCIICHUS

division [di'vizon] n - otmen, moapasaeneHue, OTAEICHUE; pa3JeieHue, ACICHUE,
pacrpeneneHue; pa3aen

distinct [dis'tigkt] adj - deTrkuil, OTYETIMBBIM, SBHBIA, BHATHBIM, SCHBINH;
OTIpeIeTICHHBIN, 0COOBI; OTIUYHBIN, pa3HbIi

accumulate [o'kjumjulert] v - HakamiuMBaThCs, HAKaIIMBaTh, AKKyMYJIUPOBATh;
coOUpaTh; yBEITMUUBATHCS

depend [di pend] v - 3aBUCeTh, OJIAraThCS, TOJIOKUTHCS

invent [In vent] v - u300peTaTh, BEIAYMBIBaTh, CO3/1aBaTh, COUNHSTh

manual [ manjusl] n - pyKoBOJICTBO, MHCTPYKIIMS, HACTaBJICEHHUE, CIIPABOYHUK,
y4eOHHK

enchantment [mn'ffa:ntmont] n — ouapoBaHue; BOIMIEOCTBO, KOJJIOBCTBO, Marus;
obastHue

raw [ro:] adj - ceIpoii, He0OpaOOTaHHBIN, FPYOBINA, HEOUHUIIIEHHbBIN

sequence [ 'si:kwons] n - mocyien0BaTENBHOCTD, MOPSIO0K, OUYEPETHOCTh, CEKBEHIIHS,
CJIeIOBaHUE; Cepus, PAJI, UK

remain [r1' mein] v - ocTaBaThCs, NPeObIBATh; HAXOAUTHCS, KUTh

faithful [ fei0ful] adj - BepHbIil, TpenaHHBIN, TOUHBIN; JOOPOCOBECTHBIN, YECTHBIN
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retain [r1'tein] v - COXpaHATh, MOJJCPKHUBATh; YIACPKUBATh, JICPKaTh, HAHUMATh;
MTOMHHUTH

quality [ kwoliti] n - kauecTBO, CBOMCTBO, OCOOEHHOCTH

vocabulary [vou kabjulori] n - cnoBaps, Jiekcuka, TEPMUHOJIOTHUS, JIEKCUKOH; 3amac
CJIOB; CJIIOBApHBIN COCTaB

suit [sju:t] v - IOIXOIUTh, TOUTHCS, HITH; YCTPAUBaTh,; COOTBETCTBOBATH

mentor [ 'mentd:] n - HACTAaBHUK, MEHTOP, BOCITUTATENb; PYKOBOIUTEIb

diverse [dar'va:is] adj - pa3HOOOpa3HbI, pa3IUYHBIA, pa3HBIA, OTIMYHBIN;
MHOT000pa3HbIN
loose [lu:is] adj - cBOOOJHBIN; PBHIXJIBINA, HEIUIOTHBIM; HIMPOKUN, MPOCTOPHBINH;

HEe3aKpeIJICHHbIN; HECBSA3aHHBIN; HETOYHBIN; HEOPEKHBII

feature [ 'fi:ffo] n - ocoGeHHOCTH, CBOMCTBO, MIPU3HAK; JI€TAIb

discernible [d1's3:nabl] adj - 3ameTHbI|, pazTUUUMBIT

rough [raf] adj - rpyObIii, 4epHOBOI; IIEPOXOBATHIN, HEPOBHBII

multiplicity [malti'plisiti] n — kpaTHOCTb; MHOXECTBEHHOCTbh; MHOrooOpasue,
pa3zHooOpa3ue; MHOTOUMCIEHHOCTbD; CI0XKHOCTb

arbitrary [ a:bitror1] adj - npou3BOABHBIN, CTy4alHbBIN

recognition [rekog nifn] n - npusHanue, o100peHKe; paclio3HABaHUE, OTIO3HABAHUE;
OCO3HaHME, TOHUMaHUE, CO3HAHUE; Y3HABAHUE

awkward [ 'o:kwod] adj — HenoBkuii; HEYOOHBIN; HEYKITIOKUHN; 3aTPYTHUTEIbHBIN
measure [ me39] v - U3MEPSTh, MEPUTH; OIIEHUBATD, ONPEIEIATh

distribution [distri'bju;/n] n - pacnpeneneHue, pasMelieHUE, PaCIIOIOKEHHUE;
paznesneHue

recur [r1'k3:] v — peuuaAuBUpOBaTh; BO3BPALATHCS; 00palIaThCs

determine [di't3:min] v - ompenensTh, yCTaHAaBIMBaTh; OOYCJIOBIMBATH; PEIIATH;
JIETePMUHUPOBATH

elimination [1lim1 neifn] n - TUKBUAAIIMS, UCKITIOYEHUE, YHUUTOKEHUE, yIAJICHHUE
stark [sta:k] adj - aGconrOTHBIN, TOJHBIN; CHIIBHBIN

separate [ ‘seprit] adj - oTaeIbHBIN, pa3aeabHbINH, 000CO0ICHHBIN, HHANBUTYATbHbIN
motif [mouv 'ti:f] n — nedT™MOTHB

embellish [1m'belif] v - ykpamars, npuykpammBaTh

narrative [ nzrotiv] adj — moBecTBOBaTEIbHBIH

succession [sok ‘se[n] n — mocienoBaTeIbHOCTh; TPEEMCTBEHHOCTh; IPABONPEEMCTBO;
HETPEPBIBHBIN P

entire [1n 'taro] adj - HenbINA, MOTHBIN, HEIBHBIN, CTUIONTHOMN

leap [li:p] v - npeIraTh, NepenpuIruBaTh; NIEPECKAKUBATh; CKaKaTh

passion [p&[n] n - cTpacTh, JHTY3Ha3M, MbLI

innocence [ mosons] n - HEBUHOBHOCTb, HEBUHHOCTb, HAUBHOCTb, MPOCTOIYILUE;

qucCTOoTa; MpOCTOTA
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Exercises

1. Translate the following words and word combinations or find Russian

equivalents.

1. the art of making dances

2. both the form and steps of dances are
handed down from one generation to
another

3. responding to an outside stimulus

4. a question of creating variations within
a traditional pattern of movements

5. a
movements

loose collection of isolated

6. elimination of linking steps and fluid
transitions between movements

7. a straightforward reversal of the
sequence of movements in the phrase

8. creating the overall structure of the
dance

9. to follow a strict succession of events
10. an entire dance piece may arise from
a continuous development of movement

ideas

2. Translate the following sentences into Russian.

1. Choreography is the art of making dances, the gathering and organization of
movement into order and pattern.

2. Most social and recreational dances, on the other hand, are products of long
evolution, involving innovations that groups of people or anonymous individuals have
brought to traditional forms.

3. When choreographers set out to create new works, or possibly rework traditional
dances, their impulses or motivations for doing so vary widely.

4. The methods by which different choreographers create their work also vary.

5. The 19th-century choreographer Marius Petipa used small models to work out the
groupings of his dances.

6. The amount that any choreographer can do without dancers is limited, because the
notation of dance is relatively undeveloped.

7. Whereas a composer can write a complete symphony without meeting the orchestra
that is going to play it, dance notation is mostly used in recording rather than creating
dances.

8. The way in which the choreographer accumulates movement material depends on
the tradition in which he works.

9. Even today many ballet choreographers use as raw material for their pieces the
traditional steps and enchantments that dancers learn in class.
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10. In modern Western forms choreographers have worked less within established
traditions, creating instead a vocabulary and style of movement to suit their own
personal visions.

11. Although each choreographer draws material from diverse sources and often
employs contrasting styles, most dance works of a single choreographer show a
characteristic style of movement.

12. Many factors work to make the spectator perceive a series of movements as a
phrase.

13. One of the distinguishing features of Graham’s early style was her elimination of
linking steps and fluid transitions between movements, so that many of her dance
phrases were short, stark, and forceful.

14. The third phase of the choreographic process, creating the overall structure of the
dance, may be influenced by a variety of considerations, including the purpose of the
dance.

15. The music determines the structure of a dance work, too—by its length, its
arrangement of fast and slow movements, and its treatment of theme.

16. British choreographer Richard Alston’s Doublework (1978), for example, derived
its structure from the exploration of the duet form and the repetition of dance material
in different contexts.

17. For example, in Ashton’s La Fille mal gardée (1960) ribbons represent the lovers’
emotions; tied into a love knot, they signify their passion, and transformed into a
skipping rope and cat’s cradle, they show their innocence.

18. Ballets in the 19th-century classical tradition tend to last an entire evening and are
divided into several acts, with the tragic death or happy marriage of the protagonists
occurring at the end.

3. Fill in the gaps in in the sentences below with the words and expressions from
the box.

as a phrase, both, however, loosely speaking, for example, in contrast, finally, on,
such as, within,

1. It may be that a particular dance has a function to fulfill, marking a

celebration, embellishing an opera, or praying for rain.

2. The way in which the choreographer accumulates movement material depends
the tradition in which he works.

3. Other dance phrases, , have an even distribution of energy.

4, , the structure of a dance reflects the tradition in which it is created

and performed.
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5. Dances,
6. Material
create new material.

, are rarely if ever a loose collection of isolated movements.
a dance phrase can also be developed in a number of ways to

7. , dancing masters in the Italian courts of the 14th and 15th centuries
simply invented variations on existing dances and published them in dance manuals

bearing their own names.

8. Dance phrases vary
9. A phrase,

in length and shape.
, 1s a series of movements bound together by a physical

impulse or line of energy and having a discernible beginning and end.

10. Many factors work to make the spectator perceive a series of movements

4. Find English equivalents for the following Russian expressions and words.

l. mpuctynmatb K CO3JAHHIO HOBBIX
IIPOU3BEICHU I

2. IPOAYKTHI JJIUTEIIBHOU 3BOJIIOIUU

3. co3maBaTh CBOM  COOCTBEHHbBIE
BapHalMM Ha CYIIECTBYIOLINE TAHIIBI

4. MOYUTATh YEJIOBEKA KAK KOHKPETHOTO
co3Jaress TaHla
5. OTKJIMKAsACh Ha BHEIIHUU
pa3npaxxuTenb

6. keilaHue xopeorpada BBIPa3UTh TO
WM WHOE TOHATHE WA YyBCTBO WU
yBJIEYEHUE ONpPEIEIICHHOM
xopeorpapuyeckon uaeeu

7. HauuMHaATH C SCHOW uaeu o ¢dopme

IMPOU3BCACHUSA U €T0 COACPIKAHNU

8. BOIpPOC CO3JaHMs Bapualuii B
TPAAULMOHHOW CXEME JABUKECHUMN

9. OCTaBaTbCSI  BEPHBIMH  CBOUM
XapaKTEPHBIM CTUIISIM

10. B COOTBETCTBHH CO CBOMMH JIMUHBIMU
BUJICHUSIMH

11. npocienuTs OCHOBHBIC BIUSAHUS

12. oTnenbHBIC TaHIIEBATIbHbBIE (Dpa3b

13. coryiacHO pUCyHKY

14. IIPOCTOM pa3BoOpoT
MOCJEA0BATENBHOCTH  JIBIDKEHUH  BO
¢bpaze

15. co0roaaTh CTPOTYIO

II0CJICA0BATCIIbHOCTD COOBITHH

5. Match the words below with their definitions.

. composer
. painter

. Innovation
. notation

. symphony

AN Dk~ W N—

. orchestra

a. someone who paints pictures

b. a piece of music in which the main tune
is repeated several times

¢. an arrangement of notes that is often
repeated in a musical work

d. someone who writes music
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7. phrase e. a short group of musical notes that is

8. motif part of a longer piece
9. drama f. a new idea, method, or invention
10. rondo g. a play for the theatre, television, radio

etc., usually a serious one, or plays in
general

h. a large group of musicians playing
many different kinds of instruments and
led by a conductor

j. a system of written marks or signs used
to represent something such as music,
mathematics, or scientific ideas

k. a long piece of music usually in four
parts, written for an orchestra

6. Translate the following sentences into English.

1. DTOT »BONIOUMOHHBINA MPOLIECC XapAaKTEPEH TAKXKE BO MHOTOM JUIsl HE 3amagHOMN
xopeorpaduu, riae, Kak gopMa, Tak W TaHLEBAJIbHbIE IIATU MEPEAaloTCs U3 OJHOTO
MOKOJIEHUS B JPYro€ MW IOJABEPrarTCs TOJBKO IOCTENEHHBIM M YaCTUYHBIM
M3MEHEHHUSIM.

2. Jlaxxe B TexX KyJIbTypaX, TIJ€ SBJISETCS OOUIEHPUHSTHIM JJii TaHIOPOB H
TaHIEBAJIbHBIX MAaCTEPOB CO3/1aBaTh CBOM COOCTBEHHbIEC BapHAIlMU Ha CYIIECTBYIOIINE
TaHIbl, Kak cpeau XOMH HAa CEBEPO-BOCTOKE ApHU30HBI, HE MOXKET OBITh
TPaAULMOHHBIM [TIOYUTATh YEIOBEKA B KAUECTBE CO3ATENSI KOHKPETHOTO TaHLA.

3. nu ctuMynom MOXET OBITh JKeJlaHue Xopeorpada BbIpa3UuTh TO UK UHOE MOHSATHE
WM YyBCTBO WJIH YBJI€UEHHE OIPEACIICHHON Xopeorpaduyeckon uaeeil.

4. HexoTOophle TECHO COTPYAHUYAIOT C TAHLIOPAMH C CAaMOT0 Havala, onpo0ys UIeH U
MpUHUMAS MPEAJIOKEHHSI OT CAaMHUX TAHLIOPOB, MPEXkae YeM coOpaTh BECh MaTepHal
BOE/IMHO.

5. Xopeorpadudeckuii mporecc MOXKeT ObITh pa3/IeNieH NI aHATUTUYECKUX IIeJIeH
(4acTu HUKOTa HE pa3IMYalOTCs Ha MPAKTUKE) HAa TPU 3Tara: cOop BOEIUHO IaroBOro
Marepuaia, pa3paboTka JABMKEHUH B TaHUEBAJbHBIX (pazax U CO3/aHUE
OKOHYATEJIbHON CTPYKTYpPbI paOOTHI.

6. B HekoTOpBIX TaHIEBAJIBHBIX (hOPMAX I3TO MOKET OBITH MPOCTO BOMPOC CO3JAHUS
Bapualui B TPAJIUIMOHHON CXEME JIBUKCHUM.
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7. Hampumep, TaHIIeBaJIbHBIE MacTepa B MTaJbIHCKUX ABOpax 14-ro m 15-ro BekoB
MPOCTO MPHUAYMBIBAIM BapHallM¥ Ha CYIIECTBYIOIINE TaHIBI M ITyOJIMKOBAaIH HX B
TaHIICBAIBHBIX PYKOBOJACTBAX, AaBasi M COOCTBEHHBIC NMECHA.

8. To xe camoe BEepHO JII MHOTUX COBPEMEHHBIX HCIIOJIHUTENICH WHAMMCKUX U
ONMMKHEBOCTOYHBIX TAHIEBAIBHBIX (OPM; OHH HE MOTYT CTPOrO COONIONAThH
TPaIUIIMOHHYIO CTPYKTYPY U TMOCIEAOBATEIHHOCTh IBMKCHUM, MEPETaHHYIO0 UM, HO
OHM OCTalOTCS BEPHBI CBOMM XapaKTEPHBIM CTUJISIM, COXpaHsA TPaJAUIIMOHHOE
KayecTBO TICPEJBM)KCHHS W HE BKJIIOYas [IaroB WM JBHKCHHUH, IIHPOKO
OTJIMYAIONIUXCSA OT OPUTHHATIA.

9. Ho maxe B pabote xopeorpadoB-HOBATOPOB, MOYKHO MPOCIEIUTH 3HAUUTEITHLHOE
BIIVISTHHE.

10. TaHmpl, OAHAKO, PEAKO, €CIM BOOOIIE MPEICTaBISIOT CBOOOAHBIA HabOp
W30JIUPOBAHHBIX JIBUKCHHIA.

11. OnHo¥ 13 HamboJIee BaXKHBIX OCOOCHHOCTEH CTHIIS JIF0OOro Xopeorpada - crmocoo,
B KOTOPOM IIarOBBI MaTepual COSMHEH B TaHIIEBaIbHBIC (hPa3bl.

12. ®pa3za, rpydb0 roBops, NpeAcTaBisieT COO0N CepUIo TBUKEHUM, CBSI3aHHBIX JIPYT C
ApyroM (QU3NYECKUM HMITYJIHCOM WM DSHEPreTHUECKON IJIMHUEH | HaJudueM
3aMETHOT0 Hayayia U KOHIIA.

13. Putm sBnsieTcss BaXHBIM (DAKTOPOM, M JIBIDKCHHS 3a4acTyi0 SIBHO CBSI3aHBI
y3HaBaeMbIM y30POM aKIICHTOB.

14. TanueBanbHBIE (pa3sl pa3IMUalOTCs KaK MO MPOJAOKATENBHOCTH, TaK U (hopMme.
15. JnuHHBIE, OMHOOOpA3HBIE, PAaBHOMEPHO pa3BUBAIOIINECS (pa3bl MPOU3BOJIAT
rumHoTHYeCKuid A (exT, B TO Bpems Kak cepusi KOpPOTKUX (pa3 ¢ CHIbHBIMU
KyJIbMUHAILASMU BBITJISIAUT HEPBHOU U IpaMaTHYHOM.

16. MaTtepuan B TaHIIEBaIBHON (Ppa3e Takke MOXKET ObITh pa3paboTaH HECKOJIbKUMHU
crocob6amu, 4ToObl CO3/1aTh HOBBIA MaTepual.

17. JIBmwkeHue OOBIYHO pa3BUBAETCS OPTaHWYHO, JaXKe KOTAa Ha OOIIYI0 CTPYKTYpPY
HaJIaraeTcsl CEOXKET WIIM MY3BbIKAJIbHOE MPOU3BEICHHE.

7. Answer the questions.

. What kind of art is choreography?
. Who has created most recent works of Western theatre dance?
. Are most social and recreational dances products of long evolution?

1

2

3

4. Is this evolutionary process also typical of much non-Western choreography?

5. Do choreographers’ impulses or motivations for creating new works vary widely?
6. Do the methods by which different choreographers create their work also vary?

7. What did the 19th-century choreographer Marius Petipa use to work out the

groupings of his dances?
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8. How many phases may the choreographic process be divided for analytical
purposes?

9. What are they?

10. What does the way in which the choreographer accumulates movement material
depend on?

11. How did dancing masters in the Italian courts of the 14th and 15th centuries invent
dances?

12. Do many of today’s performers of Indian or Middle Eastern dance forms remain
faithful to their characteristic styles?

13. Have choreographers in modern Western forms worked within established
traditions?

14. Do most dance works of a single choreographer show a characteristic style of
movement?

15. What is one of the most important features of any choreographer’s style?

16. What is a phrase?

17. What factors work to make the spectator perceive a series of movements as a
phrase?

18. Is thythm a significant factor?

19. What is a movement’s accent measured by?

20. Do dance phrases vary both in length and shape?

21. What was one of the distinguishing features of Graham’s early style?

22. What is the third phase of the choreographic process?

23. May it be influenced by a variety of considerations?

24. Does the music determine the structure of a dance work?

25. What are outside influences on dance structure?

26. What did British choreographer Richard Alston’s Doublework (1978) derive
movement structure from?

27. When does movement usually develop organically?

28. Does the structure of a dance reflect the tradition in which it is created and
performed?

29. In what ways are ballets in the 19th-century classical tradition different from
modern dances?

Unit 2. READING COMPREHENSION AND RENDERING PRACTICE

Translate the following texts into Russian and make a synopsis of the text in
English applying the phrases for rendering.
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Dance notation

Since dance is a performing art, the survival of any dance work depends either
on its being preserved through tradition or on its being written down in some form.
Where tradition is continuous and uninterrupted, changes in style and interpretation
(inevitable when different dancers perform the same material) may be corrected and
the dance preserved in its original form. But when a tradition is broken (if, for instance,
the cultural traditions of one ethnic group encroach on those of another), then dances
may not only change radically but may even disappear. For this reason methods of
recording dance are important in the preservation of its history.

Evidence of dance records dates to the ancient Egyptians, who used hieroglyphs
to represent dance movements. In India the earliest book discussing dance, the Natya-
sastra (“Treatise on the Dramatic Arts”; variously dated from the 2nd century B.C. to
the 3rd century A.D.), still survives. This work, which is sacred in Indian culture,
codifies dance into a series of rules determining the gestures used to depict different
themes and emotions. The bharata natyam, a classical dance form based on this treatise,
is a good example of a dance tradition that has survived unbroken for many centuries.
It only began to founder during the 19th century, partly because Westerners and Indians
alike began to deplore its associations with prostitution, but was saved from
disappearing altogether when it was developed into a concert form at the beginning of
the 20th century. One reason for the long survival of the bharata natyam was its
importance in religious ceremonies of Hinduism; in addition, when Indian dances were
rarely being performed and were in danger of being lost or of degenerating beyond
recognition, the Natya-sastra provided a record of traditional principles and styles for
their later revival. Even today, not all dance instructors are familiar with these
principles, and purists still fear that certain dances are in danger of disappearing or
being completely distorted.

Prominent notation methods

The absence in the West of any reliable form of notation until the 20th century
resulted in a relative paucity of dance traditions when compared to other art forms.
While the music, art, and literature of many centuries past is available today, either in
the original or in a reproduced form, there is no complete record of any of the ballets
choreographed before the 19th century. Even those works that form the backbone of
ballet’s classical tradition (Swan Lake, Giselle, and The Sleeping Beauty, for example)
have not survived in forms that fully resemble the original choreography.

During the Renaissance dances were recorded through a simple form of verbal

abbreviation, with one letter standing for each individual step—as in B for branle or R
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for révérence. This method was adequate because the dances of that time were simple
and the individual steps were well known. By the 17th century the increasingly
complex floor patterns of certain dances, particularly those of the court ballets, led to
the emergence of track-drawing systems, the most sophisticated of which was
published in 1700 by Raoul-Auger Feuillet in his Chorégraphie, ou I’art de décrire la
danse (“Choreography, or the Art of Describing the Dance”). Feuillet’s work recorded
foot positions and combinations of steps as well as floor patterns, but it was unable to
register movements in the upper part of the body.

Subsequent ballet masters turned to a form of notation using stick figures, the
first of which was La Sténochorégraphie (“The Art of Writing Dance”), published in
1852 by the French dancer and choreographer Arthur Saint-Léon. The disadvantage of
this system was that it could not record the timing or musical coordination of
movements, so that later attempts to produce a system were based on musical notes
that would give not only anatomical detail but also the duration of the movement. In
the 19th century the most advanced system of this kind was published in Alphabet des
mouvements du corps humain (1892; “Alphabet of Movements of the Human Body™),
by Vladimir Stepanov, a dancer at the Mariinsky Theatre in St. Petersburg. Stepanov’s
system was used to record many ballets in the Mariinsky’s repertoire; the recordings
were the basis of subsequent reconstructions of those ballets by the Sadler’s Wells
Ballet in London.

Stepanov’s system still had many disadvantages, one of the most significant
being that it was strongly geared toward ballet and could not accommodate the wider
range of movements being developed through modern dance techniques. In 1928
Rudolf Laban, a Hungarian dancer, teacher, and choreographer, developed a complex
series of principles for analyzing the full range of human movement. His system for
recording movements in dance—widely known as Labanotation - had the advantage of
being able to record not only the positions of the body and the pattern of the steps but
also the way in which movements should be executed (i.e., whether they should be
relaxed or forceful and where the accent of the movement should lie).

Choreology, developed by Joan and Rudolf Benesh in 1955, is based on a more
clearly visual rather than symbolic form of notation. It is written on a five-line stave,
recording the dancer’s position as viewed from behind. The top line shows the position
of the top of the head; the second, the shoulders; the third, the waist; the fourth, the
knees; and the fifth, the feet. Special symbols such as lines, dots, and crosses indicate
what each part of the body is doing—for example, whether a limb is straight or flexed
and in which direction (to the side or front or in a circle) each part is moving. Other
symbols show the quality or dynamics of the movement, its rhythm and accent, and the
group formations of the dancers. In 1958 Noa Eshkol and Abraham Wachmann

proposed a mathematical system in which movement (of the joints, for example) was
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analyzed anatomically, in degrees of circular movement in either positive or negative
directions, with positions of the body being fixed in relation to two coordinates.

Video recording is more readily accessible than written notation, though it fails
to represent the three-dimensional nature of dance and is unable to record movements
when one dancer is concealed behind another. It may be useful when used in tandem
with some form of written notation, particularly as it can provide a record of how
individual dancers interpret particular roles.

Unit 3. DISCUSSION

8. Study the expressions in the Useful Language box, which are used to express
different language functions. The list of expressions in each function can be
continued. Think of expressions which can be added to each function.

USEFUL LANGUAGE
Saying goodbye Saying thank you
Goodbye. Hope to see you soon. Thank you for everything. It’s been great
Bye. It was great knowing you. working with you.
Cheerio. Keep in touch. Thanks a lot. I really do appreciate it.
So long. Don’t forget to write. Many thanks. It’s been great.
Wishing people luck
Good luck!
All the best.

I hope everything goes well.

9. Decide which of the expressions you would use if you were saying goodbye to

your teacher

your fellow student

your colleague

an English friend
10. Work in pairs.

a Student A

Pretend your partner is your teacher and say goodbye.

b Student B

Pretend your partner is your fellow student and say goodbye.
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¢ Student A

Pretend your partner is a colleague and say goodbye.

d Student B

Pretend your partner is an English friend and say goodbye.

11. Read what famous people said about creativity. Discuss the extent to which
you agree or disagree with the opinion stated below. Support your point of view
with reasons and examples from your reading, your observations or your own
experience.

1. Have no fear of perfection; you’ll never reach it. — Salvador Dali

2. Curiosity about life in all of its aspects, I think, is still the secret of great creative
people. — Leo Burnett

3. Imagination is the beginning of creation. You imagine what you desire, you will
what you imagine, and at last, you create what you will. — George Bernard Shaw

4. Originality is nothing but judicious imitation. — Voltaire

5. Creativity comes from a conflict of ideas. — Donatella Versace

12. Read proverbs about creativity. Translate them into Russian and make up a
story with one of the proverbs in English.

1. If you do not have brains you follow the same route twice. — (Greek proverb)
2. As you make your bed, so you must lie in it. — (English proverb)

3. A thousand artisans, a thousand plans.- (Chinese (on art and creativity))

4. No pain, no gain. — (English proverb)

5. Where there’s a will, there’s a way. — (English proverb)

Unit 4. FOCUS ON POETRY

13. Read the poem (consulting a dictionary). Try to make a free translation of the
poem (in writing) or its rhymed version (if you can). Express the main idea in
brief. Learn the poem by heart.

Endless Dance
(by Sizwe Hlabisa)

I recall, not long ago
Barely now but sometime then
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When we danced, broke and old
Yet we danced with no condemns

Somehow, we found our faith
That somehow, we would swoosh
With the stars as our trail
Besides the moon, just us two

Pas-de-deux of our last days
As we graced the beaches shore
My eyes only saw your sway
As the night begged us for more

My heart burnt of ecstasy,
Tears the sparkles of my moon
As we sweeped on endlessly
Time weaving us a Cocoon

But now those days are gone and dead
All I'm left with are words left unsaid.
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Appendices

Appendix 1. GLOSSARY
A

abandon [o'ba&ndon] v — oTKa3aThCs; OCTaBUTh, MMOKUHYTh, MOKUIATh, OTOPOCUTD,
paccTaThCs

absorb [ab'so:b] v — nmoryoniaTe; BOUTHIBaTh, BCACHIBATh; a0COPOUPOBATH
abundantly [o'bandontli] adv - o6unBHO, TIEAPO

accompany [o'kamponi] v — compoBOXAaTh, COIMPOBOXIATHCS, COIMPOBOJUT,
MIPOBOYKATh, AaKKOMITAHHPOBATh

accumulate [o'kjumjulert] v - HakamiuBaThCsl, HAKalIMBaTh, AKKyMYJIUPOBATh;
coOupaTh; yBEIMUNBATHCS

achieve [o'f1:v] v — gocturarb, 100uBaThCs

acquire [0 kwaio] v - mony4aTh, IprOOpETaTh; OBJIaJIeBaTh; JOCTUTATh; U3BJICKATh
affinity [0 finiti] n - cxoacTBO, OOIIHOCTH

alert [o'13:t] adj - OquTenBHBIN, BHUMATEILHBIN, HACTOPOKEHHBIN; )KUBOU; TPOBOPHBIM
alteration [o:1to re1/n] n — u3mMeHeHue

amateur [ @moto:] adj — mroOuTeIBCKUI

ambiguous [&m bigjuos] adj — HeOTHO3HAUHBIHN, JTBYCMBICIICHHBII

amount [0 mavnt] n - KOJTUYECTBO, 00BEM; pa3Mep, BEIMUUHA

amplify [ @mplifai] v - ycunusatb, yBeIn4unBaTh

amuse [0 ' mju:z] v - 3a0aBiATh, 103a0aBUTh, pa3BIeKaTh; Pa3BECEIUTh

ancestor [ @&nsisto] n - npeaoK, MPapoUTEIIh

ancient [ ‘emfont] adj — ApeBHUMN, CTapUHHBIN, TPEBHEHUILINM, AHTUYHBIN

angle [engl] n - yron, pakypc, HaKJIOH

angular [ @&ngjolo] v — yrnosaTsiii

anguished [ @ngwif] adj — MyunuTeNnbHBIN; CTpaabueCKui

anger [ ®ngo] n — rHeB

ankle [&nkl] n - moaBIXKKa, MUKOIOTKA

anonymous [0 nonimos] adj - aHOHUMHBIN, 0€3bIMSHHBIN

antique [&n'ti:k] adj - aHTUYHBIN, cTapUHHBIH, TpEeBHUN

appeal [o'pi:l]] n — oOpamenue; TPU3BIB, BO33BaHUE;, MPUBJICKATECIBHOCTD,
MPUTITATeILHOCTh

appear [o'pIo] V — MOSBIATHCS; Ka3aThCsl, BBITISICTD; MPOSIBISITLCS; (PUTyPUPOBATH;
BBIXOJUTH

appearance [0 p1orons] n - BUJI, 00JIUK

appease [0'pi:z] v — yCIIOKauBaTh; yMHPOTBOPSTH; YTOJISATh
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arabesque [&ro besk] n — apabeck

arbitrary [ a:bitror1] adj - npou3BOABHBIN, CITy4alHbBIN

arch [a:ff] n — u3ru6

at any rate [&t ‘en1 rert] — BO BCIKOM cliy4ae

attitude [ etitju:d] n - mo3unus; OTHOIIIEHUE

artificial [a:t1' fifol] adj — uckyccTBeHHBIN

attenuate [0 tenjort] v — ociabuaTh

assist [o's1st] v - moMoraTh, COJIEHCTBOBaTh, CIOCOOCTBOBAaTh, OKa3hIBaTh IIOMOIIh
awkward [ '0:kwod] adj — HenoBkuii; HEYJOOHBIN; HEYKITIOKUHN; 3aTPyTHUTEIbHbIN

B

back [bak] n — cuna

backside ['bak said] n - 3anHas cTOpoHa; ThUIbHAs CTOpPOHA, OOOPOTHAsi CTOpPOHA,
3aJIHSSI 9acTh

ballroom [ 'bo:lru:m] n - TaHUIEBaNTBHBIN 311

barn [ba:n] n - capaii, KOpOBHUK, KOHIOIIHS, TYMHO; am0ap
basic [ 'bersik] adj — 6a30Bblii, OCHOBHOM, OCHOBOTIOJIATrAFOIIIHIT
battery [ bator1] - psia, KOMIUIEKT; HA00P, KOMIUIEKC

beat [bi:t] n — ynap; put™, TakTt

beat out [bi:t avt] v — BEIOMBATH

bend over [bend 'ouvo] v — HarubaThCs, HAKIIOHUTHCS

blend [blend] n - cMech, coueTanne, CMEIIMBaHUE, CMEIIICHHE
bravura adj - [bro vjuori] 6paBypHbIT

brittle [britl] n - u3sMIHBIN, U3BICKAHHBIN, YTOHUCHHBIN

C

cancel [ kansol] v — oTMEHUTH, aHHYIUPOBATh, OTKA3aThCs, MPEPBAThH
capable [ keipobl] adj — crtocoOHBII

cattle [keetl] n - KpynHbIN poraThiii CKOT

cave [kerv] n - memepa, noazemMenbe, rpoT

cavort [ko'vo:t] v — ckakaTh, mpbIraTh

centrepiece n — [IEHTPAJIbHBIN 3JIEMEHT

chanting [ 'fa:ntiy] n — nenue

coincidental [koouinsi dentl] adj — cimyuaitniii

clad [kled] n — oxgeThrit

claim [kleim] v - yTBep>KnaTh, 3asBIIATh, IPUTI3aTh; TPEOOBATH

clarify [ klerifai] v - pa3bsiCHUTD, IOSICHUTD; YTOUYHUTD, YTOUHATHCS; IPOSICHUTH
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clench [klenff] v - cxxaTh, CTUCHYTbB, CKUMATh, CXKATHCS, COKUMATHCS, CTUCKABATH
cluster [ 'klasto] n — rpynmna, kiacrep, CKOILICHHE

collaborative [ko'l&barativ] a - cOBMeCTHBIN, KOJUIEKTUBHBIN, COTPYIHUYECKUN
compulsively [kom palsivli] adv — BEIHYX)1€HHO

compare [kom'pea] v — cpaBHUBaTh; CBEPATh

comparable [ ' komporabl] adj - conocTaBuMBIi, CpaBHUMBIN, COU3MEPUMBIIA
conceal [kon'si:l] v — ckpbIBaTh

concern [kon's3:n] n - 03a004€HHOCTh, 00ECIIOKOCHHOCTh, ITpoOJIeMa, OECTIOKOMCTRO,
3a00Ta, OlmaceHne, MHTepec, cCooOpakeHne

be concerned with [bi: kon's3:nd wid] — umets nemno ¢

conquer [ konka] v - mobenutsh, mpeo10y1eTh, TOOOPOTH; TOKOPUTH; 3aBOEBHIBATH
constrain [kon'strein] v - ciepkxuBaTh, OrPaHHYUTD, CACPIKATH, CKOBBIBATh
contemporary [kon'temporori] n — COBpeMEHHUK

contend [kon'tend] v - yTBepXnaTh, CHOPUTh, OCHApHBaTh, COMNEPHUYATD,
COCTSA3aThCs; OOPOTHCS

contraction [kon trek/n] n - cokpaienue, cy>xeHue, yMeHbIlIEHHE, YKOPOUEHHUE
couch v - BeIpaxaTs, popMyarpoBaTh; U3IaraTh

counterpoint [ kauvntopoint] v - KOHTPaMyHKTUPOBATh

court [ko:t] n — gBOp

at court [t ko:t] n - npu nBOpe

crouch [kravtf] v - npucects, nprcenaTh

crowd adj - maccoBbIi

curve [k3:v] n - u3rub, moBopoT

D

décor [d1'ko:r] n - gexop, odbopmiieHue, JeKopalus, yOpaHCTBO, yKpallleHne
decorous [ dekoras] adj — GaronpucTOMHBIN; MPUIMYHBIN, TPUCTONHBIN

defy [d1'fa1] v - He monaBaTbCsl, MPOTUBOCTOATD, IPOTUBUTHCS; OPOCATh BHI30B
delight [d1'lait] v — pamoBath, mopaaoBath, yCIaauTh, yCIaXKIaTh

deny [di'nai] v — oTpulaTh, ONMPOBEPTHYTh, OTBEPTaTh, OMPOBEPraTh, OTBEPTHYTH,
OTKJIOHUTH

depend on [d1 pend on] v — 3aBUCETH OT, OJIAraThCsl, MOIOKUTHCS

depict [d1 pikt] v — uzo6paxaTs, H300pa3uTh, pUCOBAThH

depiction [d1 pik[n] n - u306pakeHue, oroOpaxxeHue

develop [d1 velop] v - pa3pabaTbiBaTh, KOHCTPYHUPOBATh, CO3/1aBATh

desire [d1 za1o] n - *enaHue, CTpacThb, BOXK/CICHUE

desirable [di'zaiorobl] adj — >oKkenmaHHBIN, BOXACJICHHBIM; >KEJIATCIHHBIM,
1eJIeCO00Pa3HbIN, IPEAMTOYTHTEIbHBIHI

despite [dis part] n - HECMOTps Ha, HEB3Upas HA
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determine [di't3:min] v — omnpenenuTh, BBISICHUTH, pEIIATh, MPEAOTPEACIATH;
yCTaHABJIUBATh

detractor [d1'treekto] n — XynuTenb; KIEBETHUK

detrimental  [detri mentl] adj - BpenHbli, mnaryOHbIM, T'yYOUTEIbHBINH,
pa3pyIIUTEIbHBIN, yIIepOHbIi

devise [di'vaiz] v - pa3pabaTbiBaTh, MPOAYMBIBaThH (IJIaHbI, MJI€H); BbIIYMBIBATb,
n300peTaTh; MPUYMbIBATh

differ [ 'difo] v - ormuyaTecs, pa3nuyaTbes

dig [dig] v — xonaTh

dignity [ digniti] n - ocTOMHCTBO

dignified [ dignifaid] adj - mocToiiHbIit

discern [di's3:n] v — pa3nuyaTh, OTJIMYHUTH; PACIIO3HATH, YCMOTPETh; pa3raiarhb
discernible [d1's3:nabl] adj - 3ameTHbI|, pazTUUUMBIT

discordant [dis ko:dont] adj - HecTpoitHBINI, pa3HOTOJIOCKIN; TUCCOHAHCHBII

distinct [dis'tigkt] adj - derkuil, OTYETIMBBIN, SBHBINA, BHATHBIM, SCHBIH;
OTIpeIeTICHHBIN, 0COOBII; OTIUYHBIN, pa3HbIi

distinction [d1s tigk/n] n - pasnuuue, oTauymne

distinguish [dis tiggwi[] v — oTin4arthk, pa3auvarh

distort [dis to:t] v — nckaxxath

distract [dis traekt] v — oTBICKaTh

distribution [distri'bju;/n] n - pacnpenenenue, pasMelieHUE, PaCIIOIOKEHHUE;
paszeneHne

diverse [dar'va:is] adj - pa3HOOOpa3HbI, pa3IUYHBIA, pPa3HBIA, OTIMYHBIN;
MHOT000pa3HbIN

divertissement [divertis' ma:n] n — pa3pineyeHue, AMBEPTUCMEHT

divine [d1'vain] adj - 60kecTBeHHBIH, 00KECKUIT

division [di'vizon] n - otmen, moapasjaeneHue, OTAEICHUE; pa3JeieHue, ACICHUE,
pacnpeneneHue; pa3iaen

drummer [ drama] n - 6apabaHIIUK, yIapHUK

drunken [ dragkon] adj — nbsHbBIN, HETPE3BbIN

duplicate [ 'dju:plikit] v — ny6iupoBaTh, KOUPOBAThH; MOBTOPSTH

dweller ['dwelo] n - )xuTenab, 0OKUTATEIND, JKUICIT

E

ecstasy [ ekstosi] n — 3kcTas, BOCTOPr, yoeHue, 0JIaKEHCTBO, UCCTYTICHHE
edgy ['eds1] adj — ocTpsIii, pe3kuii
elaborate [1'leborit] adj — cioXHBINA, MPOJYMaHHBIM, 3aMbICIIOBATHIM, TIIATEIBHO

MPOJYMAaHHbIN, U30IIPEHHBIN
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elevation [eli vei/n] n - mogbem, mogHsATHE
elimination [1lim1 neifn] n - TUKBUAAIINS, UCKITIOYEHUE, YHUUTOKEHUE, yIAJICHHUE
embellish [1m 'belif] v - ykpamars, npuykpammBaTh
embrace [1m'breis] v — oxBaThIBaTh
emerge [1m3:d3] Vv - BO3HUKATh, IOSBISATHCS, BBIPUCOBBIBATHCS, POIUTHCS,
3apOXKJIaThCA
emphasize [ emfosaiz] v - nonuepkuBarh, aKEHTUPOBATD
employ [1m ploi] v - UcoOaB30BaTh, MPUMEHSITh
enchantment [mn'ffa:ntmont] n — ouapoBaHue; BOIMIEOCTBO, KOJJAOBCTBO, Marus;
oOasiHue
encourage [ karid3] v — cnoco0cTBOBaTh, MOOMIPATH
environment [In varoronmont] n - oKpy’Karolias cpeia, OKpy>KEHHUE, OKpYyKarolasi
o0CTaHOBKa
entertainment [ento’'teinmont] n — pa3BieyeHue, A0CyT, 3a0aBa, yBeceaeHue
enticing [1n taisig] adj — 3amMmaHYUBBIN, COOIA3HUTENBHBIN, TPUBJICKATEIBHBIN
entire [1n 'taro] adj - HenbINA, MOTHBIN, HEIBHBIN, CTUIONTHOMN
épaulement n — meyo
erect [1'rekt] adj - mpsiMmoii; BepTUKaNbHBIN
erroneous adj - [1 Tounjas] OIMOOYHBIN, HETPABUIIbHBIN, HEBEPHBIN
escape [1s'keip] v - Oexarb, cOexaTb; BBIPBATHCS, BBIOPATHCS; YCKOJIB3HYTb,
YCKOJIb3aTh
establish [1s teblif] v — ycTaHOBUTH; cO3/1aBaTh, OCHOBBIBATH
eternal [i:'t3:nl] adj — BeuHbIl, U3BEUHBII, OECKOHEUHBIH, MPEIBEUHBIN, O€CCMEPTHBIM,
HENPEXOIALINN, BEKOBEUHBIN
event [1 vent] n — coObITHE, MEPOIIPUATHE, CITyYail, MPOUCILIECTBUE
eventually [1 venfoli] adj — B KOHEUHOM UTOTE, B KOHEYHOM CUETE, B KOHIIE KOHIIOB, B
UTOTE, B KOHIIE
evidence ['‘evidons] n - [OKa3aTeNbCTBO, CBUIETEIbCTBO, JIaHHBIC, YIIHKAa,
MOATBEPKICHUE, OUEBUTHOCTD
evolve [1'volv] v — pa3BuBaTh(cs )
exaggerate [1g zedzoreit] v - mpeyBeIUIUBATh
excitement [1k saitmont] n - BoJIHeHHE, BO30YKICHHUE, a3apT, AXKUOTaXK, OKUBJICHHE,
OCTpBIE OIIYIIECHHUS
execute ['eksikjuit] v - BBINOJHUTH, BBINOIHATH, WCIOJHATh, WCIOJHUTD,
OCYIIECTBIISITh, 3aIlyCTUTh, PEAIU30BaTh, COBEPIIATh, BHITOTHUTHCS
exemplify [1g'zemplifai] v — wiurocTpupoBatTh, IPOUILIIOCTPUPOBATH; BOILJIOIATh
exhilaration [1gzilo rei/n] n — Bo30yXJIeHHE, BOCTOPT, B3BOJIHOBAHHOCTH; BECEIIbE,
PasoCTh, OKUBJICHUE
expanse [1ks p@ns] n — mpoctop
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explanation [eksplo'ne1fn] n — 0ObsicHeHHE

explore [iks'plo:] v - wuccnegoBaTh, UW3Y4YHTh, U3y4aTh, MO3HAKOMHUTHCS,
MPOAHATU3UPOBATh, OCBAaUBaTh, 00CIIEI0BATh; BBISICHUTH, BBISICHATD; TO3HABATD
exponent [eks'pounont] n - mpeacTaBUTENb, CTOPOHHHUK, HCTOJIKOBAaTENb (UACH,
HaIpaBJICHUS U T. I1.); UCIIOJIHUTEIb, MaCTEP

express [1ks pres] v — BBIpa3uTh, BEIPAKaTh, BEIPA3UTHCS, U3BSABISITE; IPOSIBUTH
extension [iks'ten/n] n — BBITATUBaHME, YJJWHEHHE, pACTSIKKa; pasrudaHue;
BBITSDKEHHE; BBITIPSIMIICHUE

F

facilitate [fo s1litert] v - cnoco6¢cTBOBaTh, COCHCTBOBATH
faithful [ fei0ful] adj - BepHbIil, TpegaHHBIN, TOUHBIH; JOOPOCOBECTHBIN, YECTHBIHN
fascination [fasi neifn] n - ouapoBaHue, obGasHHUE, TIPEIECTh, MPUBJICKATECILHOCTD;
MPUTATATEILHOCTh
fatigue [fo'ti:g] n - ycTanocTs, yroMmiieHue
feat n - TOBKOCTB, HCKYCCTBO, MaCTEPCTBO
feature [ 'fi:ffo] n - ocoOeHHOCTD, UEpTa, IPU3HAK
fertile [ f3:tail] adj — mogopoaHbIii; GoraTelii
fierce [fios] adj - cBupernbIi, KECTOKUIMA, TIOTHIA, arPECCUBHBIN; TOPSTUUI
fist [fist] n — kynmax
flapper [ flepo] n — xnonymika; dhanna; kianaxn
flashback [ fle[bak] n — BocmoMuHaHue; peTpoCcneKiys; KOpOTKask peTpOCIIEKTUBHAS
CIieHa
flaunt [flo:nt] v — meronsTh; BRICTaBISATH HANIOKA3
flea [fli:] n — 6;oxa
fluency [ flu:onsi] n - mIaBHOCTH; OETIIOCTH
fluid [ flu:id] adj — mutaBHBIN, TIAAKKI (O CTUIIE, PEUN)
fluidity [flu: 1diti] n - Teky4ecTh, IIABHOCTD; MOJBUKHOCTD
flourish [ flarif] v - mporBeTath, npeycreBaTh; paclBeTaTh, IBECTH
flute [flu:t] n — dnetita
forebear [ fo:bes] n - npenmecTBeHHUK
frantic ['freentik] adj — Oe3ymHBIN, OTYasHHBINA, OCIIEHBIN, JHUXOPATOUHBIH,
OTOJITEJIBIN
frenetic [fro 'netik] adj - HencroBbIi
frenzy [ frenzi] adj — 6e3ymHbIN
frenzied ['frenzid] adj — Oemensiii, Oe3yMHBIN, JUXOPaJOYHBINA;, HEHCTOBBIMH,
HCCTYIUICHHBIN
fringe [frind3] n — kpait
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frivolous [ frivolos] adj - nerkombiceHHbIN, HECEPbE3HBI; PPUBOIBHBIN
frustration [fras trei/n] n - pazodapoBanme, pa304apOBaHHOCTb

fulfill [fol fil] v — ucnonuaTe

funeral [ fju:noral] n — moxopoHsI

G

gap [gep] n — ri1y0oKoe pacxoKJIeHHUE, pa3phiB

gesture [ dzesfo] n — KecCT, JKECTUKYJISIIUS, TEIOABUKEHUE

gravity ['greviti] n - rpaBuTaNys, TPUTIKCHUE, CUIA TSHKECTH, TATOTEHHE, 3€MHOE
MPUTSHKCHUEC

ground [gravnd] n — ocHOBaHuUe

grief [gri:f] n — rope, ckopOsb, 6e1a

H

harp [ha:p] n — apda

harvest [ ha:vist] v — cobuparts, coOpath, 3aroTaBIuBaTh
heighten [haitn] v — moBbICUTD; YCUIUTB; 000CTPUTH; BO3BHIIIATH
herdsman [ 'h3:dzmon] n — macTyX, CKOTOBOJI

hierarchical [haio'ra:kikl] adj — uepapxuueckuii; nepapxuuHbIit
hip [hip] n - 6eapo

histrionic adj - npamatuyeckuii, TeaTpaabHbIN

honour ['ona] v - YTUTh, MOYUNTATH, YBAXKATh, YOCTAUBAThH

in honour of [1'ono of | — B uecTh

imitate [ 1mitert] v — uMUTHpPOBATh, KOMUPOBATH, NIEPEIPA3HUBATH

immortalize [1'mo:tolaiz] v — yBekoBeUHTh, 00€CCMEPTUTD

imperceptible [1mpa’septabl] adj - He3ameTHBIN, HEYIOBUMBIN, HEOLLY TUMBIA,
HE3HAYUTEIIbHBIN

impose [1m povz] v — HaBA3BIBATH

impression [1m pre/n] n - BeyatieHue, OLyIIEeHUE

impulse [ 1mpAls] n - UMITyIBC, TOTYOK; MOPBIB; TOOYK/IEHHUE, BICUCHHUE
inaccurately [1n &kjorotli] adv — HeTOUHO; HEaKKypaTHO

inaugurate [1 no:gjureit] v — OTKpbITh; HA4aTh, MOJIOKUTH HA4YaJI0; O3HAMEHOBATH,
BO3BECTHUTh
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incorporate [1n'ko:porit] v - BKJIroyaTh B (COCTaB 4ero-i.); 3aK04aTh, COJAEPKaTh B
cebe

indicate [ 'indikert] v - yka3biBaTh, MOKa3bIBaTh

indispensable [1ndis pensabl] adj — HeoOXoaUMBIH, HE3AMEHUMBIN, 00s13aTEIbHBIN,
HEOTHhEMJIEMBbIH, HEOICHUMBbIH

induce [1n'dju:s] v — BeI3bIBaTh, BHI3BATh, IPUBOIUTD, CIIPOBOLIMPOBATH; MOOYKIATh,
WHIYIIUPOBATh, CTUMYJIHUPOBATH

influence [ influvons] n — BiusHUE, BO37AEHCTBHE, BIUATEILHOCTD

influence [ 1nflvons] v - BIUATH, BO3AEHCTBOBATh, OKa3bIBaTh BIUSHHE

influential [1nflo 'enfol] adj - BnusTebHBIN, BaKHBIN, 00Ja4aI0NTNI BIACTbIO,
BIIUSTHUEM

inhalation [mnho leif/n] n — BnpIxanue, BIOX

inherent [1n hioront] adj - mpucymuii, CBONCTBEHHBIHN, XapaKTEPHBIHA

inherit [1n herit] v - HacienoBaTh, yHaciIe10BaTh

inhibite [1n hibit] v — uHrHOUpPOBaTH, MPENATCTBOBAThH; TOPMO3UTh, CICPKUBATH,
3aJIepKUBaTh; MOIABIIATD; 3aMPeIlaTh

initiate [1 nif1rt] v — ”HUIIUUPOBATH

innocence [ 1nosons] n - HEBUHOBHOCTh, HEBUHHOCTh; HAUBHOCTh, MPOCTOIYIIIHE;
YHCTOTA; IPOCTOTA

innovation [1ou veifn] n - ”HHOBaIMs, HOBOBBEICHHE, HOBILIECTBO, HOBATOPCTBO,
HOBAIUs, HOBUHKA, HOBU3HA

innumerable [1 nju:moraobl] adj - OecunciaeHHbIN, HEUCUUCTUMBINA, OECCUETHBIH,
HECYETHBIN

inseparable [in'seporobl] adj - HeoTHENMUMBIN, HEOTHEMIIEMBIA

inspire [1n'spaio] v — BIOXHOBJSTh, BOOJIYIIEBISATh; BHYIIATh, BCEJIATH; BbI3bIBATh
inspiration [1nspo're1fn] n - BIOXHOBEHUE, BOOAYIIIEBICHHUE, O3aPCHUE

intention [1n'ten/n] n - HaMepeHue, 11€JIb, CTPEMJICHHE, CMBICIT; 3aMbICEJI, YMBICEI
intricate [ mtrikit] adj — cnoxxHbIl, 3aTEHIUBBIN, TPUYYITUBbII, H30IIPEHHBIH,
HETIPOCTOM

invade [1n veid] v - Broprarbcs, nocsiraTb; OKKyIupoBaTh, 3aXBaThIBaTh, OBIAJACTh
invent [1n'vent] v - u300peTaTh, BBIYMbIBaTh, CO3/1aBaTh, COUMHSITH

invention [1n'ven/n] n — u3o0peTeHune; BbIIYMKa, BIMBICEN, H300PETATEIbHOCTD
involve [1n'volv] v - BoBiekaTh, IPUBOJNTD; KacaThCsl, 3aTparuBaTh; COEPKaTh;
BTATUBATD; BHI3bIBATH

J

jag [dzeg] v - npoHsaTh

jagged [dzegd] adj — rpyOmIit
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joyous [ d3010s] adj - panocTHBIN, BeceNblid, CUACTIUBBIN, TUKYIOIINI
K

kneel [ni:l] v - omycTUTBCS HAa KOJICHH; CTOSITh HA KOJICHSX
kneel [ni:1] n - koneHo

L

lack [lek] v - HE XBaTaTh, OTCYTCTBOBATh, HEAOCTABATh

land [leend] v -npuzeMinsaTbes

lead [l1:d]v - mpuBecTH, IPUBOAUTD, BOJUTD, IUIUPOBATD, TOBIICYb
leap [li:p] n - ckadok, NPBBKOK, 1IAT

leap [li:p] v - mpbITaTh, NEPENPHITUBATh; IEPECKAKUBATh, CKAKaTh
limb [lim] n - KOHEYHOCTH, POTE3

limpidity [lim piditi] n — npo3payHocTh

loft [Ioft] n - yepnak, mancapaa

loll [Io]] v — kpeHUTHCS

loose [lu:s] adj - cBOOOHBIN; PHIXJIBIN, HETJIOTHBIN; ITMPOKUHN, TPOCTOPHBIN;
HEe3aKpeIJICHHbIN; HECBSA3aHHBIN; HETOYHBIN; HEOPEKHBII

lose [lu:z] v — moTepsTh

M

mainstream [ meinstri:m] adj — O0CHOBHO#1; OOBIUHBIN, TPATUITUOHHBII
maintain [mein'tein] v — noaaepXxuBaTh; COXpaHUTh, YACPKUBATDH, COOTIOATh
magical [ maedsikol] adj - Mmarnueckuii, BOIIIECOHBIN, KOJITOBCKOM

major [ meid3o] adj - rmaBHbIN, OCHOBHOM

manual [ ' meénjusl] n - pyKoBOJCTBO, MHCTPYKIIMS, HACTABIICHHE; CITPABOYHUK,
y4eOHHK

marriage [ ' mearid3] n - Opak, 3aMy>KeCTBO, )KCHUTH0A, CYTIPYKECTBO

match [ma{] v - COOTBETCTBOBaTh, COBIAAThH

measure [ me39] vV - UBMEPSITh, MEPUTH; OLICHUBATh, ONIPEACIISITh

melt [melt] v - TasiTh, pacTasiTh, pacIJIaBUThCS; PACTBOPUTHCS, PACTBOPSTH, UCUE3AThH
mentor [ mentd:] n - HACTABHUK, MEHTOP, BOCIIUTATENh; PYKOBOAUTEh
mention [menfn] v - ymoMuHaTh, CChUIATHCSA

mentor [ mentd:] n - HACTABHUK, MEHTOP, BOCIIUTATENh; PYKOBOAUTEh

mime [marm] n — MAaHTOMHUMa; MUMHKA
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mood [mu:d] n — HacTpoeHue, HaCTPOM, PACIIOJIOKEHHUE TyXa, YMOHACTPOCHHE,
HACTPOEHHOCTh

motif [mouv 'ti:f] n — nedT™MOTHB

mourner [ mo:nd] n — CKOPOSIIIHiA; TIaKaJIbIIUK

movement [ 'mu:vmont] n — IBHKEHHE, TEIOIBHKEHHE

multiplicity [malti plisiti] n - MHOrOOOpasue, pazHooOpaszue

murder [ m3:do] v — yOuTh, youBaTh

N

narrative [ narotiv] n - HoBeCTBOBaHHUE, PaCCKa3, MMOBECTh, U3JI0KCHUE
narrative [ narotiv] adj — moBecTBOBaTEIBHBIN

notation [nov 'ter/n] n — 3anuck, 0003HaYEHUE, 3AMTMCHIBAHKE
numerous [ nju:moras] adj — MHOroYHCIEHHBIH

0]

obvious [ obvios] adj - oueBUIHBIN, SBHBIN, HATJISTHBINA
occasion [0 kerzon] n — ciy4ait, moBo; cOOBITHE

P

padding n — 3anonHeHue

partial [ 'pa;fol] adj - yacTUUHBIN, HEMOJIHBIN; YaCTHBIN; MPUCTPACTHBIN,
IIPEAB3AThIN; HEPABHOAYIIIHBII

particular [po'tikjulo] adj - KOHKpeTHBIH, onpeIeIeHHBIN; 0COOBIN, OTAEIbHBIH,
OCOOCHHBIN, crieM(UUECKUH, UCKITIOUUTEIBHBIN; YaCTHBIN, WHANBUYaTbHBIH;
1o ApoOHBIN

passion [pa/n] n - cTpacTh, MIPUCTPACTUE, CTPACTHOE yBJICUCHUE

pattern [ paton] n — oOpaselr; cxema, pUcyHoK, popma

pave [pe1v] v - IpOJ0KUTh, IPOKIAAbIBATh, 3aKJIaIbIBATh

peasant [ pezont] n — KpeCThbsIHUH

pelvis [ pelvis] n — Ta3

perceive [po'si:v] v — BoCIpUHUMATh; OIIYI[aTh, YyBCTBOBATh; TIOHUMATh, OCO3HATD,
OCO3HABaTh

percussion [pa'kajn] n — nepkyccus; yaap; BEICTYKHBaHUE

percussive [po'kasiv] adj — yaapHblii; HepKyCCUOHHBIN

perform [po'fo:m] v — BBITIONHSATE; BBICTYIAaTh; OCYIIECTBIATh

permit [ p3:mit] v - MO3BOJATS, , pa3pelaTh, AOMYCKATh
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pipe [paip] n — Tpy0a; cBUpeb; AyJKa; BOJbIHKA; CBUCTOK

plainsman [ ‘pleinzmon] n - *uTens paBHUH

plant [pla:nt] v - nocanute, caxxaTh, BRICA)KUBATh

pleasure [ ple3a] n - ynoBosbCTBHE, paA0CTh, HACIAXKICHHUE, YIOBIECTBOPEHHE,
0J1a)KEHCTBO

plot [plot] n — croxeT, 3ambicen

plow [plav] v - maxaTe, BcaxaTh; BCIaX1UBaTh, PACMaXuUBaTh

pray [prei] v — MOJIMTBCS; MOJIUTb, TPOCUTH, YMOJIATh

precise [pr1 saiz] adj — TOUHBIN, YETKUM, aKKYpATHBINA, TOYHECHIITHI

preserve [pri zZ3:vV] v — COXpaHATb

priest [pri:st] n — CBAILIEHHUK

prior to [ praio tu:] - 10, 10 MOMEHTA, TIEPE; PaHbIIIE; IPEKIC

prominence [ prominons| n — 3BECTHOCTb, 3HAUUMOCTD; BbIIAIOLIEECS MOJIOKEHHUE
promise [ promis] v — obemaTh

props [props] n — pekBu3uT, OyTadopus

proscenium [prov 'si:njom| n — aBaHCLIEHA

puppet [ pApit] n - MaprOHETKA, KyKJia

purpose [ p3:pas] n - eab, HAMEPEHUE, 3aMbICEIl, IPEAMET

Q

quality [ 'kwoliti] n - kauecTBO, CBOMCTBO, TOCTOMHCTBO, OCOOCHHOCTh
R

rack [rek] v — 1omaTh

rugged [ ragid] adj - npodHbIil, MACCUBHBIN; CYpOBBIi, TPYAHBIN, CTPOTHIA;
HEPOBHBIN; IPYOBIif; TPYTHOMIPOXOAUMBIN

random [ rendom] adj - cny4daiiHblii, TPOU3BOJIbHBIN, BEIOOPOYHBI,
OecropsiTI0UHbII

rare [reo] adj — penkuit

rarely [ 'reoli] adv — peako

raw [ro:] adj - ceIpoil, He0OpaOOTaHHBIN, FPYOBINA, HEOUUIIIEHHbBIN
reach [ri:f] v — qocTUrHyTh, 1OCTUTATH

reap [ri:p] v - HOKUHATh, KaTh

recall v — HanomuHath

recent [ri:snt] adj - mocieaHU#, HEJaBHUI; HOBBIM, CBEKUW; HOBEHUIIIHH,
COBPEMEHHBIN
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recognition [rekog nifn] n - npuzHanue, oq00peHne; paclio3HaBaHKe, OTI03HABAHUE;
OCO3HaHME, TOHUMaHWE, CO3HAHUE; Y3HABAHHUE

recovery [r1 KAvarI] n - BOCCTaHOBJIEHUE, TIOJIbEM, O3JJOPOBJICHHE, BO3BPAILIEHUE,
O’KMBJIEHUE, YTUIIU3AIUS, pereHepalus

recreational [rekri e1fonl] adj - pekpearmoHHBbIH, JTIOOUTETLCKUM, pa3BiIeKaTEIbHbIN
recur [r1'k3:] v — peuuaAuBUpOBaTh; BO3BpALATHCS; 00palaThCs

rectangular [rek tengjolo] adj - mpssmoyroJibHbII

refer [r1'f3:] v - oTHOCUTBCA, 00paIaThCs, KAaCAThCsI, OTHECTH, OTHOCUT,
MPUIHUCHIBATH

rehearsal [r1'h3:s0l] n — peneTurus

reinforce [ri:in 5:s] v - ykpenurb, yCWINTh; MOATBEPAUTD

reject [ ri:dzekt] v - oTBepraTh, OTBEpruyTh, OTTOPraTh; 0TKa3aTbCs, OTPULIATh
release [r1'li:s] n - ocBOOOXI€HNE, BEIOPOC, BHICBOOOXKICHUE

remain [r1' mein] v — 0cTaBaThCsl, COXPaHUTHCS, MPEOBIBATH

remove [1r1 mu:v] v - yIaJuTh, yAaJIATh, CTUPaTh; U3BJI€Yb, U3BJIEKATh, BBIHYTH,
BBIHUMATh, BEIBOJIUTD

remote [r1 mout] adj - yaaneHHbIH

Renaissance [ro neisons] n - amoxa peHeccaHca

require [r1 kwaio] v - Tpeb0oBaTh, Hy)K1aThCsl, IPUKA3bIBATh

repose [r1 povz] n — CHOKOMCTBUE

resemble [r1'zembl] v — moxonuTh; UMETh CXOACTBO

retain [r1'tein] v - COXpaHsTh, XpaHUTh

reveal v - BBISIBIISATD; paCKpbIBaTh; OTKPHIBATh

revolve [r1'volv] v - BpamaTbcsi, BEpTeThCs, BpalliaTh; 001yMbIBATh

rhythm [ 'ridom] n — puT™, puT™MHKa, TaKT

rigid [ rid31d] adj - sxecTkumii, cTporuii, HeruOKUiA, CypoBBIi, HECTHOAEMBbIi

a rite of passage [0 kamponi] - 00psi TOCBSIIIEHUS

ritual [ rifosl] n — putyan

roll [roul] v - mepeBepHYTHCS, MEPEKATUTHCS

rough [raf] adj - rpyObIii; mepoXoBaThIi, HEPOBHBIN; OYPHBIN, TUKUN; )KECTKUH,
CYpPOBBIM, PE3KUN, TEPIIKUI

rural [ ruoral] adj - cenbckuit, AepeBeHCKU

S

sacred ['seikrid] adj — cBsIIEHHBIN, CBATOW, CBSIICHHEUIINN, CaKpaJIbHBIMH,
HENIPUKOCHOBEHHBIN; COKPOBECHHBIMN, 3aBETHBIN
saw [s0:] Vv — IWJIUTh

scantily [ skentili] adv — ckynHo
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score [sko:] n — cueT; mapTutypa

scramble [skraembl] v — kapabkatbcsi; 60pOThes; B30UPATHCS; B30AITHIBATh

scrub [skrab] v — ckpecTH; MbITh, TEPETh

search [s3:{f] n — nouck, uckanue

separate | seprit] v - OTACNIITh, OTACIUTHCS; Pa3IeNATh, Pa3ACIUTh, PA3ACIUTHCS
separate [ ‘seprit] adj - oTaeabHBIN, pa3aeabHbIN, 000CO0ICHHBIN, MHANBUTYATbHBII
separation [sepo reifn] n — oTaeNIeHHE; pa3eIeHUe

sequence [ 'si:kwons] n - mociae10BaTeNbHOCTD, TOPSAIOK, OUEPEAHOCTD

shift [[ift] v — MeHsTB(CS)

show off [Jou of] v - mokazath

shrine [Jrain] n — Xpam, CBATBIHS; TPOOHUIIA, YCHITTAILHUIIA; CBATUIIUIIE, AITAPh; PAKH
sign [sain]| n — 3HaK

significance [s1g nifikons] n — 3HaUYeHME, 3HAUUMOCTh, CMBICJI, 3HAUYUTEITHLHOCTh
significant [sig nifikont] adj — 3HaUMTENBHBIN, CYIIECTBEHHBIN, 3aMETHBIN, BECOMBIH,
OLLYTUMBIN; 3HAYUMBbIN, MHOTO3HAYUTEIIbHBIN

similarity [simi1'leeriti] n - cxoncTBo, Mogo0OUE, CXOXKECTh, OJIM30CTh, 00IIAs yepTa,
OOIIIHOCTbH, COBIIaJICHUE

single [smgl] adj - eguHbIi, €IUHCTBEHHBIN, OJWHOKHM, MPOCTON; OIWHOYHBIM,
OJVHAPHBIN; OTAECIbHBIN

skilled [skild] adj — ymenblii; ncKycHBIN

skip [skip] n - ckauok, mpbIKOK

skip [skip] v — mpeIraTh, ckakaTh

slight [slait] adj - nerkuii, cnaObIit

society [so saroti] n — 001IECTBO, COLITYM

the socket of the hip socket phr - anar. BepTitokHas BrajgnHa

softness [ spftnos] n - MITKOCTh, HEXKHOCTD, TUIABHOCTH

sophisticated [so' fistikertid] adj - coxxHbIH, N30IIPEHHBIN, YTOHUEHHBIN

SOW [SQU] V - cesAThb, 3aCEBATh; BBICEBATH; PACIIPOCTPAHATH

spatial [ ‘speifol] adj — npocTpaHCcTBEHHBII

spearhead [ spiohed] v - Bo3r1aBUTh, BO3TJIABIATh

spectacle [ 'spektokl] n — 3penuie, cnexkrakib

spectator [spek terto] n — 3purenb, HabIOAATEND, OOJIETBITUK

spectacular [spek'tekjolo] adj — adbexTHBIN, UMIO3aHTHBIHN; 3aXBaTHIBAIOIIHI
spine [spain] n - MO3BOHOYHHUK, XpeOET, CIMHHON XpeOeT, MO3BOHOYHBIN CTOJIO
spiral [ 'sparoral] n - ciupasnb, BUTOK

spirit [ ‘spirit] n - nyx, nyma, ym

spring [sprin] v - BO3HUKaTh, BHITEKATh; CKAKaTh; MIPHITaTh

stance [stens] n - mo3uIys, 1o3a, OCaHKa

stark [sta:k] adj - pe3kuii, aOCOMOTHBIN, pa3uTEIBHBIN
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steep [sti:p] adj — kpyToH

stick [stik] n - manka, mano4ka, TpoCTh

stimulus [ 'stimjulos] n - cTuMyn, pa3apaxkurenb; CTUMYIUPYIOIIEE BO3JCHCTBUE;
ooy IuTeNb

stomp [stomp] v - Tonats HOraMu

strain [stremn] n - HanpspKeHUe, nedopmanms, Harpy3Ka, HapsHKCHHOCTh, HATSKCHHE,
nepeHanpsHKeHne

stretch [streff] v - mpocTupatbcs, MPOTIATUBATH, PACTATHUBATH; BBHITATHBATH, TIHYTH,
HATATUBATh; BRITATUBATHCS; HAMPATATh

strict [strikt] adj - crporuit, xecTkuit

stride [straid] n - mar, moxoaka

stroke [strouk] n - ynap, B3mMax; Xo/; TakT

stud [stad] v - yceuBaTh, ychInaTh

subsume v — BKJIIOYAaTh B KaKylO-JI. KATETOPHIO, OTHOCUTh K KaKOW-JI. KaTErOpHH,
TpyIIIe U T. I

subservient [sob's3:vjont] adj - moaBIACTHBIN, PaOOJICTTHBIMI

subsidy [ 'sabsidi] n - cyObcuaus, goramus

subtle [satl] adj — TOHKUI; yTOHYEHHBII

succession [sok ‘se[n] n — mocienoBaTeIbHOCTh; TPEEMCTBEHHOCTD; IPABONPEEMCTBO;
HETPEPBIBHBIN Pl

sufficiently [so fi/ntli] adv — noctarouno

suit [sju:t] v - TOOXOAUTh, TOTUTHCS, HIITH; YCTPAUBaTh; COOTBETCTBOBATH

suite [swi:t] n — HaOOp, KOMIUIEKT

surface ['s3:fis] n — MOBEpXHOCTb, MOKPHITHE

support [so'poit] v - moamepkuBaTh, MOATBEPKAATh, MOIKPEIUIATH; OKa3bIBaTh
MOJITICPIKKY; COACPKATh

surround [so ravnd] v — okpykaTh; 00CTynaTh

survive [so'varv] v - BBDKHTB, yIIETETh; IEPEKUTH, BBIIEPIKATh, IEPEHECTH; OCTAThCS
B JKUBBIX

sustain [sos temn] v - moAAepKUBATh, BBIAEPKATh; COXPAHUTD

sweep [swip] V — cMeTaTh; MPOKATUTHCS, OXBATUTh, IPOHECTUCH, 3aXJIECTHYTh

T

tame [tetm] v - yKpoIaTh, IpUpydYaTh; CMUPSATH; APECCUPOBATH; CMATIATH

temple [templ] n — xpam

tend [tend] v — 3a00TUTHCS; UMETh TEHICHINIO; OOCTYXKHBATh

throw [Orou] v - 6pocaTh, OpocuTh, KUAaTh, OPOCUTHCS, OTOpachIBaTh, COpachIBaTh,

MCTAaThb, Hepe6paCBIBaTB
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throb [0rob] v — nynbcupoBaTh; TpeneTaTb

tilt [t1lt] v - HAKIIOHATH, CKIIOHUTbh, OTKUHYTh, HAKJIOHUTHCS, 3alIPOKHHYTh
tilt [tilt] n — HaksIOH

tinkling [ tigklip] — 3Bensuit

tomb [tum] n — Morumma, rpoOHuUIIa, TPoO, CKJIEMN, YCHINIAJbHUIIA, 3aXOPOHECHHE,
MaB30Jieii, HaATpoOHe, MOTHIIBHUK

toe [tou] n - manel HOrKu; HOCOK

toes [touz] n — IBITOYKHU

torso [ 't0:s0u] n — Tysj0BHUIIE

totem [ tovtom] n - ToTeM

trace [treis] n - ciaen, oTOeYaToOK

transition [tren s13on] n - mepexo, nepeMenicHue

tread [tred] n - mocTymnb, moxoaka

tremendous [tr1' mendas] adj — orpoMHbIit

tuft [tAft] n — mydox

turkey [ 't3:ki] n - uHIIOK

twist [twist] n - MOBOPOT, TBUCT, U3THO

U

ubiquitous [ju: bikwitos] adj - Be3gecymuii, moBCeMeCTHBIM

ugliness ['aglnis] n - ypoacTBo; 0e300pa3ue; HEKPACHBOCTh;, MEP30CTh;
0e300pa3HOCTh

ugly ['agli] adj - yponnusslii, 6e300pa3HbIii, HEKPACUBBIN, HETIPUTJIIS THBII
uncluttered [an'klatod] adj - makoHUYHBII; HE3ATPOMOXKICHHBIH

uneven [ 'An'i:von] adj - HEpaBHOMEPHBIN, HEPABHBIN, HEOAMHAKOBBIN

undergo [ando’'gou] v - mpeTeprieTh

underlie [aAndo la1] v — 1exxaTh B OCHOBE 4-11

universally [ju:ni'v3:soli] adv — moOBceMeCTHO; YyHHBEpPCAIbHO, E€IMHOJYIIHO;
oO1enpu3HaHHO

upbeat [ Apbi:t] n - oT™MamIKa TakTa; HEyAapHbBIN 3BYK B TaKTE

A\

valley [ veeli] n - qonuna, MT0oMIMHA, HU3UHA
vigorous [ vigoros] adj - sHEpTUUHBINA, OOAPHINA, TEMIIEPAMEHTHBII
virgin [ 'v3:d3in] n — neBa, nepuna
virtually - [ 'v3:tjooli] adv npakTudecku, pakTUUECKH, BUPTYyaTIbHO, OYKBaJIbHO
virtuoso [v3:tju 9vzou] adj - BUPTYO3HBIN
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vital [vartl] adj - BayxHBIN, HEOOXOUMBI, BAXKHEHIIINH, CYIIIECTBEHHBIN
vocabulary [vou kabjulori] n - cnoBaps, Jiekcuka, TEPMUHOJIOTHUS, JIEKCUKOH; 3amac
CJIOB; CJIOBapHBIA COCTaB

W

waist [weist] n - Tanus

weigh [wel] v - BecuTh

weight [weit] n - Bec, Mmacca

whirl [w3:1] v — Kpy>XUTbCS; KpY>KUTbh; BpallaThbCs
witch [wiff] n - BenbMa, KOJIIyHbs
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Appendix 2. Phrases for summary/rendering

Kak cocTaBjsiTh aHAJIN3 TEKCTA HA AaHIJIMHCKOM sI3bIKe?

Jlns Hayana naBaiite pasbepemcsi, B 4eM CyTh pe(epupOBaHHS CTaTbU Ha
aHTTIMIICKOM. DTO HE MPOCTO KpaTKOe CoNep)kaHue, Mepecka3, a aHaimu3. Bam
HEOOXOAMMO BBIICTUTH TJIABHYIO HACI0, OMUCATh TJIABHBIX T'€POEB WM COOBITHSA,
dakTel. 151 Bcero 3TOro €cTh BBOJHBIC CTPYKTYPBI, KOTOPbIE HEOOXOAMMO 3HATh.
HWtak, ¢ 4ero HauaTh U 4eM 3aKOHYUTH? MBI IpHUBEIEM BaM B TIpUMEP HECKOJIBKO (pa3.
A BbI BeIOUpaiiTe Hanbosee NOHPaBUBILIKAECS.

1. Ha3BaHue cTaTbH, aBTOP, CTHJIb.

The article I’m going to give a review of is taken from... — CtaTbs, KOTOpYIO 5 ceituac
X049y MPOaHAIU3UPOBATH H3...

The headline of the article is — 3arosoBok craThu. ..

The author of the article is... — ABTOp cTaThu...

It is written by — Ona Hamnucasa ...

The article under discussion is ... — CTaThs, KOTOPYIO MHE ceiuac XoueTcss 0OCYIUTh,
The headline foreshadows... — 3aronoBok MpUOTKPHIBAET

2. Tema. Jloru4eckue 4acTH.

The topic of the article is... — Tema cTaTbu

The key issue of the article is... — KiroueBbIM BOIIPOCOM B CTaThe SBIAETCS

The article under discussion is devoted to the problem... - Crarpio, KOTOPYIO MBI

oOcyxaaeM, MocBsIeHa mpodeme. ..

The author in the article touches upon the problem of... — B crtatee aBTOp
3aTparuBaeT npoosemy....

I’d like to make some remarks concerning... — f OBl XOTen cjenaTh HECKOJBKO
3aME€YaHMM T10 MOBOAY. ..

I’d like to mention briefly that... - XoTenock ObI KpaTKO OTMETHUTb. ..

I’d like to comment on the problem of... — I Obl XO0Ten MPOKOMMEHTHUPOBATH
npobiiemy...

The article under discussion may be divided into several logically connected parts
which are... — Crarbs MOXeT OBITh pa3lielicHa Ha HECKOJIBKO JIOTHYECKHU
B3aMMOCBSI3aHHBIX YacTeH, TAaKUX KaK...

3. Kparkoe conep:kanme.

The author starts by telling the reader that - ABTop HaunHaeT, paccka3bpiBasi YUTATEIO,
9TO

At the beginning of the story the author - B Hauane ucropuu aBTop
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describes — omnuckiBaeT

depicts - uzob6paxaer

touches upon - 3arparuBaer

explains - 00BsICHIET

introduces - 3HAKOMUT

mentions - yIoMuHaeT

recalls -BcriomuHaeT

makes a few critical remarks on - nenaeT HeCKOJIBKO KPUTHUECKUX 3aMEYaHHUM O
The story begins (opens) with a (the)

description of — onucanuem

statement - 3asBJICHUEM

introduction of — npencraBieHuEM

the mention of — ynomuHanuem

the analysis of a summary of — kpaTkuMm aHaIU30M
the characterization of — xapakTepuctukoit
(author’s) opinion of — MHeHHEM aBTOpa

author’s recollections of — BocmomuHanuem aBTopa
the enumeration of — nepeunem

The scene is laid in ... - JleficTBue TPOUCXOIUT B ...
The opening scene shows (reveals) ... - [IepBas clieHa mokasbIBaeT (PaCKphIBAET) ...
We first see (meet) ... (the name of a character) as ... - BiepBble Mbl BcTpedyaemcs ¢

(MM TJIABHOTO T€POS UJIH TEPOCB)

In conclusion the author

dwells on - ocranaBIuBaeTCs Ha

points out - yka3pIBaeT Ha TO

generalizes - 06o01aer

reveals - moka3bIBaeT

€XpOoses - MOKa3bIBACT

accuses/blames -00BUHSET

mocks at - u3eBaercs Hax

gives a summary of -naet 0630p

4. OTHOLIEHNE ABTOPA K OTeJIbHBIM MOMEHTAM.

The author gives full coverage to... - ABTOp JaeT MOJHOCTbIO OXBATHIBAET. ..

The author outlines... - ABTOp onuchIBaeT

The article contains the following facts..../ describes in details... - CtaTest cogepxut
cienyromue GakThl .... / TOAPOOHO ONMUCHIBACT

The author starts with the statement of the problem and then logically passes over to
its possible solutions. - ABTOp HauWHAaeT C MOCTAHOBKHU 3aJIau, a 3aTeM JIOTUYECKU

MEPCXOAUT K €€ BO3BMOKHBIM PCIICHUAM.
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The author asserts that... - ABTOp yTBep>Kaaer, uTo ...
The author resorts to ... to underline... - ABTOp npuberaer K ..., 4T00bl MOAYEPKHYTh

Let me give an example... - [To3BobTEe MHE PUBECTH TPUMED ...

5. BeiBOa aBTOpA.

In conclusion the author says / makes it clear that.../ gives a warning that... - B
3aKIJIIOUYEHUE aBTOP TOBOPUT / MPOSICHSIET, UTO ... / NaeT MpeaylnpekaeHHe, 9To ...

At the end of the story the author sums it all up by saying ... - B koHIIe paccka3a aBTop
MOJIBOJTUT UTOT BCETO 3TOTO, TOBOPS ...

The author concludes by saying that../ draws a conclusion that / comes to the
conclusion that - B 3akiiroueHue aBTOp TOBOPUT, UTO .. / ICTACT BHIBO, YTO / IPUXOAUT
K BBIBOJIY, UTO

6. Boipa3uTteibHbIe CPeICTBA, HCMOJb3yeMbIe B CTATHE.

To emphasize ... the author uses... - UToObl aklieHTMpOBaTh BHUMAaHUE ... aBTOP
UCTIONB3YET

To underline ... the author uses... YToObI NOJYEPKHYTH ... ABTOP UCHOJIB3YET

To stress... - Ycuimsas

Balancing... — banancupys

7. Bam BbIBO.

Taking into consideration the fact that - [Ipunumas Bo BHUMaHKE TOT (aKT, YTO

The message of the article is that /The main idea of the article is - OcHoBHas uues
cTaTbu (TIOCTIaHUE aBTOPA)

In addition... / Furthermore... - Kpome Toro

On the one hand..., but on the other hand... - C ogHoIi CTOpPOHSHI ..., HO C Apyrou
CTOPOHHI ...

Back to our main topic... - BepHemcs k Hamielr OCHOBHOM TeMe

To come back to what I was saying... - YTOObI BEpHYTBCSI K TOMY, YTO sl TOBOPHUJI

In conclusion I’d like to... - B 3akntouenue s xoren Obl ...

From my point of view... - C Moel TOUKHU 3peHHUS ...

As far as [ am able to judge... - Hackonbko s MOTY CyIUTB .
My own attitude to this article is... — Moe J1MYHOE OTHOIIICHHUE K
I fully agree with / I don’t agree with - 5l monHocThI0 cornacen ¢/ S He cornaceH ¢
It is hard to predict the course of events in future, but there is some evidence of the
improvement of this situation. - TpynHo nipenackasath XoA COOBITUN B OyayIieM, HO
€CTh HEKOTOPBIC CBUIETEIbCTBA YIyUIICHHS.
I have found the article dull / important / interesting /of great value - I Haxoxy cTaTbio
CKYYHOU / BaKHOW/ MHTEPECHOM/ MMEIOIIYI0 00JIbIlIOe 3HaYeHHUE (IIEHHOCTD)

Taxum o0Opa3om, 4TOOBI XOPOIIO MPOAHATH3UPOBATH CTAThIO, HEOOXOANMO €e

HCCKOJIBKO pa3 IMPOINTATh. HCpBBIﬁ — OBH&KOMHTCHBHBIﬁ, OoNIpCaACIIICTC CTUJIb, TCMY.
153



BTOpOﬁ — 06pamaeTe BHHMAHHUC HA ACTAJIN, HA IIOBCACHUC I'CPOCB, IILITACTCCh KPATKO
nepeaarb OCHOBHOC COACPIKAHUC. 3aTem omsiTh MpoCMaTpUBACTC U UIIUTC TO, YTO KC
ABTOp XOTCJI HOHCCTH OO YUTATCIIA, YTO OH IJIA 3TOI'O HCIIOJIB30BAJl. Hy a 3aTcM,
MMpOAYMBIBACTC CBOC OTHOIICHHUC K IIPOYUTAHHOMY.
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Appendix 3. OcnoBubie mTamnsl (key-patterns) anHHoranmi

HA aHIVIMIICKOM M PYCCKOM SI3bIKaX

1. The article (paper, book, etc.) deals with... - DTa crates (paborta, KHUTa U T.1.)
Kacaercs...

2. As the title implies the article describes.... - CorjacHo Ha3BaHUIO, B CTaThe
OTMCHIBACTCA. . .

. It is specially noted... - OcobenHo ormeuaercs. ..
. A mention should be made... - Ynomunaercs...
. It is spoken in detail... - IlogpoOGHO onuckIBaeTcs. ..

3

4

5

6. ...are noted - YnoMHuHArOTCH. ..

7. It is reported... - Coobmiaercs. ..

8. The text gives valuable information on.... - TekcT gaeT 1eHHY0 UHPOPMAIHIO. ..

9. Much attention is given to... - boybilioe BHUMaHHUE YIEISETCS. ..

10. The article is of great help to ... - DTa cTaThs OKa)XeT OOJBITYIO IIOMOIIb. ..

11. The article is of interest to... - 3Ta cTaThst IpeACTaBISET UHTEPEC JJIA. . .

12. It (the article) gives a detailed analysis of .... - OHa (cTaThs) JaeT ACTaTbHBIN
aHamms. ..

13. It draws our attention to... - OHa (cTaThs, paboTa) MPUBJICKAET HAIlIC BHUMAHHE
14. The difference between the terms...and...should be stressed - Cuenyer
MOTYEPKHYTH Pa3IMUne MEKIY TEPMUHAMU ...H...

15. It should be stressed (emphasized) that... - Cnexyer nog4epkHyTh, 4TO...

16. ...is proposed - Ilpennaraercs. ..

17. ...are examined - [IpoBepsitoTcst (paccMaTpUBAIOTCH )

18. ...are discussed - OGcyxmarorcs. ..

19. An option permits... - Beibop mo3Bosiser. ..

20. The method proposed ... etc. - [Ipennaraembrit MeTO. .. U T.1.

21. It is described in short ... - Kpatko onuceiBaeTcs ...
22. It is introduced .... - BBoguTes ...

23. It 1s shown that .... - IToka3ano, uToO ...

24, Tt is given ... - [laetcs (mpearaercs) ...

25. It is dealt with .... - PaccmaTtpuBaercs ...

26. It is provided for ... - ObecneunBaeTcs ...

27. It is designed for .... - [Ipeqnaznaden o ...

28. It is examined, investigated ... - Uccnenyercs ...
29. It is analyzed ... - AHanu3upyeTcs ...

30. It is formulated .... - ®opmynupyertcs ...
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31. The need is stressed to employ... - [ToguepkuBaeTcs HEO0OXOIUMOCTh
WCITOJIb30BAHUS. . .

32. Attention is drawn to... - O0Opamiaercss BHUMaHHE Ha ...

33. Data are given about... - [IpuBeieHbI TaHHBIC O ...

34, Attempts are made to analyze, formulate ... - JlemamTcsi NONBITKU
MIPOAHATIU3UPOBATH, CHOPMYITUPOBATH ...

35. Conclusions are drawn.... - Jle1aroTcst BEIBOJEI ...

36. Recommendations are given ... - /[aHbl pekOMeHAIUM ...

Oobpa3uvl K1uuie 011 AHHOMAYUIL HA AH2TTUIICKOM A3blIKe

The article deals with ...

As the title implies the article describes ...
The paper is concerned with...

It is known that...

It should be noted about...

The fact that ... is stressed.

A mention should be made about ...

It is spoken in detail about...

It is reported that ...

The text gives valuable information on...
Much attention is given to...

It is shown that...

The following conclusions are drawn...
The paper looks at recent research dealing with. ..
The main idea of the article is...

It gives a detailed analysis of...

It draws our attention to...

It is stressed that...

The article is of great help to ...

The article is of interest to ...

is/are noted, examined, discussed in detail, stressed, reported,
considered.
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Appendix 4. Proverbs about Dances

1. A fool's heart dances on his lips.
French Proverb

2. Not everyone that dances is glad.
French Proverb

3. The devil dances in an empty pocket.
German Proverb

4. The wolf dances round the well.
Latin Proverb

5. He who dances well goes from wedding to wedding.
Spanish Proverb

6. When a goose dances, and a fool versifies, there is sport.
Spanish Proverb

7. When the flatterer pipes, the devil dances.
Spanish Proverb

8. A full belly dances better than a fine coat.
Danish Proverb

9. A man dances all the same, though he may dance against his will.
Danish Proverb

10. He that lives in hope dances to an ill tune.
Danish Proverb

11. It is no child's play when an old woman dances.
Danish Proverb

12. It is no child's play when an old woman dances.
German Proverb
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13. He dances well to whom fortune pipes.
German Proverb

14. He dances well to whom fortune pipes.
Italian Proverb

15. The devil dances in empty pockets.
English Proverb

16. A woman who dances too much gets ill from little work.
French Proverb

17. He who has no shoes dances in his socks.
German Proverb

18. The bear dances but the tamer collects the money.
Russian proverb

19. The rich man never dances badly.
Rwandan Proverb

20. Who dances at the wedding, weeps at the funeral.
Yiddish proverb

21. Those who dances poorly, blames the musician.
Thai Proverb

22. A bear that dances in your neighbor's house might soon dance in yours.
Macedonian Proverb

23. He who dances at home will be rewarded.
Swahili proverb

24. He that lives in hope dances to an ill tune.
English Proverb

25. He dances well to whom fortune pipes.
English Proverb
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26. An old woman is not old in a song she dances well.
Nigerian Proverb

27. He dances on a razor-edge.
Hungarian Proverb

28. A fly that dances carelessly in front of a spider's web, risks the wrath of the spider's
teeth.
African Proverb

29. The canary that dances along the bush path must have its drummer in the nearby
bush.
African Proverb

30. The rabbit that dances on the broken branch of a high tree must look down to see
how many mouths are opened wide beneath.
African Proverb

31. The devil dances nowhere as much as between a couple.
Finnish Proverb

32. A stranger dances - he does not sing.
Ghanaian Proverb

33. She who dances with the chimney sweeper will eventually end up black.
Icelandic Proverb

34. The jellyfish never dances with the shrimp.
Japanese Proverb

35. The Rhinoceros never dances with the monkey.
Nigerian Proverb

36. When you play the flute in Zanzibar all Africa dances.
Zanzibar Proverb

37. He who is a mocker dances without a tambourine.
Moroccan Proverb
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38. He that lives in hope dances to an ill tune.
British Proverb
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Appendix 5. Verses about Dances

Reciprocal Invitation To The Dance
(by Johann Wolfgang von Goethe)

THE INDIFFERENT
COME to the dance with me, come with me, fair one!

Dances a feast-day like this may well crown.
If thou my sweetheart art not, thou canst be so,

But if thou wilt not, we still will dance on.
Come to the dance with me, come with me, fair one!

Dances a feast-day like this may well crown.
THE TENDER
Loved one, without thee, what then would all feast be?

Sweet one, without thee, what then were the dance?
If thou my sweetheart wert not, I would dance not.

If thou art still so, all life is one feast.
Loved one, without thee, what then would all feasts be?

Sweet one, without thee, what then were the dance?
THE INDIFFERENT
Let them but love, then, and leave us the dancing!

Languishing love cannot bear the glad dance.
Let us whirl round in the waltz's gay measure,

And let them steal to the dim-lighted wood.
Let them but love, then, and leave us the dancing!
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Languishing love cannot bear the glad dance.
THE TENDER
Let them whirl round, then, and leave us to wander!

Wand'ring to love is a heavenly dance.
Cupid, the near one, o'erhears their deriding,

Vengeance takes suddenly, vengeance takes soon.
Let them whirl round, then, and leave us to wander!

Wand'ring to love is a heavenly dance.

I Cannot Dance Upon My Toes
(by Emily Dickinson)

I cannot dance upon my Toes—
No Man instructed me—
But oftentimes, among my mind,
A Glee possesseth me,

That had I Ballet knowledge—
Would put itself abroad
In Pirouette to blanch a Troupe—
Or lay a Prima, mad,

And though I had no Gown of Gauze—
No Ringlet, to my Hair,

Nor hopped to Audiences—Ilike Birds,
One Claw upon the Air,

Nor tossed my shape in Eider Balls,
Nor rolled on wheels of snow
Till I was out of sight, in sound,
The House encore me so—

Nor any know I know the Art
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I mention—easy—Here—
Nor any Placard boast me—
It's full as Opera—

The Dance
(by Friedrich Schiller)

See how, like lightest waves at play, the airy dancers fleet;
And scarcely feels the floor the wings of those harmonious feet.
Ob, are they flying shadows from their native forms set free?
Or phantoms in the fairy ring that summer moonbeams see?
As, by the gentle zephyr blown, some light mist flees in air,
As skiffs that skim adown the tide, when silver waves are fair,
So sports the docile footstep to the heave of that sweet measure,
As music wafts the form aloft at its melodious pleasure,
Now breaking through the woven chain of the entangled dance,
From where the ranks the thickest press, a bolder pair advance,
The path they leave behind them lost--wide open the path beyond,
The way unfolds or closes up as by a magic wand.

See now, they vanish from the gaze in wild confusion blended;
All, in sweet chaos whirled again, that gentle world is ended!
No!--disentangled glides the knot, the gay disorder ranges--
The only system ruling here, a grace that ever changes.

For ay destroyed--for ay renewed, whirls on that fair creation;
And yet one peaceful law can still pervade in each mutation.
And what can to the reeling maze breathe harmony and vigor,
And give an order and repose to every gliding figure?

That each a ruler to himself doth but himself obey,

Yet through the hurrying course still keeps his own appointed way.
What, would'st thou know? It is in truth the mighty power of tune,
A power that every step obeys, as tides obey the moon;

That threadeth with a golden clue the intricate employment,
Curbs bounding strength to tranquil grace, and tames the wild enjoyment.
And comes the world's wide harmony in vain upon thine ears?
The stream of music borne aloft from yonder choral spheres?
And feel'st thou not the measure which eternal Nature keeps?
The whirling dance forever held in yonder azure deeps?

The suns that wheel in varying maze?--That music thou discernest?

No! Thou canst honor that in sport which thou forgettest in earnest.
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The Night Dance
(by Thomas Moore)

Strike the gay harp! See the moon is on high,
And, as true to her beam as the tides of the ocean,
Young hearts, when they feel the soft light of her eye,
Obey the mute call, and heave into motion.
Then, sound notes - the gayest, the lightest,
That ever took wing, when heaven look'd brightest
Again! Again!

Oh! Could such heart-stirring music be heard
In that City of Statues described by romancers,
So wakening its spell, even stone would be stirr'd,
And statues themselves all start into dancers!

Why then delay, with such sounds in our ears,
And the flower of Beauty's own garden before us -
While stars overhead leave the song of their spheres,
And, listening to ours, hang wondering o'er us?
Again, that strain! - to hear it thus sounding
Might set even Death's cold pulses bounding -
Again! Again!

Oh, what delight when the youthful and gay
Each with eye like a sunbeam and foot like a feather,
Thus dance, like the Hours to the music of May,
And mingle sweet song and sunshine together.

The Baby's Dance
(by Ann Taylor)

Dance little baby, dance up high,
Never mind baby, mother is by;

Crow and caper, caper and crow,
There little baby, there you go;

Up to the ceiling, down to the ground,
Backwards and forwards, round and round;
Dance little baby, and mother shall sing,
With the merry coral, ding, ding, ding.
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I Dance for the Love
(by Amy Lee)

I dance for the love.

I dance even when I feel pain.
I dance knowing there's something to gain.
I dance for the love.

I dance for me.

I dance for everyone to see.

I dance for the love.

I dance as the sunshine.

I dance hoping you will be mine.
I dance for the love.

I dance with words to say.

I dance all day.

I dance for the love.

I dance even when you leave.

I dance and still believe.

I dance for the love

The Greek Dancer
(by Edwin Curran)

She shakes her hair, a flowing crest
Like rippling waters down her breast;
Her knees as white as snow appear,
And she, as dancing starlight here.

She whirls and curves along the dew,
A living music as she goes,
Her eyes soft as the seas of blue
Her body lovely as a rose.

The curving ivory of her arm
Strikes as a music on my eyes;
She is a poem in her form,
A song as pure as paradise.

One with the lilies in the dew
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And daffodils at play;
It seems as though a flower grew
A woman here and danced away!

Her eyes like currents of deep streams
Flow underneath her lashes bright
And in them all the starlight gleams
That ever God put in a night.

She seems to float along the ground
And never touch it as she springs;
Much less a woman, than a sound;

Not flesh and blood but silver wings!

Living Tools
(author unkown)

The dancer's shoes lay alone,
Arms wrapped around their bodies in a deep sleep,
That fell upon them like a heavy cloak.
Yet still there is rigidity,

That remains poised and ready for action
Waiting for the master's hand
To prick them from their resting spot,
Their pale pink flesh seems to move,
For the spirit can always be seen,

By those aware to the art.

And when lovingly they are taken,
Molded to a delicate foot to become one
Strengthened being, they retain that spirit
Awakened, they stretch and groan,
Announcing their presence with joy.
This is what they live for,

With the strength of a bodybuilder,
These muscle-men disguised as princesses,
Bear the load, jumping and spinning,
Until once again they return to slumber,
Arms wrapped around tightly,

Savoring the spirit of it all.
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Ballet
(by Alan Lukawenko)

Ballet is beauty in the making...
Line of sight...do you know what it means?
What do you think of Sylvie Guillem?
Pointe shoes,..yes I know it's painful for some,
but must surely make you feel like an angel...on a cloud.
Angels must dreams of ballerinas...don't you think?

I praise the dance
(by Saint Augustine)

I praise the dance, for it frees people
from the heaviness of matter and binds the isolated to community.
I praise the dance, which demands everything:
health and a clear spirit and a buoyant soul.
Dance is a transformation of space, of time, of people,
who are in constant danger of becoming all brain, will, or feeling.
Dancing demands a whole person,
one who is firmly anchored in the center of his life,
who is not obsessed by lust for people and things
and the demon of isolation in his own ego.
Dancing demands a freed person,
one who vibrates with the equipoise of all his powers.
I praise the dance.
O man, learn to dance,
or else the angels in heaven will not know what to do with you.

Dance Is Like Life
(by Michelle Lyon)

Learning to dance is like life.

You take baby steps,tiny leaps and jumps,
Someone's always there when you cry.
Things are starting to come together,

Y our once new shoes are feeling softer and worn

Each delicate pointe is becoming more like an arch.
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Leaps and kicks become stronger each time,
Soon you realize your every jump and kick is right,
The steps are fluid pouring out of a jar,
Everyday you're twirling into a new adventure,
Every dance you dance makes you a star.

The Ballet
(by Mika-Stevens, Genevieve)

old post from last year.....
"Music Maestro," the music softly plays,
The curtain lifts, the ballet begins,
People sit on the edge of their seats,
Tasting the sweetness of the violins-

The dancers make not a sound,
As their slippers touch the stage,
The audience, still, gazing forward,
So intimately engaged-

The music pitches soft, then loud,
Creating a somber mood,
Cabrioles, jetes, arabesques, plies,
An ambiance of mystery, the dancers all exude.

The dancers paint a canvas,
Gracefully moving, white sylph-like silhouettes,
The "Prima Ballerina Assoluta" twirls,
Executing perfect en-point pirouettes-

This ballet tells the story,
Of how a peasant girl, from a broken heart, dies,
Her last dance - a spectacular performance,
Brings tears to the audience's eyes.

The ballet nears its dramatic ending,
Dancers complete their last entrechats,
Spellbinding, flawlessly done,

A standing ovation for them all-
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The music stops, the Maestro takes a bow,
The curtain lifts, then falls,
The applause of the audience demands,
A number of curtain calls-

The dancers retreat backstage to celebrate,
This was their "Prima's" last dance - she retired today,
Inside, the dancers weep softly,
Outside, people praise the ballet-

Dancing Is In My Blood
(by CayCay Jenning)

Moving as prescribed, keeping bodies correct,
Is life denied and confined within limits.

Our souls course divine life and truth through our blood.
They feel thirst for spirit’s flood to seek a burst.
Even the first primitive man’s blood did flow
A spirit overran with want to let go.

Our souls crave dance, our blood pulses with a need
To relax our stance, let intellect recede,
So a freedom trance may then freely proceed.
Expressing soul’s need to soar over body
So perception is denied complete control
And spirit may spree, is a blood driven goal.

Every culture ever here, since time began,
Found rhythm to explore for it attracted man.
All souls desire a chance to feel an expanse,
A joyous freedom expressed well when we dance.
This is what soars in my blood and others, too,
And why I often dance in my living room.

I Will Dance
(by CJ Krieger)

Before I die
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I will Dance
There will be no tears
Of sadness
And I will ask
That all my friends
Who come to say goodbye
Sing songs as they dance
Throughout the day
In memory of my life

Before I die
I will dance
To remember my younger days
When I danced up a storm
My feet
Flying aimlessly about
While I danced
With all the pretty ladies
Until one fateful day
I danced with the one
Who stole my heart
Who became my wife
Who danced by my side
Hand in hand

I danced with the one
Whose kisses were sweet
Whose arms kept me warm
During cold, cold nights
Whose dance matched my own
Step for step, heel for toe
Until the day that my tears
Stopped the dance
When
She could no longer
Dance at all

Before I die

I will dance
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I will dance
To remember
All of the other times
Before I grew old
And felt Gods spirit
Lift me up
Lift me high
Filling my heart
Making me smile
Making me dance!

Before I die
I will dance
With all that I have
With all that is left
So that others might see
There is something in me

Before I die
I will dance I will dance
I will dance
Dance
Dance.

When Old Dancers Die
(by CJ Krieger)

She was a dancer
But now at age sixty seven
During the day
Her ghost leads small groups
Of aging seniors
In palates stretching
Several times a week

She was a dancer
And though her feet
Remember every heel and toe

That she had ever done
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Arthritis keeps her
From ever thinking
Of a simple lock step
Ever again

She was a dancer
Whose feet flew
This way and that
Across every stage
From New York to California
But was never chosen
To be the one
To play that special role

And though
She is sixty seven
And the direction of time
Can never flow back
Somewhere
After the sun departs
And night time covers the land
She closes her eyes
And still dreams
Of the time

She was a dancer.

The Dance-Waltz Wave Contest
(by James Inman)

I Waltzed with
you

on that

Christmas Eve
and you

shared
with me
all your love.
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Then you held my
hand and we
laughed a-
gain
and you
whispered soft
in my
ear,

I love
you.

Dancing in the Rain
(by Gianna Hogen)
I hear a soft pitter patter, against the window pane
I look up and there's tears against the glass, I see tiny drops of rain
I watch it splash and land, I watch as the wind blows it around
I watch the patterns form, and listen to the calming sound
There's nothing like hearing rain, falling from above,
Nothing like standing under the steady stream, and dancing in the rain

I spread my arms out wide, as far as they can go,
I close my eyes and stand real still, a feeling like no other known
It's soft and cold and refreshing all at once
It's a once in a lifetime thing, it's a one and only chance
So take a leap, and jump into the stream,
Come and take my hand, let your soul run free,
Take a chance and feel the rain with me

All the joy, all the life
All the colors of the earth
Hear the sounds, call your name
A brilliant rebirth
So follow me, into the storm
And listen to life taking a new form

My senses overwhelmed, my emotions askew
Feeling like I'm flying, joy I never knew
Nothing like some thunder and rain
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To wash away the tears and pain
It's my chance to be invisible, to all the people walking by,
Like tears blending with the falling rain, and watching the world fade away as you

cry

To dance in the rain, brings tears of joy to my face
The power that blows across the wind, takes me to another place
The clouds above my head, thunder to the beat of my heart
The lighting strikes across the sky, cutting a path for me to follow

No many people can see the beauty, behind the thundering storm
For they are too caught up in the darkness it brings
To find the beauty that shines, within even the darkest things
Is to cherish the dark, for the beautiful stars it brings

Though life may be short, in the grand scheme of things
When I’'m dancing in the rain, life seems to be put on pause
So enjoy the light pitter patter, of the rain against the glass
And savor these big moments, cause the tiny ones don’t really last.

Dance of Romance
(by Melody Thomas)

Under a cloudless starry calm of dreams of night
We said our vows of love and sweet Psyche
Our beauty of souls shall be forever so light

My best treasure of all is the beauty in your eyes.

Tonight of all nights we dance and tantalize
You stand and dance with hypnotic elegance
We fit so right together neath the calm of night
We romance with truth and honesty in dance.

Our hearts truly ignite our eternal toxic flames
We can both see the sparkle of diamonds of minds
Having and knowing you so close steams our romance
Holding you in the arms of love as we dance, dance, dance.

Tonight I close my eyes and feel love in your arms
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As we dance together neath the heavenly of stars
The feeling of the tempo keeps our love alive
Our hearts belong together forever till the end of time.

DANCING QUEEN
(by Jean Murray)

I am the dancing queen.
Music enters me
like a symphony.

Into my ears,
then straight
to my toes.

Starts off in my feet,
then my body moves.
Like a chain reaction,

I've often proved.
Can't stay still...
[ am overcome.

Like a drum,

I keep the beat.
My DNA reacts..
reverberates.
It's from my dad,
The Music Man.

"Vertical expression for
horizontal desire"??
It's been a while....
I'll soon expire.
Home alone, my King
has left the building!!!

Dance of the Snowflakes - a waltz wave
(by Kim Merryman)
Dance

snowflakes
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dance
from your
icy home
above.
Each
twirl, each
swirl, ballet
perfect as you
pirouette
your way
down
to the
frozen ground,
where you
take
your last
bow.

Dancing in the Moonlight
(by Anne Lise Andresen)

A half moon illuminates the entire night sky
Shadows of a dancing couple

Last sight of everything that can be this night
Like when the music stops and everything becomes quiet

Try to focus on this moment
Paradise is golden, they say

But is impossible to know
Do not ask for more

Do you remember the scent of aromatic flowers?
Share tender feelings and thoughts

They are left alone on this journey
Do not ask what's coming.
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The Old Man Danced
(by CJ Krieger)

When times were hard
And life weighed down heavily
Upon his shoulders
The old man danced

When the true love
That was his forever
Left without rhyme or reason
To free himself from sorrow
The old man danced

When many years had passed
And love was replaced by loneliness
And all those he had cared for
Passed on into the ages
The old man danced

These days
Even though
He is much younger than he was
So, so many years ago
He never lets a day go by
Or lets a good deed go unsung
Unless he dances

And as time eventually frees
All the souls it touched at birth
And the brightness of life
Passes on into night
In the darkness there waits a soul
Who wants nothing more
Then to come into the light
And dance.

Endless Dance

(by Sizwe Hlabisa)
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I recall, not long ago
Barely now but sometime then
When we danced, broke and old
Yet we danced with no condemns

Somehow, we found our faith
That somehow, we would swoosh
With the stars as our trail
Besides the moon, just us two

Pas-de-deux of our last days
As we graced the beaches shore
My eyes only saw your sway
As the night begged us for more

My heart burnt of ecstasy,
Tears the sparkles of my moon
As we sweeped on endlessly
Time weaving us a Cocoon

But now those days are gone and dead
All I'm left with are words left unsaid.

OUR DANCE
(by Susan Gentry)

My eyes dark brown
Yours so intensely blue
I smile when I hear
That deep sigh from you

We’re a country apart
It’s impossible some say
But passion felt so deeply
Must always have its day

Our hearts dance with intimacy

Choreographed with time and trust
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You sigh and say, “Dreams can come true”
I smile and whisper, “This one must”.

Autumn Dancers
(by Lin Lane)

Autumn Dancers
the scurrying steps
of squirrel's Autumnal dance
seeking his acorns

falling to the ground
is a whirl of Autumn leaves
orange, gold and red

monarchs on the hill
signaling Autumn's season
majestic bucks prance.

Dance
(by Michael Spangle)

Dance
Swaying
Dynamics
Body control
Improvisation
American Rhythm
International Latin
Then Shuffle Off to Buffalo
Jitterbugging down at a juke joint
Texas Tommy wakes up Barbary Coast.

MUSIC OF HER OWN DANCE
(by Nette Onclaud)

She twirls alone on the floor
reeling her toes with the wisp

of mambo steps...
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this older lady with beads in her hair--
luminescent arms quite fluid-- ruffles around
like a moth in a trance; her glow
dark and brewed by some potion: flamed limbs
pivoting on embers of heat and glazed stones.
There I am, imbibing her freestyle grooves
as my body moves toward her like burnt sting.

And she pulsates without a compass,
weaving along with strides higher than anklets
of evening... and she dances, she dances
while almond eyes twinkle with the moon,
climbing into the pole of beats
until glitters on my skin meet
with her kohl of dusk’s thirst,
hiding nothing...prancing to a music
only she can ever inhabit!

Music of the Gaspe
(by Broken Wings)

The Gaspe Peninsula dancing to music only she can hear,
She starts in the Appalachians of Northern Alabama;
Until she plunges into the sea at the end of the Gaspe,

The Mi'knaq Indians called it, the place where land ends.

She murmurs the music of the Scots and Irish settlers,
With fiddles and violins strumming and Gaelic lyrics;
On summer days, she is wildflowers and sun-drenched meadows,
That ripples in the fresh, sea breezes of the Saint Lawrence.

There are many wind turbine forests, a hundred miles high,
And the sound of the fiddles screams in her heart;
Along her shores she is rich wilderness, red cliffs, and forests,
And always the salt-tinged wind is caressing her soul.

Her peaks rise up to the azure blue sky in sweet solitude,
Birds swoop and glide her towering open rock forms;

And she hears accordion, gentle and soothing, weeping so softly,
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And scattered are quaint villages and towns with bright roofs.

Many a shipwreck lay off her shores and the violin is sadness,
And the Blue Whales come surfacing and diving deeply;
Their blow-holes, blowing plumes thirty feet tall with a whoosh,
In the waters of the mighty Saint Lawrence that flows.

The fiddles are piercing and the piano cries as she nears her end,
Land plunges into the sea, and her journey has ended;
She is dancing to music only she can hear, of seascapes so beautiful,
Of boreal forests, pristine waters, wildlife, and high mountains.

Dancing to Music Only She Hears
(by Lycia Harding)

Dancing to music only she hears,
She waits for him against the wall.
He finally shows as midnight nears,
But she's obliged he came at all.

She spends her weekends in his car,
Dancing to music only she hears.
A butterfly caught in a jar...
Pinned when the vodka disappears.

Her honeymoon is spent in tears,
Her husband, drunk, sleeps like a stone.
Dancing to music only she hears
That night, she sips champagne alone.

And yet a single secret song
Plays on and finds her through the years,
(Though he will never sing along)
...dancing to music only she hears.

Dancing to Music Only She Can Hear
(by Eve Roper)

Music Only She Can Hear
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Make believe daydreams
Sparkling rising star that beams

As [ watch I think of how much she mean to me

The stage is hers
Into the center she jumps with spirit she possesses
Humming and singing to the music only she can hear

It’s Ok if sometimes she hit a bad note, or sings the song wrong
She is in center stage with all her fans dancing and clapping right along

Body jumping, whipping her hair back and forth
Happy smiles and giggles
Round and round getting dizzy while she spreads her wings

Dancing flowing
Notes are playing

She twirls and spins on bare tiptoes around the room
Humming and singing to the music only she can hear

May she hold that dream in her heart my little dancing star

They grow up so quickly with their own secure charms
It was just yesterday she was in my arms.
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Appendix 6. Best Quotes About Dance And Dancing

1. I would believe only in a God that knows how to dance. ~Friedrich Nietzsche
(Friedrich Nietzsche (1844-1900), German philosopher, classical scholar, critic of
culture).

2. On with the dance! Let joy be unconfined;

No sleep till morn, when Youth and Pleasure meet

To chase the glowing hours with flying feet. ~George Gordon, Lord Byron, Childe
Harold's Pilgrimage

3. Nobody cares if you can't dance well. Just get up and dance. ~Dave Barry

4. Dancing is like dreaming with your feet! ~Constanze

5. The truest expression of a people is in its dance and in its music. Bodies never lie.
~Agnes de Mille

6. Dancers are the messengers of the gods. ~Martha Graham

7. You can dance anywhere, even if only in your heart. ~Author Unknown

8. Dancing: the vertical expression of a horizontal desire legalized by music. ~George
Bernard Shaw

9. Dancing in all its forms cannot be excluded from the curriculum of all noble
education; dancing with the feet, with ideas, with words, and, need I add that one must
also be able to dance with the pen? ~Friedrich Nietzsche

10. Dancers are instruments, like a piano the choreographer plays. ~George Balanchine
11. There are short-cuts to happiness, and dancing is one of them. ~Vicki Baum

12. To dance is to be out of yourself. Larger, more beautiful, more powerful. ~Agnes
De Mille

13. Dancing with the feet is one thing, but dancing with the heart is another. ~Author
Unknown

14. Dancing can reveal all the mystery that music conceals. ~Charles Baudelaire

15. Dance first. Think later. It's the natural order. ~Samuel Beckett

16. Stifling an urge to dance is bad for your health — it rusts your spirit and your hips.
~Terri Guillemets

17. Dancing is the poetry of the foot. ~John Dryden

18. Dancing is the loftiest, the most moving, the most beautiful of the arts, because it
1S not mere translation or abstraction from life; it 1s life itself. ~Havelock Ellis

19. Dance is the hidden language of the soul. ~Martha Graham

20. Everything in the universe has rhythm. Everything dances. ~Maya Angelou

21. Dancing is just discovery, discovery, discovery. ~Martha Graham

22. Movement never lies. It is a barometer telling the state of the soul's weather to all
who can read it. ~Martha Graham

183



23. Dance is a song of the body. Either of joy or pain. ~Martha Graham

24. The dance is a poem of which each movement is a word. ~Mata Hari

25. Dancing is the world's favorite metaphor. ~ Kristy Nilsson

26. And those who were seen dancing were thought to be insane by those who could
not hear the music. ~Friedrich Wilhelm Nietzsche

27. 1 do not know what the spirit of a philosopher could more wish to be than a good
dancer. For the dance is his ideal. ~Friedrich Wilhelm Nietzsche

28. I see dance being used as communication between body and soul, to express what
it too deep to find for words. ~Ruth St. Denis

29. Talk about dance? Dance is not something to talk about. Dance is to dance. ~Peter
Saint James

30. Dance, even if you have nowhere to do it but your living room. ~Kurt Vonnegut
31. Poetry is to prose as dancing is to walking. ~John Wain

32. To watch us dance is to hear our hearts speak. ~Hopi Indian Saying

33. They who love dancing too much seem to have more brains in their feet than in
their head. ~Terence

34. Dance is a delicate balance between perfection and beauty. ~4uthor Unknown

35. Socrates learned to dance when he was seventy because he felt that an essential part
of himself had been neglected. ~Source Unknown

36. Anyone who says sunshine brings happiness has never danced in the rain. ~Author
Unknown

37. Dance is bigger than the physical body. ...When you extend your arm, it doesn't
stop at the end of your fingers, because you're dancing bigger than that; you're dancing
spirit. . ~ Judith Jamison

(Judith Jamison (b. 1943), U.S. dancer. Dancing Spirit, ch. 21 (1993).)

38. Now I am light, now I fly, now I see myself beneath myself, now a god dances
through me. ~Friedrich Nietzsche

39. Dancing and running shake up the chemistry of happiness. ~Mason Cooley
(Mason Cooley (b. 1927), U.S. aphorist. City Aphorisms, Third Selection, New York
(1986).)

40. It is no doubt possible to fly—but first you must know how to dance like an angel.
~Friedrich Nietzsche

41. In song and dance man expresses himself as a member of a higher community: he
has forgotten how to walk and speak and is on the way toward flying up into the air,
dancing. ~Friedrich Nietzsche

42. I consider a country-dance as an emblem of marriage. Fidelity and complaisance
are the principle duties of both; and those men who do not choose to dance or to marry
themselves, have no business with the partners or wives of the neighbors. ~Jane Austen
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(Jane Austen (1775-1817), British novelist. Henry Tilney in Northanger Abbey, ch. 10

(1818).)

43. The dance can reveal everything mysterious that is hidden in music, and it has the

additional merit of being human and palpable. Dancing is poetry with arms and legs. ~

Charles Baudelaire

(Charles Baudelaire (1821-1867), French poet, critic. La Fanfarlo (1847), trans.

1986.)

44, Thus do I want man and woman to be: the one fit to wage war and the other fit to

give birth, but both fit to dance with head and feet. ~Friedrich Nietzsche

45. How do you expect to learn to dance when you have not even learned to walk! And

above the dancer is still the flyer and his bliss. ~Friedrich Nietzsche

46. I am for those who believe in loose delights, I share the midnight orgies of young

men, I dance with the dancers and drink with the drinkers. ~Walt Whitman

(Walt Whitman (1819-1892), U.S. poet. Native Moments.)

47. There is a bit of insanity in dancing that does everybody a great deal of good.

~Edwin Denby

48. Please send me your last pair of shoes, worn out with dancing as you mentioned in

your letter, so that I might have something to press against my heart. ~Johann

Wolfgang von Goethe

49. It takes an athlete to dance, but an artist to be a dancer. ~Shanna LaFleur

50. If I could have said it, I shouldn't have had to dance it. ~ Anna Pavilova

51. Dancing is like bank robbery. It takes split-second timing. ~ Twyla Tharp

52. I do not try to dance better than anyone else. I only try to dance better than myself.

~ Mikhail Baryshnikov

53. We should consider every day lost in which we have not danced at least once. ~

Friedrich Nietzsche

54. A perpendicular expression of a horizontal desire. ~ George Bernard Shaw

55. Dancing is the loftiest, the most moving, the most beautiful of the arts, because it

1s no mere translation or abstraction from life; it is life itself. ~ Havelock Ellis

56. The real American type can never be a ballet dancer. The legs are too long, the

body too supple and the spirit too free for this school of affected grace and toe walking.

~ Isadora Duncan

57. A dance is a measured pace, as a verse 1s a measured speech. ~ Sir Francis Bacon

58. Ballet is important and significant — yes. But first of all, it is a pleasure. ~ George

Balanchine

59. (Choreography) is simpler than you think. Just go and do, and don't think so much

about it. Just make something interesting. ~ George Balanchine

60. Dance is music made visible. ~ George Balanchine

61. Dancers are instruments, like a piano the choreographer plays. ~ George Balanchine
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62. Just sit and open your eyes and open your heart. It's dance theater. ~ Mikhail
Baryshnikov

63. Dancing can reveal all the mystery that music conceals. ~ Mikhail Baryshnikov
64. There are short-cuts to happiness, and dancing is one of them. ~ Vicki Baum

65. Dance first. Think later. It's the natural order. ~ Samuel Beckett

66. In the dance, one finds the cinema, the comic strips, the Olympic hundred meters
and swimming, and what's more, poetry, love and tenderness. ~ Maurice Béjart

67. The dance: a minimum of explanation, a minimum of anecdotes, and a maximum
of sensations. ~ Maurice Béjart

68. God respects us when we work, but he loves us when we dance. ~ Les Blanc (also
attributed as a Sufi saying)

69. Ballet is not technique but a way of expression that comes more closely to the inner
language of man than any other. ~ George Borodin

70. While I dance, I cannot judge, I cannot hate, I cannot separate myself from life. I
can only be joyful and whole. That is why I dance. ~ Hans Bos

71. All dance 1s about sensual expression. It is about energy and vitality, and it is one
of the most liberating activities available to us. ~ Wendy Bounaventura

72. The one thing that can solve most of our problems is dancing. ~ James Brown

73. Dance every performance as if it were your last.~ Erik Bruhn

74. It's very easy to become selfish and narrow-minded and see ballet as the only thing
in life, but there's lots more. ~ Darcey Bussell

75. Classical dancing is like being a mother: if you've never done it, you can't imagine
how hard it is. ~ Harriet Cavalli

76. The dance is the mother of all languages. ~ R. G. Collingwood

77. 1. Beginning Dancer: knows nothing. 2. Intermediate Dancer: knows everything;
too good to dance with beginners. 3. Hotshot Dancer: too good to dance with anyone.
4. Advanced Dancer: dances everything, especially with beginners. ~ Dick Crum

78. The most important thing about folk dance in its original setting is that it gives the
dancer an opportunity to express both the identity with a society and the dancer's place
within that society.~ Dick Crum

79. Dance is your pulse, your heartbeat, your breathing. It's the rhythm of your life. It’s
the expression in time and movement, in happiness, joy, sadness and envy. ~ Jacques
d'Amboise

80. Enjoy the process of learning to dance. The process of our profession, and not its
final achievement, is the heart and soul of dance. ~ Jacques d'Amboise
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