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TIPEANCNOBKE

Hacrosimee noco6ue npeguassayaerc

NeNeHUH aHTIMMCKOro sA3kika NEAMHCTHTYTOB K dunonormueckux dakyms-
TETOB YHUBEPCHTETOB. [Tocobue crapur cleayiomue uenu:

* Pacllipenne CIOBApHOro 3araca CTYAEHTOB 1o AKTyaNIbHBIM TeMaM U
aKTHBH3ALKS BOKAOY1pa B CIIOHTAHHOM H NOATOTOBEHHOM BBICKa3bIBaHHM,

® NPHBHTHE HABLIKOB TONKOBAHUS M nepedpasnpoBanns COB U BHIpa-
KCHHH Ha H3y4aeMOM s3LIKe;

* JaNbHEeHIIee pasBUTHE YMEHMH U HABEIKOB
HaJTbHBIN aHTIOS3BLIYHbIN TEKCT;

¢ 3aKPCILICHAC HaBBLIKOB pedepUpPOBaHHUSA CONEPIKAHNS TEKCTA ¢ AHITHI-
CKOTO A3bIKa Ha PYCCKHI A3BIK H Ha06OpOT;

® Pa3BHTHE NMCKYCCHOHHBIX HABHIKOB H YMEHHIA:

¢ COBCPLICHCTBOBAHME IEarOrHYECKUX HABHIKOB,

A A cTynenros IV-V kypcos or-

BOYMYHBO YHTaTh OPHIH-

Conepxanue u cTpykTypy moco6ms OIIpEe/IeIWIN NPOrpaMMHEie Tpeo-
BaHMA K NMPaKTHIECKOMY KypCy aHIVIMHCKOrO f3bIka HA CTapIIHX Kypcax |
OmsIT paboThl co cryaenTamu. [locoGre CoCTOHT W3 CIEXYIOIMX TeMaTHIe-
CKMX pasnenoB: "Kuno", "Teatp", "Mysbika", "Tenernnenue", "UHTepHET".
IIpu oTOOpE TeMaTHIECKOro U JIEKCHYECKOTO MaTepHana aBTOPhI YYHTHIBA-
M KaK COBPEMEHHBIE MpOONEMBI XH3HH OOIIECTBA, MAKCHMANbLHO OTpa-
KaKoIHe peaidi CErONHAINIHErO JHA, TaKk ¥ 3aMHTEPECOBAHHOCTh MOJIOAS-
K4 B BOTIPOCAX OpPraHu3ald CBOOOIHOro BpeMeHH | A0CyTa.

Ipoananu3upoBaB y4eOHMKH ¥ METOAMYECKHE Pa3pabOTKH MOCIEAHMX
JIET, aBTOPBI-COCTABUTEIIM NPEINPHUHAIH NMOMBITKY CHHTE3HPOBATh CHCTEMY
yIpaKHeHHI U 3aJJaHdi, NOJIe3HbIX W MHTEPECHHX IA W3YYalOMmMX aHr-
JMUACKUYN A3bIK Ha 3aBEPIIAIONIEM 3JTane OO0y4eHHA; MONLITANMCh YYECTS,
4YTO A3bIK HE CTOMT Ha MECTE, YTO BCE CPENCTBA YENOBEYECKON KOMMYHUKA-
MY (KMHO, KHUTH, KOMIILIOTEPHBIE CETH, TEJICBHACHUE H T.J.) BHOCAT CBOM
BKJIaJl B Pa3BUTHE A3bIKa, I03TOMY NpH pa3paboTke 3afaHMii MCIONL3OBAH
uensid 610K HeJaBHO BOIIEAMMX B YNOTpeOlieHHe JNEKCHYECKHX €XMHMIL
OpuruHabHEIe TEKCThl U3 NMEPHOANYEQKHX M3/JaHHH NO3IBONAT MOYYBCTBO-
BaTh JMHAMKKY f3bIKa M Hay4aT IIOHMMATh M NEPEBOJUTH COBPEMEHHBIE
CIOBA M BbIPa)KCHMUA.

ABTOpBI-COCTABUTENIM COIHATENBHO NMPHIATH NOCOOHIO MOBTOPSIOMYIO-
ca cTpykTypy. Kaxapii pasiesl COCTOUT W3 TPEX BIaUMOCHCTBYIOLMX Me-
XKy coGoii 610k0oB, BHavane NpeilaraéTcA CHCTeMaTU3MPOBAHHBIA ClIO-
Baph 1O TeMe W YNpaXKHEeHWA Ha oTpaboTKy W 3akpervienue Bokabynspa,
npu3saHHple aKTHBM3NPOBATL MPEALIAYIHIHC 3HAHWA U CTHMYJIHPOBATh OC-
BOEHHE HOBOIO JIEKCHYECKOro ypOBHA,



Nlanee cnenyer pa3BeTB/IeHHAs CHCTEMa PEYEBBIX yHpaXHeHnH, mpep-
CTABCHHAN OPMTMHATBHBIMHM TEKCTAMH, [10- M IOC/IC TEKCTOBEIMH 3aja-
HESIMH, CTUMYJUPYIOMMME CAMOCTOATE/IBHBIC BBHICKA3bIBAHUA CTYACHTOB,
TlepebiM, KaKk NPaBWIO, AAET TEKCT U3 MCTOpUH siB/IeHHA. B 3anaunsx k ne-
My CTyACHTaM NpeiIaracTc nepedpasupoBats M AaTh HEMEPEBOMHEIC Ae-
GympMY BOXHEHIIMX 3NEMEHTOB MpPOYUTAHHOTO, cniocoGCcTByIOMUX Gonee
rIy6OKOMY TPOHMKHOBEHHIO B TEMY. IMocneyionue TEKCTH ¥ yrpasxe-
HHA TPU3BAHB! PACIIMPHTh 3HAHMA CTYACHTOB H npuBieds HX JIATHBIHA
ONBIT, TS 3TON0 MCMONB3YIOTCA pasHooOpasHble MaTepHallbl U3 COBPEMEH-

HOM aHTNIO- M pyccKossbiaHoM mpecchl. [To MHEHHIO aBTOPOB, TOT 610k

MAKCHMATbHO CTAMYJTHPYET Pa3BUTHE HABLIKOB MOHOJIOTHYECKOH H JHAI0-

TM9eCROH peun. ‘ i \
[Tocnexawnit 60K HampaB/icH Ha BHIMOTHEHHC HCCJIeA0BATEIBCKHX 3a/1a-

Hyil, TO3TOMY B HEIO 3a/I0XKCHA TaKasd (dopma pedeBoil EATCILHOCTH Kak
JUCcKyccEs. MatepHarbl 3aK/IOYHTENBHOTO pasjiela JIOJDKHBI TIOCIHYXHTB
CTyJCHTaM ONOpOH B MOCTPOCHHH TBOPYECKOTO YCTHOTO HIM MHCEMEHHOT0
BLICKZSEIBaHMs, B CBA3M C 3THM 3ajlaHUi IOAPasyMCBAIOT HEeOHO3HaTHOE
tonkopanue. VX HasHa4CHHE — IOMOYb CTyAeHTaM 00Jiedb CBOH MBICTH B
eCTeCTBEHHYIO A3LIKOBYIO (POPMY H HalTH yOeUTETBHYIO apryMeHTAIHIO.
Kpome Toro, MocoGHe CONEPHKHT 3aj[aHus, 03BOJUTIOMHE MPOCIICIUTE 1
obCYIUTS CBA3H MEXKLY BCEMH TEMaMH cGopHHKa (MY3BIKa — KHHO, KHHO —
TeNeBUCHHUE, T€ATP — KHHO), 9TO0 IO3BOJIMT CTYACHTaM BOCIIPHHHAMATb H3Y-

weHHEI MaTepual B €AHHCTBE B3aMMOJIEHCTBHH.




TO THE STUDENT

In the World of Entertainment is intended f i
second language above the intermediate or at th(;r :z:;l:tesdog:}glg 1?3 :'
the five parts centers on a definite aspect of entertainment acti\;'ti %
cinema, theatre, television, music, Internet. Some materials presem;l oh _1.e:
some provide factual perspective. All have been planned around cogf '
rary issues of concern to adult students, il

Language learning can be fun - it has the obligation i i
With this in mind, the texts were picked for provo%::tive ;Za?lin:tg:z:sgé
you, today's students, care about your world, there are controversial issues
the kind discussed each day in the press and popular magazines. The texts
are all informative; many tasks are consciousness raising. Though the book
is intended to be used in a class under the teacher's guidance, it can also be
used for your self-study. ‘

With the help of this manual you would evolve to a fluent conversation-
alist, with reading, writing, and comprehension skills to match — a crucial
transformation!

_ TO THE TEACHER

These materials are. designed for the upper-intermediate or advanced
level, an important phase in language learning when the student moves to-
ward a less structured approach in which the ability to express an opinion,
participate in discussions, read unadapted material, and write with com-
parative ease is assumed. Progress can be greatly facilitated if the presenta-
tion of material is keyed by the teacher to the language capability of his/her
students. Exercises are varied so as to progressively increase the level of
challenge and difficulty.

4
It is the authors' hope that the book will help to create the atmos-
phere of mutual respect between teacher and student, and between stu-
dent and student, that ideas can be shared, opinions opened to view,
and real, stimulating conversation facilitated.



PART I. CINEMA

TOPICAL VOCABULARY

1.Cinema: cinema (house); open-air theatre; cinema with continuoyg
performance; drive-in-theatre; IMAX-theatre; film; movie; (motion) picture;
to go to the cinema (movies, pictures); normal, wide, large, broad screen;
the first showing; entrance, exit; color poster; the box office.

2. Films: documentary; educational film; popular scientific (science) ;9
film; feature film; science fiction film; animated cartoon; adventure film;
musical; thriller; comedy; horror film; crime film; Western; children's film;
puppet film; color film; black-and-white film; silent (mute) film; sound

~ilm; dubbed film; short-length film, full-length film; wartime epic; serial; ) |
sitcom; soap opera; "X" film; the screen version (adaptation) of the literary 0
work; low budget film; amateur film; newsreel; footage.

3.Parts of films: scene; outdoor; indoor scenes; thé opening scene; the
final scene; crowd scene; an gpisode; still; shot; long shot; close-up; subti-
tle; flash-back; credjts;i'éut.ﬂm rece @}:fﬁ,. FELNL  (Corhigss

4.Cinema work: to*shoot (produce, make) a film; photography (cam-
erawork); to make a screen version; to adapt a novel for the screen; to
screen 2 novel (a play); to film a novel; to play (act) on the screen; to re-
lease a picture; a film came out; to go into production; to remake a film; to E |
reissue a film; to be dubbed in Russian; a film in English; co-production i -
(joint production); film directed by...; the songs set to music by...;@g}j‘f R
soundtrack; montage; to create special (fire; sound (audio); light (visual))
effects; computer graphics; computer animation. G kM

5.Cinema workers: producer; film director;<art director; camera man;
script-writer; costume designer; composer; animator; film crew; film-
makers.

6.Audience: film-goers; film fans; to watch the film; to watch smb. act-
ing on the screen; to see a film; film critics.

1.Actors and Acting: actor; actress; a film (movie) star; leading actor;
supporting actor; minor role; to play the main (leading; title; key; minor;
supporting) role; to co-star; star-studded film; the cast; to be miscast; to be
cast to advantage; to cast an actor for the part of...; to portray the character;
to give a convincing (memorable; captivating; warm; brilliant; superb) por-
trayal of...; to give a magnificent performance as...in...; to take (gain) the
best actress (actor) award (title); to create a true-to-life image of...in...; to
make the most of the role; to bring ...to life on the screen; to come alive on
the screen; a typical (name of the actor) role;.a new (name) film; to star 1 a
role; to outshine everybody else; a film featuring (name).

6



8.Impress.ion: delightful, amusing, funny, entertaining, powerful, grip-
ping, absorbmg, vividly dramatic, technically brilliant, sad, depre,ssing
scary, fast-movmg, slow-moving, dragged-out, obscure, complex film: t(;
win umyersal acclaim; to praise unreservedly; to leave a deep and Iast,ing
impression on...; to appeal to the audience; to be a hit with a public; to be-
come a block-buster; to mar a film; to leave the audience cold; a film
of serious content; a flop; a film not without flaws; a run-of-the-mill film- 2
film not to everyone's taste; not an casy film to watch; the message of t'ire
film; the film deals with. ..; the film depicts (presents; tells of...).

i

L. Use the Topical Vocabulary in answering the questions:

1. What does a usual cinema showing consist of? 2. What types of films
appeal to you most? 3. What is a film star? 4. What does a success of film
depend on? 5. Which is more important — the story, the acting, the directing
or camera-work? 6. What do we mean when we say that a film has a mes.
sage to convey? 7. What problems does the director filming a literary work
face? 8. What is the purpose of making educational films? 9. What do you
know about international film festivals? Where are they held? 10. What is
Oscar? P | e
IL. Use the Topical Vocabulary for a review of a film you have recently
seen and liked (disliked). A review should guide and inform. A mere telling

of the story is not a review.

~ Outline for Motion Picture Review

e Type of film: feature film, comedy, black-and-white, short, etc.

¢ Production: What studio releases the film? Was it a co-production?
Was the film dubbed? etc.

* Story (plot): Is the story original? Is it a screen version of some liter-
ary work? What is the climax of the story? Is the ending unexpected?

e Direction: Who directed the film? Was the introduction of characters
and scenes skillful? Any useless scenes? Is the film fast-moving or dragged
out?

o Photography: Are there good shots? Are close-ups used effectively?
Is scenery used effectively? Do indoor or outdoor scenes predominate?

o Acting: Name the leading characters. Are there any stars? Any out-
standing performances of minor roles? Is the interpretation of characters
true-to-life? Does speaking or acting predominate? Does the dialogue seem
real? Do actors speak effectively?

o Special effects: Are visual effects used effectively if any? Is the‘com-
puter graphics employed? Is the music suitable? When does the music ap-

pear in the film?




+ Criticism: What do critics say about the picture? Do you share ¢he;

int of view? . :
pou:t (t;e neral Impression: What impression has the film made on you? p,,

you think the film is worth seeing? Would you recommend your friends ,

h it? Give your reasons. : |
waf(l:n. Use the Topical Vocabulary and Outline for Motion Picture Reviey

for the description of the children's film which you consider to be really

worth seeing.
IV. Work in Pairs. Use the Topical Vocabulary and Outline for Motion

Picture Review for the discussion of the film you have recently seen. One of
students is supposed to speak in favor of the film, another about the faults of &
the film. Use clichés expressing AGREEMENT and DISAGREEMENT:

o Mild Disagreement: Well, I wouldn't go quite that far; I'm not so sure;
That may be so...but...; Yes, that's true, but take my case; Oh, you wouldn't i
think so if...; It might be right but...; On the other hand...

o Strong Disagreement: That's totally unfounded; Rubbish! That's all
right for you to talk but...; Things are different for me.

V. Translate using Topical Vocabulary: :

1. Oxpanusanus pomana "BoiiHa 1 Mup", BRIIOJTHEHHAsA COBETCKHM pe-
xuccepoM C. bonnapaykoM, npousBesa HEH3IJIagMMOE BIieYaT/ICHHE Ha
moOHTENIeR KHHO BO BCeM MHpe. 2. BONBIIMHCTBO aMEPHKAHCKAX KOMEMi
OCTaBIseT MeHs 0€3y4acTHBIM, 3T0 (IIBMEI HE B MOEM ‘BKYCE, TIOCKOIBKY : -
OHH CITMIUKOM 3aypAnHEl. 3. [Dkynua PoGeptc chirpana Hemano poieii, Ho
Cymena nony4dTh npemuio Ockap 3a JydINyiO JXEHCKYIO pOJib TONBKO 32
CO3/laHHe NPaBAMBOrO 06pasa )KeHIIMHE], OTCTAHBAIOMIEH CBOIO TOUKY 3pe-
Hus. 4. Tlpomocep 06a3aH ofecnieynTh (pUHAHCHpPOBaHWE NPOH3BOACTBA
$uwiIEMa, peXHCCED W XYNOXKHHK-TIOCTAHOBILMK HECYT OTBETCTBEHHOCTS 3a
yenex QuibMa y myGnuky. 5. GWILMBI OCAEAHUX JIET [OJTHBI TEXHIIECKHX
$PEKTOB, 4TO BEI3HIBAET BOCTOPT Y MyGIIMKH M NPHHOCHT BHITOLY POU3-
BoZMTENAM. 6. PUILM-CNIEKTAKIIb OTIHYAETCH OT OOBIYHOTO Xy XOMKECTBEH-
HOro QUIbMa OTCYTCTBHEM yNHYHBIX CLEH, CLEH ¢ y4acTHeM MAacCOBKH M
SomsmmM xonM4ecTBOM KPYNMHBIX TUIAHOB. 7. CLEHapHCT He TOJILKO NHIIET
OPMIHHAILHYIO MCTOPHIO 1A (MM, HO 3a4ACTYIO aJaNTHPYET H3BECTHOS
JIMTEPaTypHOE NpPOM3BENCHWE, pemwas HeNmpoCTyI0 3ajady — COXPAHHTH
TIIaBHYIO WACK0 KHUIM U NPOM3BECTH BIEYATICHHE HA 3purenei. 8. Mouo-
A4 aKTPUCA HACTONLKO YOEANTENBHO ChIrpana JKypPHAIHCTKY, 4T0 3Ta He-
Gosbas pons NpUHECIa WMEHHO elf BRICIIYI0 Harpaay KHHo(ecTHBalA,
HECMOTPA Ha TO, 4TO BMeEcCTe ¢ Helf B HTOM GwibMe CHUMATHCh HMCTHHHBIC
3Be3/ul. 9. Kpurhka GesylepHO BOCXBalANla HOBBIH NCHXOIOTMYECKHI
TPHILIEP, OAHAaKO Ny6/inKa BCTPETHIIA €TO MPOXNALHO, TOCKOJBKY AKTSP,
“IPABIIMA r1aBHYIO PONIb, Gbun BEIGPAH HeyaqHO.




READ AND SPEAK

CINEMA

Since 1893, when Fred Ott, an almost unknown actor, sneezed in front
of a camera to make the first motion picture, the movie industry has been
trying to find new ideas to keep its audience happy and interested. One con-
sequence of this 1893 event has been the almost meteoric rise of the cin-
ema, both as an art form and an entertainment medium,

: The rgal f:ather of the motion picture was an Englishmen, Edward May-
bndgn'a. His pioneering work on sequences of still pictures led him to invent
a projector, which was first used to show a horse trotting. However, Fred
Ott's sneeze was recorded on a special perforated film and reproduced on a
screen using a machine invented by Thomas Edison in 1889. The combina-
tion of this special projector (the kinetoscope) and the new film laid the
foundation for today's motion picture industry. Edison's comment was that
motion pictures should not be shown too often because the novelty would
soon wear off. How wrong he was! Cinema has progressed from the silent
"flicks" (an English slang term which described the flickering effect of old
projectors) into what is now perhaps the most popular form of art.

By 1900 Edison's prophecy was coming true — ten minutes of water-
falls, crowds running, and trains racing towards the cameras was not
enough. The public either wanted something completely different or they
were going to stay at home. New ideas were needed and so cameramen took
their cameras off to film prizefights and even wars. The narrative picture
was invented — the film was to tell a story. Daring directors (who were
also the camera operators in those days) began to edit their films, splicing
together sequences to make a story which moved from one place to another.

The Great Train Robbery, made in 1903, was the first film to use these
techniques with any success: it was the grandfather of the western and cost
$350 to make. In 1910, Charles Griffiths, a pioneer director, used close-
ups for the first time and critics said that the public would not accept pic-
tures with only "half an actor" in them! Griffiths also realized that the ac-
tions made by his actors were too exaggerated — they looked fine on a stage
when seen from the back of the theater, but on film they looked ridiculous.
He began to use actors who had not been trained on the stage and filmed
them from different angles instead of from one fixed spot. The art of cinema
was starting to appear.

In 1921 radio was introduced in America. Suddenly people had "free"
entertainment right inside their own homes and movie audience became
smaller and smaller. Again something new was needed and, perhaps taking
a tip from the newest form of entertainment, film-makers turned to sound.
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. new idea — some films had been alreaq
Talking f“s"zf“ﬁf,:;o:.-;mg behind the screen reading the script, }l,nfth z:::
t‘z: ];iﬁ:;o itgelf was to produce the sounds. The first real "talkie" Was releageq
in 1927 — The Jazz Singer with Al Jolson. .

Many people thought that soupd was simply a pas§lng fad and

audience was not really interested in hemg films onlly In watching ther, -
But, in fact, this was the major turning point for the industry. Actors who
could not speak well were suddenly out of work. Cameras were put on dol-
lies and moved around during actual filming to give more emphasis to the
verbal side of the film. Nowadays directors often use scenes without dia-
logue in order to produce an atmosphere of tension or excitement, but truly
silent films are a thing of the past except in some forms of experimenta]
cinema. i _
Many advances have been made since the premiere of The Juzz Singer-
film quality has improved, special effects take the audience into fantasy
world, better cameras and projectors, stereophonic sound make films more
realistic — the list of innovations is endless. Even the public is more film-
oniented. A director can switch from a long shot to a close-up and the andi-
ence takes it for granted. If a scene fades out to black and then fades in
again audiences all over the world immediately understand that a period of
time has passed. The visual language of cinema is understood by one and
all. Though this art form is very well established in many countries produc-
ers and directors must continually search for novelties to attract the audi-
ence. ,

L Answer the questions: : :

1.What does the name of Fred Ott mean for the history of cinema?
2.What was the mistake of Edison?

3.What was the reason for inventing narrative pictures?

4. What was the contribution of Griffith to the development of cinema?
5.Why did Griffith use actors Wwho were not trained on stage?

6.What made film-makers turn to talking films?

7.What does the absence of sound mean in contemporary movies?
8.Have you ever seen silent films? What are their distinctive features?
9.Why is the public more film-oriented now?

10. What are the elements of the visual language of cinema?

IL Paraphrase the words and expressions in bold types.

L3
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HOLLYWOOD PREMIERES /

And to think it might have been Brighton. Movies and Hollywood have
become so synonymous that it is tempting to believe it had to be so. No, Well
before ouislqers from America's east coast lit upon Hollywood as a suitable
base, a film industry was flourishing in Britain, in Sussex by the sea.

. James Wllhamson set it up, churning out jolly little crowd-pleasers
Wm such titles as Two Naughty Boys Upsetting the Spoons. In 1900, two
m‘rals, George. Spnth and Charles Urban, inventor of a color system
Kinema-color, joined forces and also set up in Brighton. Till not long ago,
one could still see the warehouse, its roof emblazoned with the word
"Kinema-color", where they filmed such epics as Mother Goose Nursery
Rhymes.

But the Brighton school lacked stamina. By 1900, it was gone. Stamina
its American rivals had aplenty. Hollywood, however, was not their first
choice. The industry was born in the east, where some film companies set
up soon after 1900. In 1908 Motion Picture Patents Company was organized
and later became the most powerful trust in the business. Each member had
a license to make films, using any member's equipment. Exhibitors paid $2
a week to rent films and use projectors from members. But if they showed
films made by outsiders, the projectors were repossessed and the supply of
films cut off. When Eastman Kodak, the biggest supplier of film stock,
agreed to sell only to Company members, many competitors were driven
out of business. But the strongest survived, including Carl Laemmle and
William Fox, founders of what were to become "Universal" and "XX Cen-
tury Fox". -

New York, where many of the trust's foes operated, was riskily near it.
Canada was far to the north. Mexico was too far south. Searching for a safer
bolt-hole, they came upon a suburb of Los Angeles — Hollywood. It offered
a stable climate, 350 sunny days a year, and had only a few hundred in-
habitants. The movie makers could settle there and, they hoped, hardly be
noticed. If lookouts hollered "The trust is coming!" even the cars of that
time could manage a dash to the Mexican border. The Selig Company
moved west from Chicago in 1907, Mack Sennett's Keystone Company — in
1911, Others followed. By 1918, four-fifths of the film-making capacity of
the world had relocated to Hollywood.

Angelinos disapproved, seeing their suburb infected by these new vul-
garians. Locals took steps to make movie folk feel as unwanted as possible.
They were excluded from country clubs and as late as 1918 were refused
tenancies in the ritzy Garden Court Apartments. But in the end snobbery
yielded to the true American value, success. Success means the box-office
gross. The mogul David O. Seiznick is a Hollywood legend because his

11




Y

: ind was, for a quarter of a century, the higheg;.o. . .
fci;lon?i\rg}:n?;e.%orld-beaters since then have include.d Jaws, §; ag:ousz:;g
ET. and Titanic. Hollywood knows a good movie when it sees one. One thyy
ma’y make a star, but must make somebody's fortune. :

Hollywood in less than a century has grown from. a toffee-nosed village
to a town as famous as New York,. I.lome or Paris. And Physically, of
course, it has changed beyond recognition: a century 480, you would way
through orange groves to the village store. Yet In a way it is til] 4 village —
small-minded, with narrow boundaries. Just a little bit of LA, For all who
live and work in it, there is one topic of conversation — movies: how myc
they have made, who concerned is knifing or sleeping with whom, who jg
"attached" to which project. Those who have been successful often try to get
away: to work there, but live somewhere else. Yet it is still the one place in
the world to which almost anyone in show-business (and plenty who aren't)
eventually gravitates. ‘ :

~ (Abridged from The Economist, Dec. 1999)

L. Paraphrase the words and expressions in bold bpes; use them in the
sentences of your own. % s AT E LT

. Compose questions covering the content of the text and ask them tp
your partner. - gL DR : .

' SILENT MOVIES

Talk to people who saw films for the first time when they were silent,
and they will tell you the experience was magic. The silent film, with music,
had extraordinary powers to draw an audience into the story, and an equally

voices and the sound effects, and because: their minds were engaged, they
appreciated the experience all the more. The audience was the final creative
contributor to the process of making a film. The films have gained a charm
and other worldliness with age but, inevitably, they have also lost some-
thing. The impression they made when there was no rival to the moving
picture was more profound, more intense. e
The silent period may be known as "The Age of Innocence" but it in-
cluded years unrivalled for their dedicated viciousness. In Europe between
1914 and 1918 more men were killed to less purpose than at any other time
in history. In publications of the time, one reads horrified reactions against
films showing "life as it is" You did not leave the problems at home merely

to encounter them again at the movies. You paid your money initially, for
forgetfulness,

12
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Gradually movie-going altered from relaxation to ritual, In the big cities,
you went to massive picture palaces to worship at the Cathedral of Light,
You paid homage to your favorite star; you dutifully commfuned with the ”J'f/’ :,J
fan magazines. You wore the clothes they wore in the movies; you bought “f ",
the furniture you saw on the screen. You joined a congregation composed of
every strata of society. And you shared your, adulation with Shanghai, Syd-
ney and Santiago. For your favorite pastime had become the most powerful
cultural influence in the world - exceeding even that of the Press, The silent
film was not only a vigorous popular art; it wag a universal language - Es-
peranto for the eyes. L peg kop opecot Voo sl

: ¥
(Abridged from Hollywood: The Pioneers by Kevin Brownlow)

L. Answer the following questions:

1. Why did the audiences of silent movies appreciate them so much? 2.
What makes the author think that the first movies provided the audiences
with a sort of escape from reality? 3. Why does the author call the first cin-
ema-houses "Cathedrals of Light"? Can this comparison be applied to mod-
em cinema-houses? 4. Are there many people nowadays for whom cinema
1s a favorite pastime? 5. Do people still pay homage to their favorite stars?
6. Can we claim that cinema is still the most powerful cultural influence ex-
ceeding even the press? 7. What have the modern films lost in comparison
to the silent films? What have they gained?

IL. There are three main functions of the first silent movies singled out
by the author in this text. Pick them out and enlarge on them. Do you think
that these functions are performed by modern films as well?

A LITTLE PRINCESS GRABS FOR THE CARTOON-MOVIE
THRONE: NICE, BUT NO REVOLUTIONARY

In the topsy-turvy world of feature animation, the best news about
Anastasia would be the bad news anywhere else. Every aspect of what's on
the screen, from attractive lovers to ghastly villains and too cute animal
sidekicks, is as familiar as familiar can be, with one exception: the logo on
the film reads Fox Animation Studios, not Walt Disney.

The Disney parallels are not surprising, given that the film's producing-
directing team has extensive Disney experience, but this is the first feature
Don Bluth and Gary Goldman have done that has the potential to attract the
same audience as the Disney epics.

Anastasia's strongest aspect is its epic visual sense, its computer-aided
ability to reproduce the vistas of Russia before the revolution and Paris in
the 1920s. Though suggested by the saga of the real-life youngest daughter
of Russian Czar Nicholas II, who some claim survived the massacre of her
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evidence says otherwise), Anastasiq

family (t:O:ﬁhofr;(i::tnc:rg? I;Itﬁ;hows czarist Russia as a fine place to li:e ]:::;
makes t}:t :he revolution took place only because the mad monk Rasputin
1{15.1st“ Zold his soul to the devil in a fit of pique to make it happen, which,
:;,te: alitzc,le like saying a toothache of King George's caused the Americap
Revﬁ?ﬁ& pins the whole Revolution on Ragputin. "We invqnted a lot of
Rasputin's story," acknowledges Fox movie chle.f Bob Mechamc. "But par-
ents and teachers who have seen the ﬁlrg feel this 1s a piece of history kids
don't really know about, and it gets the.m.mteregted in it." :

Right - so that they can learn that it is all lies. But animated movies are
not built for lectures; they are supposed to move, and move people.
Anastasia comes close to doing that with its coming-of-age tale of the or-
phan who could be a princess. The point seems to be rather shaky: for the
adult audience being not much wiser about history and literary masterpieces
than their kids it is dangerous to put force to circulate such easily perceived
plots and stories. 5 RN o

- As to the Russian flavor of the film it is very American (which means
not genuine enough): for the first few minutes of Anastasia, every cartoon
character you meet talks with a Russian accent. Everybody sounds Russian,
until the adult version of the title character makes her appearance. And she
sounds like 2 lively, carefree, all-American-sweetheart type. In all other
respects we can say, that the new Anastasia leaps from facts to fantasy and
turns pre-Leninist Russia into a fairy-tale realm. A

Actually, Anastasia's story sounds like unlikely material for an animated
feature all the way around. But Bluth and Goldman, aided by a quartet of
writers, have managed to put a teen-responsive spin on it. What we get is a
lonely girl who wishes she were a princess, an unwanted child eager to find
out who she is and desperate for the love, only a home and family provide.
Surely the Anastasia Barbie is not far behind.

Beiore all that can happen, Anastasia flashes back to 1916 and a grand
ball for the 300" anniversary of the Romanov dynasty. There young
Anastasia shares a tearful tete-a-tete with her grandmother, the Dowager
Empress Marie. About to g0 back to France, the Dowager gives the girl an
elaborate music box and a key to wind it that says "Together in Paris".

. Those happy plans are interrupted by gloomy party-crasher Rasputin and
his albino bat sidekick Bartok. Rasputin fumes at no longer being in the
royal family's favor and with the devil's assistance soon brings the Roma-
novs down. If not for the brave kitchen boy Dimitri, Anastasia would not
have survived,

Cut to 10 years later, A winsome Anya, "a skinny little nobody with no
Past and no future", is leaving the orphanage where she grew up. She does
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the audience in.Aﬁetpichngupapamﬁ:llymdo;mmedPoohb.Am
heads for St. Petersburg to see what life was to offer
.ﬂ\h-cadyinSLPetu'sbmgisagmwn-upDinﬁu-i.Hemdhhplthdi-'
a,egenialrognawithlplmforlnﬂamﬂchﬂny'nﬁndahldym

youngestmcni)er.Allﬂlisispmjbrmfwfme-lengthMIﬂ
some of the actual animation is on the shaky side.

The same goes formewordsandmnsictothceighsong:.Wilhlyri:s
like "Heandon‘tfailmcmw,conmgedm‘tdwmun',&netnamm
likely to rockanyboals.dmstasm'sdialogm,withitsinsisuﬂym
toneandreﬁancconphtlswﬁkc*&nyonhclieveit?'md'm;:a
around comes around”, is also off-putting at times.

Thoughorigim]ityismtoneofi!sacconpﬁshnmAnMiuisgm-
erally pleasant, servionble,andeagcrtoplease.Andmyﬁknﬂnte:hnes
ﬂ:elandscapeofDoctorZhimgoishardtndish“hfumolmg.

(Abridged from English 3/1999)

L Paraphrase words and word-combinations in bold bpes. Transiate
the sentence in which they appear.

IL. Single out the points of criticism which the author of the animated
feature film review emphasizes.

lILAﬂerwatchingAnm‘asiaexpre:smwagrmorMm
with a film critic.

IV. Anastasia was a complete flop in terms of box-office success. Can
Yyou see any reasons for it?

V. What is your attitude to this particular representation of Russia and
Russian history made by American film-makers?

THE MODERN NOVEL! IMAGE VS WORDS
By E.L. Doctorow (New York Times)

The effect of a hundred years of filmmaking on the practice of literature
has been considerable.

As more than one critic has noted, today's novelists tend not to write ex-
position as fully as novelists of the 19® ~ century. Where the first chapter of
Stendhal's "Red and the Black" (1830) is given over to the leisurely de-
scription of a provincial French town, its topographical features, the basis of
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or's mansion, the i
, , the person of its major, “Lc maj » VIE mansiony ¢,
to e gardens and 0 on, Faulkner's "Sanctusry” (1931) beging gy Wi
"From beyond the screen of bushes which surrounded the $PIing, Popey,

the man drinking."
wat%":d 20?.. ‘century novel minimizes discourse that dwells on gy

character's CV's and the like. Thc‘ writer finds it pu.f“a!,le e s
necessary information in the action, to carry it along in the ﬂmmmmofﬂ,,
narrative, as it is done in the movies,

Perhaps American writers have always been disposed to move o o

I a snappier pace than their European counterparts, But the minimal yse of

the exposition does suppose a kind of a filmic compact between writer aad
reader, that everything will become clear eventually, ~“0"#iyecny

Beyond that, the rise of film art is coincident with the tendency of nov-
clists to conceive of compositions less symphonic and more solo voiced

intimate personalist work expressive of the operating consciousness, A case
could be made that the novel's steady retreat from realism is as much a re-

sult of film's expansive record of the way the world looks as it is of the in-

creasing sophistications of literature itself,

Another crossover effect has to do with film's major device, the instanta-
neous reposition in space and time: the cut. Writers today derive all sorts of
effects from scanting the,lnterﬁltiﬁ explanations or transitions that get their
story from one character to another, or their characters from one place to an-

other, or from yesterday to next year. More daring uses of discontinuity have ., °
occurred from violations of the grammatical protocols of person or tense. &, o~

But after a hundred years or so it may be that movies can do nothing
more for, or to, literature than they have already done. By now film has be-
gun to affirm its essentially nonliterate nature and to make of its conven-
tions an art formdetachcdandself-containcd, like painting.

Movies began in silence. The early filmmakers learned to comvey
mcaningapartfromtheuseoflanguage. For the most part the title cards of
the silent films only nafled down the intelligence given to the audience
nonverbally. (Young couple on the porch swing at night. He removes a ring
from his vest pocket, He gazes into her eyes. Title card: "Millie, will you be

In the modern audible feature film, especially as made by Hollywood

(’/

spoken dialogue tends more and more to function as the old title cards of the ..~

silents, The genre of the film is indicated with the porféntous opening .~

oredits. The beginning shots site the film and identify its time period: A -~

gIven scenc is lighted and the camera is positioned to create mood or inform
the'audxcncc a8 to how it is to regard what it is seeing, how "serious” or un-
serious the story may be, how objectively we may regard the characters,
how intimately we are being asked to share their adventures.
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The film stock is color coordinated with its subject. The actors are

dressed, and their hair is cut or coiffed, to indicate age, economic class, so-

cial status, education and even H?y?e%f virtue. They are directed to (iem-

onstrate their characters' states of mind with bodily attitudes, gestures, facial
expressions, and the movements of their ey ’ ;

_ : es. Given all these, the weight of
the scenes is carried nonverbally. What is seen and felt is a signifying con-
text for any words actually spoken. In some of todays film dramas 95 per-

cent of a scene meaning is conveyed before a word is uttered; 98 percent if
you add music. ,?"":f soldo 4; PP

In the 1930s m.d_“ﬁs, when stage plays and books were a major source of
film scripts, the talkies were talkier (as adaptations of Shakespeare are still). ,.,. 4
Films of .that period were, by comparison with today’s products, logorrheic, / . f;a
Even action films abounded with dialogue. Now, after a century of develop- tee 7
ment, the medium of film generates its own culture. Its audience is schooled
in its thythms and motifs and habits of being. Films work off previous films;
they are genre referential and can be more of what they are by nature.

Literary language extends experience in discourse. It flowers to thought
with nouns, verbf, objects. It thinks. That is why the term "film-language”
may be an ,oxﬁmofbn. Film de-literates thought; it relies primarily on asso-
ciation of visual impressions or understandings. Movie going is an act of
inference. You receive what you see as a broad band of sensual effects that
evoke your intuitive nonverbal intelligence. You understand what you see
without having to think it through with words.

What shall we make of this? Today film is ubiquitous. There are more
movies than ever. Their enormous popularity reaches all classes and all levels
of education. And their primary producers are major entertainment conglom-
erates that put lots of money into them and expect even more money in return.

It is not that great and important films will no longer be made. But one
can imagine a merger of film esthetics and profit-making incentives that,
apart from the efforts of this or that serious and principled filmmaker, ef-
fects a culture of large, beautifully dressed, tactically pigmented, stimulat-
ing and only incidentally verbal movies that excite predetermined market
tastes and offer societal myths that slightly vary with each recycling: films
composed artfully from the palette of such basic elements as car drive-ups, 7 *<Xa,
interiors, exteriors, faces, crashes, and explosions.

Just as significant for the culture of the future may be the declining pro-
duction costs of computerized, digitally made movies. It is not hard to un-
derstand the lure to the creative young when making a film will be as feasi-
ble as writing a story.

That pictograms, whether corporately or privately produced, may even-
tually {inseat linguistic composition as the major communicative act of our
culture is a prospect I find only slightly dire than global warning.

(3’(&.!& ] yracend,
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L. Translate the sentences containing words and expressions in bold type.
IL. Answer the questions to the text:
1.What is the main influence the writer feels film-making has made on
contemporary literature? Is it a positive development or not?

2.What does Doctorow see as the strengths of films? What does Doc-
torow see as the weaknesses of literature?

3.Doctorow uses several words from the world of music and painting to
describe the aspects of film art and novel writing. What are they and how
are they used? L

4.How does the writer say modern Hollywood movies resemble the
early "silent" films?

5.What passages in the text sound ironic?

IIL. Problems for Discussion:

1.Do you agree that "literary language thinks" while "movie going is an
act of inference'?

2.This text presents a novelist's point of view. How would a film-maker
discuss the issue?

3.What do you think the culture of the future will be? What role will lit-
erature and movies play in it?

4.Compare the first 10 minutes of a contemporary film with the first 10
pages of a classic novel and a modern novel. What are the similarities and
differences? Does Doctorow's analysis fit your observations?

THE MOTION PICTURE IN EDUCATION
By Robert W. Wagner

Many good teachers today understand the importance of serious film study
and the need for educators to become literate in a medium which many tradi-
tional scholars continue to regard as something of an entertainment "toy." Re-
cently, a colleague who uses film well in his university teaching told me that as
he was on his way to his classroom with a motion picture under his arm, he met
one of the more pedantic members of the faculty who, indicating the film,
commented with a cynical smile: "Well, it's easier than teaching!" Of course, the
fact is quite the reverse. It's more difficult, demanding, and time-consuming to
do a good job of teaching with the use of film in any of its many forms than it
is to simply walk into the classroom with a sheaf of notes and a textbook. Ex-
perienced teachers know that instructional technology, film included, far from
making the teacher's job easier or making it possible for him to be replaced by
a machine, calls upon the highest intellectual and creative abilities of both teach-
ers and students at all levels,

Programmed film, as suggested, has been effective in the breaking down
of information into film bits, into steps which can be handled by the indi-
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vidual learner on an individualized basis at his own rate. Such single-
concept films, integrated into a total curriculum in physics, biological sci-
ences, foreign language, chemistry, and other fields, and used on cartridged
super-8mm projectors in self-instructional laboratories, have proven that
there are some things that can be learned without direct involvement of a
teacher. Beyond that, such films have taught educators much about the im-
portance of clearly stated behavioral objectives, the need for careful plan-
ning of experiences, and the necessity for understanding the changing na-
ture of the learners themselves.

An important dimension which the motion picture in education can
serve, especially in these troubled times, is to help young people recapture a
sense of excitement and belief about positive things and ideas. Film can
help pull our fragmentary world together. It can ask questions and provok
thought and is a superb medium for the expression of personal convictions
and beliefs of the individual scientist, humanitarian, teacher, and student.

" Once I taught a course in the educational film at the Arizona State Uni-
versity with a group of students all of whom were also actively teaching ei-
ther in the public schools or in colleges or universities. Each student had
seen a wide sampling of films and made one or more short films in the
course. Towards the end of the term I asked two simple questions: "What is
a good educational film?" and "What criteria would you apply to the selec-

tion of such films for your classroom?" Here are some of the replies coming -

from experienced teachers who had thought intensively about the role of
film in education:

Does the subject matter lend itself best to film rather than to some other
medium? It should be acceptable to the proposed audience. Subject matter
should be thoroughly researched, and it must be said with warmth and con-
viction. It should be self-contained and not merely an illustrated lecture... It
should be imaginative, and should lend itself to discussion. (H.L. Davies, a
teacher of high school drama at Globe, Arizona).

Some of the virtues which must be considered for a good film are hu-
man-ness, believability, the impression of truth, even if it's only a sithou-
ette...simplicity, variety, and shadings of beauty. (Margery Garbagnati,
teacher of special education, Phoenix Plaxblic Schools).

It must be designed for those who are going to view it. The script should
be written using the viewer's normal conversational vocabulary. It should be
filmed using the repertoire of verbal symbols belonging to the viewer... It
should be a fresh, inventive approach to the subject... The exceptional film
will cause you to be sorry that it ends, and leave you wanting more. (James
Kleist, teacher in the public schools, the Mariana Islands).

The one thing that I think is most important in making an educational
film is that it must be interesting. I realize there are studics that say even a
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i nitive learning, but I feel that the effecti

dull E:E}f:?"?;g;ﬁ; (t:l‘l)ﬁg and that this will provide long-term le:::ﬁr:;zs;
:;Zspmg the viewer interegted in whatever the' subject might be, People wijj
pay to see a good educational film, but they Il probaply pPay to stay away
from a dull educational film. To make a film Interesting, probably the two
most important things are that it spould bt_: rqa]nshc apd 1t should convey an
important message. (Robert Meir, Audiovisual Director, Saguare High
School, Phoenix, Arizona). _ :

A good film does not grow old of lose 1ts usefulness quickly, the best
perhaps never. They possess a timcless. quality. Qreatiqg a film which wij
-appeal to generations of film viewers, is something akin to 2 film-maker's
dream. But films with this quality do occur and there are examples in oyr
midst — Fantasia, The River, Gone With The Wind, The Red Balloon, to
name a few... A good film does not talk down to its audience, in fact, the
narrative should permit the viewer to supply certain pieces of the story for
himself (Patrick Smith, Ph. D. candidate in Instructional Technology, Ari-
zona State University).

Recently I attended the Annual American Film Festival in New York
City where a great number of new films from all over the world were
screened and awards were presented by the Educational Film Library Asso-
ciation. After seeing a great many of these films I was convinced that we
are getting better films for education in greater variety than Thomas Edison
ever could have envisioned. Here I saw a film on Family Life in Malaysia,
with no narration, that is a truly international experience; a detailed docu-
mentary on The Great Barrier Reef made by a major television network: a
poignant, powerful film about the relationship of man to other animal life,
titled Say Goodbye; a scientifically detailed and beautifully photographed
film titled Snails; and another on The Life Cycle of the Parasitic Flatworm.
And there were films on nearly every art from ballet to the lost skill of
building a birch-bark canoe.

These are "good" educational films, "moving" experiences, involving
both heart and intellect. But if the potential of the medium is to be fully re-
alized, teachers must have a deeper understanding of the nature of the film
€xperience itself, be informed about films that are currently being seen by
their students both in and out of school, and be imaginative in the ways they
use the moving image, in all its emerging forms. The role of film in educa-
tion first of al] depends upon better teacher education programs to prepare
future generations of teachers and students to understand, learn from, and be

critical of images of all types. ‘

Serious economic and technical problems also must be solved if films
are 1o be used to the fullest extent in education. Good films, good equip-
ment, good teacher training programs, and good instructional systems are
expensive to design, produce, distribute, and use.
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Educationalists all over the world are among the most conservative elements
of society and educational systems are among the slowest institutions to ‘change.

But there are hopeful signs. There is more emphasis on quality than on
quantity of equipment and materials, more attention to the process of learn-
ing and on behavioral objectives, and there is a more critical examination of
values whether this concerns a single film or an entire school system.

The motion picture, because of its power to inform, shape, and reflect
our society, will play an important role in the future, as it has in the past, not
only in formal education but also in the education of all of our people, Film
has also made it possible to individualize instruction and meet the specific
need of underprivileged as well as overprivileged groups of learners in re-
cent years. It has helped raise standards in areas where trained teachers are
lacking and thus helped equalize learner opportunities. And ‘through the
motion picture, the increasingly complex, abstract, and fast-moving world
of human events has been captured and held, if only for a moment, for
thoughtful examination by young and old alike.

Most educators are fully aware that we are living in a highly visual
world whose children are an image generation weaned on Bergman, Fellini;
Godard, and Kurosawa fully as much as on the American films and direc-
tors, and on television images. Today, the average student comes to school
having already viewed about 8,000 hours of television (good and bad), and
by the time he finishes high school he will have viewed about 15,000 hours
on TV not to'mention a great number of films seen in local theatres and on
video. By contrast, he or she will have experienced only about 11,000 hours
on conventional classroom experience. In a time of information explosion,
teachers who do not attend to the images which children are viewing outside
the classroom are likely to increase the "generation gap" between them-
selves and their students.

All of us, and especially teachers, students, and film-makers, share the
early optimism expressed by Thomas A. Edison, that this is, indeed, a time
to "have glowing dreams about what the camera can be made to do and
ought to do in teaching the world the things it needs to know — teaching it in
a more vivid, direct way."
| (An extract abridged from The Motion Picture in U.S. Education)

L. The text contains some opinions of American teachers concerning the
role of film in education. Which of them do you shar.e? ‘
II. What features of the motion picture turn it into an especially useful

and powerful tool in the process of education?

I11. Do you agree with the statement "Teachers who do not attend to the
images which children are viewing outside the classroom are hkely"to in-
crease the "generation gap" between themselves and their students"? Ex-

plain your grounds for agreement or disagreement.
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DISCUSS AND WRITE

. Agree or disagree with the following statements:

{.Cinema is an art of illusion.

» Cinema is not an earnest art; it is just an entertainment.

3 The success of film depends on various factors.

4.Cinema does not have serious impact on the human society now, adays
5_It is necessary for a film to leave certain shadows, unresolved fantasiés.

6.Cinema is a thought-provoking art.
7 Cinema is widely open to various experiments.
8 The audience can influence the process of film-making.
9 A director trying to interpret a great work of literature on the screen
takes upon himself a great responsibility.
10. The majority of people go to the cinema to have a good laugh and to
forget their worries. No serious "drama" films are necessary.
11. The capacity of movies for doing well is a debatable issue.
12. Now the movies are not as disturbing for intellectuals as they once were.
13. The movies arouse the mind and the soul. '
14. Cinema can possess a vast ideological significance.
IL. Render in English: i e
" 1.Jhxopmk KiyRy ChIrpacT B HOBOH BEpCHH "Conspuca” poJib, KOTOpYIO
5o mero wcrionHwn Jlonarac baHHOHHC. ITocraHoBKYy ocymecTBHT CTHBEH
Cozeplepr, MPo/IOCHPOBaTh MPOEKT HamepeH JhieiMc Komepox. ITo co-
obmenmo xypnana Screen Daily, "Cozepbepr yxke MHOTO BpeMeHH pabo-
TaeT Haj CLEHapHeM, H B KOHLE NPOILIOTo rofia MpEICTABHI NepBail Ha-
6pocox KamepoHy, i TOT OQHIMATLHO KyIIWI IpaBa Ha pUMeHK.” B romm- ~
BYICKMX KyJyapaX IOrOBAapHBAIOT, YTO pHMeiK Oyner Onmke X poMaHy
Cranucnaga Jlema, Hexxend k GuisMy TapkoBCKOro.
2.TO/MBY X NPOSBIJI MATPHOTH3M: CTyaus Fox OpraHH30BaIa MEXIY-
HaOJIHYIO TIpeMbepy HOBOTO Goesuka Behind Enemy Lines Ha aBHHOCIE,
KOTOpEIl HaxomuTcA B ApasmiickoM Mope. Ha Gopry asuasocua — 60iee
MATH THICAY YENOBEK, KOTOPBIE YIACTBYIOT B BOGHHBIX onepauuax. kM
mxaaunaer 0 BoeHHOM Jierauke (OyaH YWICOH), BO BpeMs BOHHB Ha
e Mf;azﬁosisoizmeucs Ha TeppuTopuH Bpara. [lo ero cienaM w.lﬂl;:
MOATLESX repos "&;":uf!m;hﬂauu (Bnagumup Maukos). A TeM ;ﬁuoepm_
M3YET OMIEPBI oo 3KMaH) TalfHO OT BhICIIErO PYKOBOA ol
5 m0s00¢ 2001 M0 €ro cnaceHuio, AMepHKaHCKas NpeMbepa COCTOAT
qmshM . Pausﬂfé‘?’o’é‘z"’?oii'.’“°“*“'“’“"° CTY/IMA IIAHMPOBATA BHIYCTHE:
omuﬂfzf}ff,y?;””;:a 0 HOBBIX noxoxaenuax I'annnGana Jlexrepa Oﬁtﬁ:g
080, Duipy Bpen‘;ugé B“POHGM, "HOBRIH" — He COBCeM MNOAXOM i
THepa "KpacHsrii apakon" no cuenapuio Tead
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MOTHBAM OTHOMMEHHOM KHUrH Tomaca

4 IlsaTenecar onua CTpaua
" npeacrasuna ceou
npemi "OCKap” B HOMMHaIMK $unsmMbr Ha comckanme

"Jlyumit &
> HAX ~ ApMeHHs, Kutpraen , yu HHOCTpaHHBIA Gpunsm". Yersipe

H, Tawsauns, Ypyrsait — nenator BYIO
!
MOTBLITKY M TOXe Haneiorcs, Ho p HOMHMHAHTBI BLIAAYT TOMBKO mrr:p ny4-
KX, OHH H OynyT 6uThes 3a "Oc

kap". CoBceM ckopo aMepHKaH
CKHE KHHO-
aKalCMHKH HAYHYT NpocMaTpusats bunbMmsl, a nepemonus BpYYeHUA Ha-

N0 eCATh QUIBMOB, B OCHOBHOM AUIA MOAPOCTKOB. JNA Tex, KTo noman-
e, — OTPeCTaBPHPOBAHHLIM "Witpg Mypomen"; kapramsi ¢ p;cnomonann—
€M HOBEHIIMX TeXHONOTHiL; AHWMALMOHHEIE JIEHTH CTymuH "KpucTMac-
¢rmeM". Knsonporpamm xsatuno JUI1 BCEX BO3 .

PacToB. 3aKpeITh pecTHBANS

cobupanuce "'appn IoTrepom", Ho 3apymanmoe me COCTOSJIOCH, OCKOMb-
Ky €ro poccuiickas mpemsepa Gsiia NepeHeceHa Ha Goinee nosn’lmﬁ CPOK,
3aT0 (ecTHBANLHAY MyGiMKA CMOIa IPHOOPECTH TPeThIO KHHTY O BOJI-
MeOHBIX NPUKIIOYEHHAX T'appu IMorrepa.

(From Ekran I Scena, Dec. 2001)

PART II. THEATRE

TOPICAL VOCABULARY
 $reed;m es7]

1.Theatre: theatre (house); booking-office; billboard; theatre ticket (ad-
mission ticket); ticket agency; (to) mill about in the crowd; to pick up a
ticket; ticket sharks; "The House is sold out" ("House Full"); evening per-
formance; matinee; leading performers; repertoire; to rehearse; dress re-
hearsal; on tour; first night; to have a long/short run; to be on at the theatre;
to p]ay to capacu'h —) g‘-' JATVE roppene C‘t‘;\*‘f‘- tA

2.Types of theatres: cp&;tc?rfr theatre (rep.); professional, amateur, pup-
pet, miniature, shadows theares; the theatrical (theatre) company.

3.Visiting the theatre: gloakroom hall (checkroom hall); cloakroom at-
tendant; cloakroom ticket (check); opera glasses (glasses); usher (usherette);
programme (program AE): libretto, cast, a producer (stage manager)ka )
playwright (dramatist), a composer; foyer (lobby); aﬁuffet; refreshments. "% ¢ 7

4.Actors and acting: line; it's not in his/her line; matinee idol; {inder-

,study; extra-actor; guest actor; to feature; stafecraﬁ; to appear before the
\
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footlights (to act on the stage); cue{ property department; stage hands; to e ¥
popular with the public. e dde & LTI TOT WIY

SA-dbriu:thestnge;thecmtnin(toringthecminup,thecm
rises, to lift; to ring the curtain down, the curtain falls or drops), foot];
prompt-box (a prompter), orchestra pit, the chandelier; a seat in the gallery
(balcony), in the uppet circle, in the dress circle,dn the stalls? to st on the
front row, on the back row; to have a seat in the box;

, : 8 , gangway!(aisle); wing
(behind the wings). Snexon v fecrtndorpe 6 naprefe

6 Audience: theatre goers; public;spectators; to applaud; to win the ap-
plause of the Mm;wwﬂ@phm;theappedofme theatre; to
g=t over the footlights; @ncore; to receive a curtain call;.

1.Genres of the theatre: drama, tragedy, comedy, farce, melodrama, op-
era, musical comedy, musical, ballet, variety show.

593k53

L Use the Topical Vocabulary in answering the questions:

I. What arts are involved in the production of a play? Which of them do
)manniderwpecia]lyimpomminthepmduction of a play? 2. What is a
piay? Amusement? 1 ?Imtastoryenactedonthestage? 3. Does
drama belong to literature? Why? 4. How often do you go to the theatre?

? 5. Where do you prefer to sit in the theatre?
6. What performances appeal to you most? 7. What is the place of the thea-
tre among the other arts? 8. What is a matinee idol? 9. What is the role of
music and costumes in the play nowadays? 10. Are there any contradictions
between the theatre and cinema today? What are they? 11. Do you know
amy competition for the best play or performance? What is Mask?

IL Confirm or refute:

1.The appeal of the play is primarily visual rather than auditory.

2.The dramatist must be endowed with a clear eye for the graphic and
plastic elements for pictorial effect.

3 Many plays do not fall within the range of literature.

4.Tke modem tendency of using music in the theatre to the extent turns
the drama into a kind of variety show.

5.The theatre is a 'synthetic' art.

6.The dramatist must manifest the imagination of the painter as well as
the imagination of the man of letters and that he should possess a sense of
music and a thorough knowledge of the art of acting.

IIL Define the role and place of the scenery in the theatrical perform-
ance using the Topical Vocabulary. Comment on the modern tendency of
the "minimum scenery”. Can it become an essential element of the drama
production enhancing the idea of the play and creating mood? How else
can the scenery be used? Give examples describing the scenery of a play
you have seen.

n
ghts,
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IV. Read the following extract Jrom an essay by V. Belinsky and summa-
rize it in English:

..Jliobure nu Bk Teatp, kak s mob/mo ero, T.e. BceMH cHIaAMK My1IH
BAIIEH, CO BCEM SHTY3IHa3MOM, co Beem HCCTYIUICHHEM, K KOTOPOMY TONBKO
CMIOCOGHA MBUTKAA MONONOCTL, Ka/IHAA M CTPACTHAS /10 BrieYaTCHHN WAL
Horo?.. He ecTh M OH MckmounTeNBHO CaMOBJIACTHBIN BIACTENIUH HAIIHX
HYBCTB, NOTOBBIH BO BCSIKOE BPEMA H MPH BCAKHX 06CTONTENLCTBAX B030y-
KIATh W BOJHOBATL MX, KaK BO3/BIMAET yparaH necuaHbie METENH B Ge3-
OpexHbIX crensX Apasuu? Kakoe 3 pcex MCKYCCTB BJIafIe€T TaKMMH MO-
TYWICCTBERHBIMK CPENICTBAMM NOpaXaTh /ylly BHEYATICHUAMH W UIpaTh
Ci0 CaMoBnacTHo?.. Mrak, nonoxum, uto Apama eCTb €C/IM He JYYmuiA, TO
Gminkaliuuit kK HaM pox nossuu. Urto e TaKoe TeaTp, rae 3Ta MOryuecT-
BCHHA’ paMa 00/IEKAETCA C rONIOBBI 10 HOT B HOBOE MOTYIIECTBO, Il€ OHa
BCTYNACT B COIO3 CO BCEMM MCKYCCTBAMH, NPH3LIBAET X HA CBOIO TIOMOLIS
¥ GEpeT y HMX BCe CpeicTBa, Bee OpYXHf, U3 KOHX KaXKI0€, OTAE/IbHO B3s-
TO€, CIIHUIKOM CHIBHO JUIA TOTO, YT0GbI BEIPBATh BAC M3 TECHOTO MHpa CyeT
W PHHYTb B Ge30pexHbIH MHD BHICOKOrO M npekpacHoro? Yro xe Takoe,
CIIpalIiBalo Bac, 3TOT Teatp? O, 3TO HCTHHHBIM XpaM MCKYCCTBa, IPH BXOJE
B KOTODLIH Bbl MTHOBEHHO OT/EJAETECH OT 36MJTH, OCBOGOXIAETECH OT JKH-
TeHCKUX OTHOmeHM#! DTH 3BYKH HaCTPaMBaCMBIX B OPKECTPE HHCTPYMEH-
TOB TOMAT Bamly AyIy OXMAAHHEM 9YETO-TO UYAECHOTO, CKHUTAIOT Balle
CEPALE MPEITYBCTBHEM KAKOTO-TO HEH3BACHHMO-CNAZOCTHOrO GNaXKEHCT-
Ba; 3TOT HapOJI, HATIONHSAIOMHUE OrPOMHEIH aM(HTEaTP, pasjeNseT Bame He-
TCPUCIHBOE 0XHAAHKE, BbI CITHBACTECh C HUM B OJIHOM 9yBCTBE; 3TOT POC-
KOLTHBIH M BEJIMKOJIENHBIN 3aHaBEC, 3TO MOp€ OrHel HAMeKaeT BaM o qyne-
Cax ¥ JMBaX, pacCeAHHRIX MO MpekpacHoMy Boxuio TBopeHMIo H cocpero-
TOYEHHBIX Ha TECHOM NpPOCTpaHCTBE CueHbl! M BOT rpsHyn opkecTp — B
Alyma Ballia MpeJOLIyINAeT B €ro 3Bykax Te BIiEYaT/IeHHs, KOTObIE roTo-
BATCA NMOPa3HTh €€, ¥ BOT NOJHANCA 3aHABEC — W NEPe] B3OPAMH BALIMMH
pa3nuBaeTcs GeCKOHEUHbIH MUp CTpacTeit u cyae6 yenoseeckux!..

V. Work in pairs. Use the Topical Vocabulary debating the Jollowing.
Keep it in mind that some of the statements are disputable.

1. Acting is basically entertainment, the actor isn't there to instruct, he is
there to amuse. Y

2. Stage acting is a lost art, it has been ruined by films and TV.

3. The actor should convey to the audience his own vision of his part
and not what he thinks they expect from him.

4. The actor must always be himself. Acting has nothing to do with imi-
tation. The actor is not supposed to adjust himself to every new role.

5. The actor, when on the stage, should wholly concentrate on his part
and on his co-actors. He should act as if the audience didn't exist.
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READ AND SPEAK
GROWTH OF THE PROFESSIONAL THEATRg

atic medium required not oply writers of plays,

whﬂsufdr?i? them justice, and thcatrgs, suited to the plays, to actbut;;cm ins
But no special buildings were erected in England fo}'!dfalf'natic p"fomlﬂnces
until late in the 16" century. o - S st

In the Middle Ages the<_Myster){‘ Plays were performed by s
though they were amateurs who, by their regular performances apq the
popularity of the work they performed, prc?bably achieved something iy,
professional standards. How the professional actors emerged from the

A f ]
ASA

amateurs is not clear, but it seems that first of all the\___ﬁqrghty Play; e ? o

performed by asspciatio_ns of actors fro;n one town or another, and they
were paid for their services; such associations began to resemble moder
amateur dramatic societies who achieved approximately professional
status. By the end of the 15% century we already hear of companies of actors
(or 'players' as they were then called) attached to important households in-
cluding the king's; they probably grew up from the class of professional
minstrels who had long worked in such households, reciting and perform-
ing songs, ballads and romances for their patrons. By the second half of the
16™ century, such companies,though they still bore the titles and badges of
particular households and went under such names as "Lord Leicester's Play-
ers’, were only nominally attached to the patrons, and were in fact inde-
pendent of them. Individual 'strolling' players were classed as 'vagabonds'
— potential criminals — for society was permanently suspicious of the crimi-
nal potentialities of its poorer members unless they were respectably classi-
fied; 2 man who called himself an actor or a-pedlan might be a robber /-
seeking his opportunity, like Autolycus in ShakE"s'ﬁé"é.‘fe's The Winter's T qle. e
'I‘I;xc serious actor, therefore, required membership of one of the companies
Wlth_ a recognized patronage, such membership increased his sense of pro-
fessionalism, of belonging to an established 'craft'.

But for a long time they had no theatres. The lords, the lawyers in the
Inn of Court, the Colleges at Oxford and Cambridge, all had great halls, and
at the same time provided the most educated audiences. When the actors
performed for the general public, they erected temporary stages in the yards
of the bigger inns. But as the companies became better organized, they
needed permanent homes of their own, Thus in 1576 James Burbage, the
gﬂg I;)f;aﬂ;c& great business men of the theatre world, erected the ﬁlqifcﬂ,}?:;f
. aﬁd smzl;lge the Roman occupation. This was called simply s it
of; g f“‘ Shoreditch, Just outside the Clty qf London. It w?slifetilm
o S oo theatres or 'playhouses' to be built in Shakespeare's _

mportant to understand the general characteristics of their structure
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Most historians consider that these early English theaters were in design

a kind of compromise between the inn yards where plays continued to be

performed, and the bull- and bear-baiting pits, where the London public
cmoyed the spectacle of animals being worried to death by dogs. The inn
yard commonly consisted of a large open courtyard, surrounded by the
buildings of the inn and overhung by balconies. The actors performed on
the temporary stage at one end of the yard, with a balcony above them
where musicians might play and which might also serve as an upper stage if
a character was required to appear for instance on the wall of a castle, as the
king does in Shakespeare's Richard II. One sketch that has survived from
the time, and a number of written indications, suggests that the theatres fol-
lowed this pattern, resembling also the bear-pits in that their shape was usu-
ally hexagonal or round (like Burbage's Globe Theatre). The main stage
(‘apron stage') projected among the audience, who stood or sat on benches .
on the unroofed floor of the theatre. Roofed galleries surrounded this space.
Behind the apron stage, there might be a rare stage. The rare stage was
franked by doors for exits and entrances, and above it were one or two gal-
leries; if there were two; the first would serve as an upper stage, and the
second as a musician's gallery. The apron stage was half covered by a roof
or canopy, and had beneath it an underground space known as the 'cellars’,
as 'hell', or as 'Hades' — terms which give point to Hamlet's cries to the
Ghost in Act I.

From these basic features we can draw some conclusions about the pres-
entation of the plays in Shakespeare's day, and so about the ways in which
such presentation influenced their composition. First, that the stage was the
opposite of modern 'picture-frame' stage, which gives the audience the
feeling of being separated from the action, as though they are looking at a
pictorial illusion of life; for the Elizabethan audience the action was hap-
pening in their midst. ‘1.

Related to this conclusion is another: that the Elizabethan theatre was
not well adapted, as modem theatre is, to scenic ilfusion. In public theatres,
Macbeth would have been acted in the broad daylight of a London after-
noon, although most of the action is supposed to take place in darkness.
There was no painted scenery, although objects (‘props") such as a tree, a
throne, or a 'grassy bank', were introduced on to the stage to indicate scenes.
The stage always looked the same whether the scene represented London,
Paris, or a battlefield, as happens in Henry V. It was therefore much more
natural for Elizabethan dramatists to ignore 'unity of place' than it was for

the neo-classicists of the late 17" century, who were already accustomed to
the 'picture frame' stage.

A third conclusion that we can draw from the character of the Elizabe-
than stage is that it was consistent with the staging of the medieval Morali-
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o5 and Mysteries. The details of staging were different, byt i . ..
nt:]gzld perfe);t illusion have been the? aim. In both, the barenetsj;no?e;i‘er a
couraged rapid action and e_mphatlc, colourful speech. In pog, thene en-
ences were encouraged to witness the performances more ag sy;nbo]'md]'
tensions of their lives than as substitutes for their private exPeﬁencelc ex.
state of mind responded more readily to fantasy in the theatre thay doc This
own: when we watch a play about passionate love with all itg il'l'atiom; g
we still demand psychologically plausible circumstances, so that w:t’e&
enter into the dramatic illusion with cénviction; the Elizabethan wag comc::t
to accept the frank make-believe of the Court of Illyriai in Shakespeare'
Twelfth Night, for he did not himself need to forget reality in order ¢, enjos
the spectacle of fantastic extensions of real experience. y
Three final facts need to be pointed out about Elizabethan play produc-
tion. The first is that though the Elizabethans did not employ scenery, they
attached importance to costume. The costume was not realistic in the sense
of being historically or geographically accurate, but it was ostentatiously
gorgeous or eccentric, and expressive of character. The second fact is that
women, until after 1660, very seldom acted in plays; female roles were
taken by boys. The third fact is that, as far as we can judge, acting was
more formal, both in speech and gesture, than modern acting is; it was
also closely related to a much esteemed branch of contemporary education —
that of rhetoric. Elizabethan schoolboys and university students were taught
rhetoric as a form of creative composition as well as persuasive argument,
and appropriate gestures as well as speech were part of the subject. This
suggests that the audiences must have been better qualified than modern
audiences are to appreciate and criticize styles of acting; it also shows that
spoken language had then a force and importance that it is scarcely regarded
as possessing today.
(From Ch. Gillie Longman Companion to English Literature)

L. Explain the meaning of the words and expressions in bold type.
IL Taking the text as a basis make up your own report on oné of the
Jollowing topics:
1.Describe the Elizabethan theatre; comga:e it with the modern theatre.
2.Speak on the social status of the 15™-century actor. What was and is
the aftitude towards this profession?
- 3.If you were an actor, what theatre you would like to play in - the Me-
dieval or Modern Theatre. ;
4.Speak on the influence of the theatre structure on the performance it
self in the 16" century; compare it with the modern theatre. .
5.Describe the development of the theatre house from the earliest Per
ods till nowadays.
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STOMP

Stomp, a unique combination of percussion and visual comedy, was cre-
ated in Brighton, UK, in the summer of 1991. It was the result of a 10-year
collaboration between its creators, Luke Cresswell and Steve McNicholas.

Luke and Steve first worked together in 1981 as members of the street
bands. Together, these groups presented a series of street comedy musicals
at the Edinburgh Festival throughout the early 1980s. After tow albums, a
UK TV series and extensive touring throughout Europe, they produced the
highly acclaimed "Bins" commercial for Heineken lager. The piece was
originally written and choreographed by Luke as a part of the band's show.
It proved to be the starting point for Stomp's climatic dustbin dance.

In 1986, Luke and Steve formed Yes/No people, which began as a
dance band with taste, thrills, humanity and a sense of humor" Melody
Maker) but soon began to branch out into other areas. Together they went
on to compose and perform the internationally award-winning theme to
Channel Four's late night music program "Wired," the opening sequence to
Kevin Godley's global project "One World One Voice" and an eight-minute
"percussive movie" for Bette Midler's "Mondo Beyondo.” A single, “The
Adventures of Mr. Johnson," was released in 1988. Between 1987 and
1990, Luke staged, as artistic and musical director, four large-scale outdoor
events, including "Beat the Clyde," which involved floating a drum orches-
tra on a pontoon in the centre of Glasgow. The largest of these events, the
"Heineken Hove Lagoon Show," involved a 120-piece drum orchestra fea-
turing the Brighton Festival Chorus and a full orchestral string section.

In 1991, Yes/No People produced and directed a series of eight percus-
sive video shorts for inclusion in the UK ITV network environmental issue
program, "A Beetle Called Derek."

They also went to produce, finance and direct Stomp, which previewed
at London's Bloomsbury Theatre and premiered at the Assembly Rooms in
Edinburgh, where it became the Guardian's "Critic's Choice" and won the
Daily Express' "Best of the Fringe" award.

Between 1991 and 1994, the original cast of Stomp played to capacity
audiences throughout the world from Hong Kong to Barcelona, from Dublin
~ and Galway to Sydney, Melbourne and Adelaide. The touring culminated in
a sell-out season at London's Sadler's Wells Theatre in January 1994, where
Stomp received an Oliver nomination for Best Entertainment Award and
won Best Choreography Award in a West End show.

An expanded version of Stomp, involving up to 30 cast members, was
originally created for the Brighton Festival and was subsequently presented
in Melbourne, Australia. It was most recently seen in September 1995 out-
side at the Acropolis in Athens and at the Royal Festival Hall in London.
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This production broke all box office records, which had been establigheq by
Frank Sinatra in 1972. ‘ _

Stomp began its run at the Orpheum Theatre in New York in F
1994 and quickly went on to win both Obie and Drama Desk awards for
Most Unique Theatre Experience. By summer of 1994, the first American
cast was in place at the Orpheum, freeing the original cast for a sell-out toyr
of North America and equally successful visits to Tokyo and Osaka,

The cast of Stomp has recorded music for the Tank Girl movie sound-
track and appeared on the Quincy Jones album, Q's Jook Joint. A sound-
track recorded by Steve and Luke for the upcoming Showtime movie,
"Riot," was released in the spring of 1997.

Stomp has also been featured in a number of commercials, including
Coca-Cola, Ice Pick and numerous spots for Target stores in the US and
Toyota in Japan. Members of the US cast currently appear in the "Mr.
Frear" series of short films created for Nickelodeon, while Brooms, a 12-
minute short featuring members of both casts, was nominated for an Acad-
emy Award. This Stomp-oriented film was also selected for screening at
Robert Redford's Sundance Festival and for competition at the Cannes Film

Festival.

I. Answer the questions: ,

1.What is the main problem of the theatre today? 2. Why do the people
wait something new from the theatrical performance? 3. What did Luke
Cresswell and Steve McNicholas create? 4. Why did Stomp break all box
office records? 5. What countries did the cast tour?

IL. Summarize the main ideas of the extract.

IIL. The extract that follows will acquaint you with several performers
from the cast. Read the text carefully pointing out their previous occupa-
tions and education or training they got. Enact it in the form of interviews.

Who's Who in the Cast

Sean Curran (Performer) is a dancer, choreographer and teacher. He
was a principal dancer with Bill T. Jones/Arniec Zame Dance Company for
10 years and received a New York Dance and Performance Bessie Award
for his work in their Secret Pastures. Sean's choreography has been pre-
sented throughout the U.S. and in Europe.

Michael Duvert (Performer). A graduate of Cornell University with a
B.S. in nutritional-biochemistry, Michael embarked on a life in theatre arts
after a life-changing event. His credits include film and TV: "All My Chil-
d{cn,' Off fo-Broadway productions, numerous commercials and music
videos. He is also a fashion print model with Boss Modeling Agency. He's
thankful for having the opportunity to return to his roots in percussion
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among such talented Stompers!! Lots of love to his family and those who
support him in all his endeavors — you know who you are!

Dashiell Eaves (Performer) received his B.F.A. degree from NYU this
spring. At Tisch School of Arts, he majored in acting, studying both musical
theatre and at the experimental theatre wing. This is his second year as a
Stomper, and he still hasn't quite got it.

Mindy Haywood (Performer). A graduate of the High School of the
Performing Arts. She has been dancing since the age of life and was a prin-
cipal dancer with Jubilation! Dance Co. And the Clive Thompsom Dance
Co. She has also performed as a guest artist with the Tulsa Opera Co.,
American Dance Asylum and Ballet Binghamton. Film and TV credits in-
clude Fame, Malcolm X, "All MY Children," "Another World," "Law &
Order" and "New York Undercover." She would like to thank her family for
their loving support.

Raquel Horsford (Performer) was born in L.A., raised in Jersey and is of
Kittian descent. A proud '"96 graduate of Rutgers University, she holds a B.S.
in business management and a B.A. in dance. Some of her performance expe-
riences range from Mason Gross School of the Arts, P.D.T, and Alpha Omega
Theatrical Dance Co. She is thrilled to be a part of Stomp and thanks god,
mom, dad, bro, friends, family and teachers for their love and support.

Michael Paris (Performer/Captain) studied music composition, jazz pi-
ano and theatre at Hart School of Music. He performed in numerous stock
and Off Off-Broadway theatre productions and toured Europe in '93 as a
piano-entertainer. Paris has been commissioned to compose music for nu-
merous regional theatre companies and is currently working on material for
a solo project.

Luke Cresswell (Director) is a self-taught percussionist and one-time
member of Britain's leading cabaret musical group. He also starred in the
British Channel Four TV series. His session work as a percussionist and
programmer includes Beats International, Bette Milder, Elvis Costello,
Bryan Ferry and Freak Power. He has directed, with Steve McNicholas, the
film links for the 1994 Billboard Music Awards and several commercials
for both the US and Japanese markets.

Matthew Pollock (Rehearsal Diregtor). Originally from the San Fran-
cisco Bay area, Matthew moved to NYC after receiving a degree in theatre
from Emerson College in Boston. As an actor, singer, dancer and choreog-
rapher, he has toured nationally and internationally with several theatre and
musical theatre pieces. Matthew considers Stomp a blessing and is thrilled
to be able to share the stage with such talented freaks.

Columbia Artists Management Inc. (Producer) is the largest classical
concert management agency in the world. Founded in 1930, CAMI repre-
sents over 600 performing artists.
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Schuster/Maxwell (Producers) Mitchell Maxwell and Alan Schyster
met 18 years ago when Mr. Schuster was taller and Mr, Maxwel] had full
head of hair. Since that time, they have produced Blues in the Night (1982
Tony Award nominee, Best Musical; 1987 West End Olivier nominee, Begs
Musical), Key Exchange, The Chosen, Marvin's Room (Drama Desk and
Outer Critics ~ Best Play 1992) etc. Together they manage Off-Broadway'.
Minetta Lane and Orpheum theatres,

(Playbill Magazine, 1997)
i

IV. Paraphrase the following phrases and explain in what connection
they are used.

Percussion, a principal dancer, to embark on a life in theatre arts, a life-
changing event, his credits include, to support in all endeavors, to major in
acting, a guest artist; Off Off-Broadway theatre productions,to tour Europe,
to be commissioned to compose music, a solo project, to share the stage
with such talented freaks, concert management agency.

V. You have read advertisement and who is who in the cast (Appendix).
Using the topical vocabulary invent a telephone conversation in which you
discuss with a friend arguments Jor or against seeing the performance.

V1. Render into English:

Oroii ocensio B [leTepbypre omuH 3a ApYIruM NpOUUIH NBa TeaTPaibHbIX
decrvBana — "Banruiickuit nom" u ectuBans crekrakneii — naypeatos
"3onoTolt mMacku". MexayHapoaHsii TeaTpaibHbI (ecTuBans "BanTuii-
CKMH JIOM" CyWIECTBYET Y)XKe NECATb JIeT, UMeeT YCTOHYHMBYIO H 3aCmykeH-
HYIO peryTalMio KpynHeHiero ¢ecta B peruoke, y Hero CHOKHICA Kpyr
NpeaHHOM my6IHKK, MOCKOBCKAA KPHTHKA 1aBHO B3fA 32 NpaBHJIO €3AHTH
Ha "bannom" (kak M Ha reprueBckue "3sesnni Genbix Houei") GonbLumMm ae-
CaiToOM — KOpo4e, MEpONpUATHE BIO/IHE yCMElIHOe. A KpOMe TOro, noJes-

HOE ¥ HyxHoe. Hanpumep, umenno "bantulickomy nomy" Mbl 0Os3aHB!
BO3MOXHOCTBIO BUJIETh BCE MOCNEAHHE CIIEKTAKIH Oiimynraca Hakpouno-
ca: "Tpex cecrep”, "Manenbkue Tpareaun", "lamnera", "Maxkbera". H
MHOXKECTBO OITyCOB APYruX pexuccepos, npesxkae Beero npubanTuickux. 3a
LuecTs JieT cywecTpoBanus "Macka" He ocTanach B CTOPOHE OT OOBIMHBIX
NPEMHUAILHLIX  CIOXKETOB: MHTPHT, mepHoLMYeCKH 3Byqamux oOBHHEHUHA
IKCIEPTHOTO COBET M KIOPH B HEKOMNIETEHTHOCTH, OIHAKO, OpraHH3aTophbl
TearpanLHO npemun "3onotas macka" A0OHIMCH TOrO, YTO TeaTpaibHblH

MO 10 BCEH cTpane npushan oy fpemuio 3a rnasHyio. Cpeau ee JiaypeaTos
Yiwana Jlonarkuna, Banepuii I'eprues, Jien Hoaun n apyrue.

(From Expert, Oct. 2000)
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DANGEROUS CORNER
By John Boynton Priestley
(Three fragments from the play)

I

The scene is laid in a cosy drawing room. Several men and women — some of
them members of the same family, others their intimate friends — are idly discussing

a wireless play they have just heard. The host and hostess of the party are Robert
Caplan and his wife Freda.

Gordon: What did you hear?

Freda: The last half of the play.

Olwen: It was called "The Sleeping Dog".

Stanton: Why?

Miss M.: We're not sure — something to do with lies, and a gentleman
shooting himself.

Stanton: What fun the have at the B.B.C.!

Olwen (who has been thinking): You know I believe I understand that
play now. The sleeping dog was the truth, do you see, and that man — the
husband — insisted upon disturbing it.

Robert: He was quite right to disturb.

Stanton: was he? 1 wonder. I think it a very sound idea — the truth as a
sleeping dog.

Miss M. (who doesn't care): Of course, we do spend too much of our
time telling lies and acting them.

Betty (in her best childish manner): Oh, but one has to. I'm always fib-
bing. Do it all day long.

Gordon (still fiddling with the wireless): You do, darling, you do.

Betty: 1t's the secret of my charm.

Miss M. (rather grimly): Very likely. But we meant something much
more Serious.

Robert: Serious or not, I'm all for it coming out. It's healthy.

Stanton: 1 think telling the truth is about as healthy as skidding round a
corner at sixty.

Freda (who is being either malicious or enigmatic): And life's got you
a lot of dangerous corners — hasn't it, Charles?

Stanton (a match for her or anybody else present): It can have — if you
don't choose your route well. To lie or not to lie — what do you think, Ol-
wen? You're looking terribly wise. ..

Olwen (thoughtfully): Well — the real truth — that is, every single little
thing, with nothing missing at all, wouldn't be dangerous. I suppose that's
God's truth but what most people mean by truth, what that man meant in the
wireless play, is only half the real truth. It doesn't tell you all that went on
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- . imply gives you a lot of facts that ha

inside €\ erybody. It stmp - ppened

been hidden away and were perhaps a lot better hidden away, h'storhave

treacherous stuff... ather

Il

drifts to Martin Caplan, Robert's brother, who committeq g
Suj-

The conversation _
cide six months ago- Robert insists on knowing certain trifling facts relating 1o ¢4
day of the suicide. Yet, what looks trifling and innocent enough at first, leads te
graver and still graver discoveries. Finally Robert is confronted with facts Whos:
ugliness he finds himself unable to bear.

" In the beginning of the fragment that follows Olwen, a friend of the Caplans, ar-

gues with Robert pointing out to him once more that half truth is dangerous.

Olwen: The real truth is something so deep you can't get at it this way,
and all this half truth does is to blow everything up. It isn't civilized

Stanton: 1 agree.
drink, cynically): You agree!

Robert (after another
Stanton: You'll get no sympathy from me, Caplan.
I I never want to set eyes on you again,

Robert: Sympathy from you
Stanton. You're a thief, a cheat, a liar, and a dirty cheap seducer.

Stanton: And you're a fool, Caplan. You look solid, but you're not.
You've a good deal in common with that cracked brother of yours. You
won't face up to real things. You've been living in a fool's paradise, and
now, having got yourself out of it by to-night's efforts — all your doing —
you're busy building yourself a fool's hell to live in...

111

Freda: I'm sure it's not at all the proper thing to sa
but the fact remains that I feel rather hungry. What abou
Robert? Or have you been drinking too much.

Robert: Yes, I've been drinking too much.

Freda: Well, it's very silly of you.

Robert (wearily): Yes. (Buries his face in his hands.)

Freda: And you did ask for all this.

ﬁ‘f:;: %f looking up)..' I asked for it. And I got it.

il ugh I doubt if you minded very much until it came © Betty:
i R ert; that's not true. But I can understand you're thinking SO- You %6
de re and more of this rotten stuff came out, so more and more I came 10

pend on my secret thoughts of Betty — as someone who seemed to M€ -

repr;sent some lovely quality of life,
reda: I've known some time, of course, that you were getting Vet -
; all about

ti
B::te;t:;:d allrd noble about her. And I've known some time, t00;
) ve often thought of telling you.
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Robert: I'm not sorry you didn't,

Freda: You ought to be.

Robert: Why?

Freda: That kind of self-deception's rather stupid.

Robert: What about you and Martin?

Freda: 1 didn't deceive myself. I knew everything — or nearly everything
— about him. I wasn't in love with somebody who really wasn't there, some-
body I'd made up.

Robert: 1 think you were. Probably we always are.

Olwen: Then it's not so bad then. You can always build up another
image for yourself to fall in love with.

Robert: No, you can't. That's the trouble. You lose the capacity for
building. You run short of the stuff that creates beautiful illusions, just as if
a gland had stopped working.

Olwen: Then you have to learn to live without illusions.

Robert: Can't be done. Not for us. We started life too early for that. Pos-
sibly they're breeding people now who can live without illusions. I hope
so. But I can't do it. I've lived among illusion —

Freda (grimly): You have.

Robert (with growing excitement): Well, what if I have? They've given
me hope and courage. They've helped me to live. I suppose we ought to get
all that from faith in life. But I haven't got any. No religion or anything. Just
this damned farmyard to live in. That's all. And just a few bloody glands
and secretions and nerves to do it with. But it didn't look too bad. I'd my lit-
tle illusions, you see.

Freda (bitterly): then why didn't you leave them alone, instead of
clamouring for the truth all night like a fool?

Robert (terribly excited now): Because 1 am a fool. Stanton was right.
That's the only answer. I had to meddle, like a child with a fire. I began this
evening with something to keep me going. I'd good memories of Martin.
I'd a wife who didn't love me, but at least seemed too good for me. I'd two
partners I liked and respected. There was a girl I could idealize. And now -

Olwen (distressed): No, Robert — please. We know.

Robert (in a frenzy): But you donjt know, you can't know — not as I
know — or you wouldn't stand there like that, as if we'd only just had some
damned silly little squabble about a hand at bridge.

Olwen. Freda, can't you - ?

Robert: Don't you see, we're not living in the same world now. Every-
thing's gone. My brother was an obscene lunatic -

Freda (very sharply). Stop that,

Robert: And my wife doted on him and pestered him. One of my part-
ners is a liar and a cheat and a thief. The other — God knows what he is -
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some sort of hysterical young pervert — (Both. women try to check an
him.) And the girl's a greedy little cat on the tiles .5 .

Olwen (half screaming): No, Robert, no. Th.ls is horrible, mad, Please,
please don't go on. (Quiter.) It won't seem like this tomorrow'.

Robert (crazy now): Tomorrow! Tomorrow! 1 t.ell you, I'm through. I'my
through. There can't be a tomorrow. (He goes swaying to the doo:'.)

Freda (screaming moves to Olwen and grips her arm): He's got a re-
volver in his bedroom.

Olwen (screaming and running to'the door): Stop, Robert! Stop! Stop!

d calm

For the last few seconds the light has been fading, now it is completely dark, ﬂ';el"e isa
revolver shot, a woman's scream, a moment's silence, then the sound of a woman sobbing,

L Paraphrase words and word combinations in bold types. Translate the
sentences in which they appear.

L. Explain what is meant by:

a match for her or anybody else present; you won't face up to real things;
that cracked brother of yours; fool's: paradise; you're busy building yourself
a fool's hell to live in; someone who seemed to me to represent some lovely
quality of life; you were getting very. sentimental and noble about her; in
love with somebody who really wasn't there; I began this evening with
something to keep me going; we'd ... had some silly little squabble; a hand
at bridge; on the tiles. = i A% - £

L. Respond to the Jollowing:

- 1.How do you understand the words:
not to be disturbed"? 2, What was Robert
was Stanton's opinion on the same point?

"The truth, like a sleeping dog, is
Caplan's view on Truth? 3. What
Comment on his words. 4. What

ATHHHOE MCClenoBanye study) weno-
BeYeckux Xapaktepog", (fhucy)
Omnako, kak o



HecoMHeHHo, eciimn paccMaTpuBaTth nbecy ¢ YucTo "TexHudeckon” CTO-
POHBI, MOXHO C yBEPEHHOCTBIO CKa3aTh, 4To 3T0 GliecTame HANMCAHHAS
nbeca. OCOGEHHO 3TO OTHOCHTCA K KOMNOBMLIMY — K ITOMY IHAMEHUTOMY
"TpIOKY co BpemeHeM" (time trick), k KOTOpOMY Tereph Mbl yKe NPUBHIKIHA
Nno MHOXECTBY noapaxauuh — ocobenno s KHHO, — HO KOTOpBIl BO Bpema
Hanucanua nbecsl (1932 r.) 6pin OIIC/IOMJIAIOUIMM HOBIIECTBOM, TIOBEPT-
IIHM B H3YMIICHHE 3pUTENICH, YnTaTenel u KpuTHkoB, ,

"Tpiok" 3aKmouaercs B Tom, 4To B TPEThEM AeHCTBUM, NOCNE TOro Kak
npo3sy4an pokoBo# BeicTpen Pobepra, Ha cueHe racuer CBET, NOC/IE Nnay3si
3@KUIaeTCA CHOBA, H MBI, BMECTE C repOAMH MbeChl, BO3BPAIAEMCA B TOYKY
BPEMEHH, B KOTOPO#H MBI OblIM B Hayase nepsoro aeficreua. Huawe rosops,
HA4aJio MepBoro ACACTBUA NOBTOPAETCA MOYTH COBO B CJIOBO — C HEKOTO-
PBIMH COKpAIICHUAMH. Mbl CHOBA BUIMM 3THX JO/IEH, TAKAX CIIOKOHHBIX H
CHaCTIIMBBIX: IpY)HAs MoGsAs ceMbsd H uXx Gnuskue apysss. Ho Teneps
MBI YK€ 3HaeM, YTO 3TO OOMaH, 4TO NoA Macko# ApyxemoOns H BOCIIHTAH-
HOCTH CKPBIBAIOTCA JIOXKb, IPE/ATENLCTBO M M3MeHa. Kaxknas ppasa mycroi
CBETCKO# Oecellbl 3BYYHMT Temneph ABYCMBICTEHHO, WOO 32 Hell CTOHT Ta
MpaBJia, KOTOPYIO MBI 3HAEM 00 3THX MOAAX M KOTOPYIO OHH XOTAT CKPHITS.
IT0T "TPIOK" NMOAYEPKMBAET H Yray6/seT OCHOBHYIO MBICIB Mbecsl. B 310
KOHUOBKE OKOHYaTeJIbHO CNajaloT Mackd. Mul Gonbine He BepuM mobes-
HBIM Y/IbIOKaM M JOKMBBIM CJIOBaM, €C/IH BCA Tbeca pa3obnavaer MOpanbHOe
najieHHe GONBIIMHCTBA ITHX JIOAEH, TO KOHIIOBKA MACTEPCKH NO{4EPKHBA-
€T ellie U UX JDKHBOe nuuemepHe. Takum oOpa3oM "4HMCTO TexHMuecKmil

npueM”, cnocobeTByeT Gonee ry6GOKOMY pacKpHITHIO XapaKTepoB H unel-
HOT'O COZIEpXKaHUA NPOU3BEJCHHI.

Discuss AND WRITE

L. Arrange discussions and round-table talks on the following.

1.The theatre is a "synthetic" art.

2. The theatre is one of the greatest kinds of art. Its appeal is immense.

3.What is a play? Amusement? Instruction? Just a story enacted on the
stage? t

4. The educational role of the theatre.

5.What are the main problems of play-writing?

6.The actor and the problem of play-acting.

7.Scenery and music. Their role in the play.

8.The theatre versus films and TV.

9.The theatre is rest, work and a festival occasion. A good play makes
one think: is it true to life? what should I have done in his place?

10. What evening entertainments do you enjoy?
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Write down a report giving interesting zl'nfor.'mation Concerning Vads
Hl'ans non-traditional types of the theatre in differen; Countrieg, .
tiona

[11. Render the text into English:
: KH CHIOXWIOCh, 4TO K MIOUKITY ¥ Hac Bceryg
Tak mcTOpHIEC " " ! OTHOCH-
JIHCh KaK-TO MPeHeOPEXHTENBHO, Kak K "HHIKOMY" XaHpy: 1ep HE Mepee
nepBbe MIOSHKITB! ObLTH MOCTPOCHB! HA KIACCHIECKHX CloxeTay Bonmre.
pa, Jluxkenca, Illexcrinpa. Ilpaponutenem Miosukia s 30-¢ TORBI Tageye
MpHRSTO CaMTaTh KoMMosuropa Jhkopwka I'epmBria, apropg "Tlopry
Becc". TlepBbie MOMYJIAPHBIE MIO3HKABI GBUTH CO3MaHbI Mo Texanam Tep.
WIBKHA, OJIHAKO 110 BOHHBI MPOGECCHOHAIBI CMOTPENH Ha MIO3HKJI, kak g,
3a6aBy. Tak MpoMO/DKAIOCh 10 TEX MOp, Moka B 1957 roxy Monozoi NHa-
mucT Jleonapn bepHCTaliH He HamMcan 3HAMEHHTLI MIO3HK "BCC'rcaﬁn.
ckas Hcropua". TBopeHne bepHcraitHa onpenenmo HECKOMbKO 0CHOBHE
PENeNTOB YJAYHOT0 MIO3MKNIA: 3aIIOMHHAIOIIMECH, XHTOBKIe Menomn g
mobOBHas HCTOPHS, KOTOpad, Kak MPaBHIIO, NOYeMY-TO 3aKaHYHBaeTCH Tpa-
rigeckd. Kpome Toro, x anemenram TCaTpa U 3CTpajibl B MIO3HKjIe J06aBy-
Jach Xopeorpadus: mocie A0BOJBHO H3BECTHOrO MIO3HKJIa "Okaxomga!"
(1943) nocranoBKko# WOy cTanu 3aHUMaTECH SHAMEHHTEIE GaneTmelictepy
— Xenen Tamupuc, Xannsg Xomm H, KOHEIHO ke, JIxepoM Po66mmc.
Bropoii Bcmreck MIO3HKI-0yHCTBa ciryqmncs 30 jer Hasaj, ocens 197]

P 10 Miiormy "apaMETPaM BIIONHE BIHCKBANNACE B KATErOPHIO Mio-
3una. ipyroe A0, 4TO cNIoBa Takoro B CCCP He cymecTsosaio. Iepssie
(Choe MiosHkny NOABIIHCE ¢ mpuxozoM B Jlenkowm Mapka 3axaposa
(Cﬂcmxm, "THJIB" (1974), a c-"eﬂOM, B 1976"'M, “3333113 0 cMepTh Xoaxuxa
E‘prf.m".) Haubonbwmit yepex p CCCP umen cnexrakns "FOnona" H
Asocs Aliekces P bIGHMKOBa, nocTasneHHEI# Ha cene Bee Toro xe JleH-
KOMa g ]98] mlly. .
3uxf ?0.:; ; OAu "Peﬂﬂlf'lﬂmuanucb MONBITKH CO34aTh OTeweCTBEHHbIH MIO-
maccuqecmﬂf xcl:w‘c'"”' ¢ I'ypuenxo, ®omerxo 1 CBHpH0BOH, ral;;e
MHHBIM, HO [y o noBkil Mio3uiy "Bonocsr", nocrasnennsiit CracoM 4
1a npoGnema; K:HH enekrain kOMMepueckoro ycnexa ne umen. Bo3HHK
P * MaK chenate miosnky nomynspueiM? B 1991-M pexcucct‘:?
HY y KOMHOSHTOP ﬂﬂym Croknoca NpHAYMAIH "Metpo".

18
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Mio3ukn 6bin co3nan B Bocroymoft Espone, npoiesn o6 Ha B
a BCKOpe COCTOANAch M npeMbepa B Mockpe, K Karky Ha Bponsee,

Oraa xe ctpactn no "Mer-
po" noyTHXJH, POCCHIO HaKpLIO BoMHOH "Hopa-Ocra",

Hy W, HakoHe, nocneauum "reoanem"
CKOTO 3PHTENs, CTala npembep
"Horp-lam ne [lapu": we nocn
CHITPANO Y4acTHe B cnekrakie B

(From Ogonek, Oct. 2002)
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TOPICAL VOCABULARY | ralriey afra

1.Musical genres (styles): classical nn:%innstrumental, vocal, cham-
ber, symphony), opera, operetta, musical, ballet, blues, jazz, pop, rock, folk

(country) music, electronic music, backg;o/und music, incidental music.

2.Musical forms: piece, sonata, drea) fantasy, guite, rﬁMy, solo,

duet,_tno, chorus. R Dy J5F b gy Lswrity

3.Musical rhythms: movement,'ipéika‘?wéltz, march, blues, ragtime,
swing, samba, disco, rock. Chersl t P

. 4.Musical instruments: string group: violin, cello, 3 guitar,

banjo; wind group: flute, oboe, clarinet, saxophone, bass6on: brass group:

' trumpet, French horn, (uba; percussion: xylophone, drum, cymbals, tambou-

rine; accordion, piano, synthesiser, acoustic, electronic instruments.

5.Music makers: composer, conductor, musician, soloist, Virtuoso, min-
=

" strel group, team, band, orchestra.
6.Music making: to write authentically Russian/Afro-American/etc.
Music, to compose, to arrange, to transcribe, to make music, to perform, to
improvise, to interpret, to accompany, to complete.
7.Musical equipment: tape-recorder, tuner, amplifier, player, equalizer,
(loud) speaker, turn-table, pov ) /f¢efutatents
.+ _8.Musical events: concert, recital, jam session, festival, competition.
P’} fj,/ ’9.Miscellany: mijor,(ﬂﬁ, baton, bow, drum sticks, under the baton,
Qy.” 4~ score, single, album, track, recor# jacket (sleeve), score, spiritual, beat,
_ /" video-clip, syncopation, harmony.

i U o (uu{cc:' (ﬁ\'ﬂl\'lﬂ
L7l db

k]

L Use the topical vocabulary in answering the questions. You may bring
in record jackets, tapes, and advertisements Jor concerts or programmes,
which depict current popular or classical music.

1. What musical genres do you know and what role does folk music play
in all of them? 2, What is meant by the terms classical or serious music,
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; d contemporary music? 3. Do you think .
pop rock, ’a”m;gd above are strictly separated or do ﬂleyﬂ;:, ecli'llffe@t
9 What genres do you prefer? 4. What role ;r;e N 56mme
want music just to make you happy or d:c Miusic
th your mood? How does it vary’ 5. 8 the
uld be given the same emphasis o suo' you
2 6. Of which instruments does 4 b';l;cnt:

such as ma - orchestra consist? What are the most popular instrumeng,
groups, k? 7. Why has the guitar bema"erypow]ﬂi:f
poP ot in recent years? 8. What is your favourite instrument? Can yoy
play it? Does it help you to understand music? 9 Who are your favourit
singers? 10. Do you like 0pcr_aS? Do you agree with the opinion that operas
are hard to follow while musicals are more up-to-date and easier to under-
9 11. How can you account for the large-scale popularity of rock? Is it
only an entertainment to young people or does rock music represent their
values? What values? 12. Why are some rock fans less interested in the mu-
sic of the past? Can you think of any similar examples when people at-
tracted by a new style of music forget about the past? 13. What do you
know about video clips? How do they affect music? 14. What do you know
about the International Tchaikovsky Competition? How often are they held
and on what instruments do contestants perform?
II. Give your impressions of a concert (recital) you have recently at-
tended. Use the topical vocabulary. Outline for giving impressions:
1.The type of event. 2. What orchestra, group performed? 3. Pro-
" Were the musical pieces well-known, popular, new, avant-guard,
6. What did critics

gramme
etc.? 4. Who was the conductor? 5. Name the soloists.
7. What impression

say about the event? Do you share their point of view?
did the event make on you? Was the event interesting and enjoyable? Did
you take a solemn oath never to attend one again?

111 Pair work. Make up and act out a dialogue.

1. You are at the concert of contemporary music, about which you ar¢
not ;e;yotn;wﬁ& Your friend tries to im'!:iate you in it. 2. Uk
W o ‘cannot stand rock music and he/she never listens

hgps vince him/her that rock music is important n your life.

' h:“:o talking on the telephone with your friend who wants 10 &
W“{ qu a;e a; piano recital. You are reluctant to join her. _ ,
Jazz sessions. Yo mmm jazz musician. But you never Pa‘ﬁqpmd_m

5. Your ;istermhas nd urges you to be more daring and try your hand at it
heard Glinka's Ruslan i‘:: come .back from the Bolshoi Theatre where she
joyed the opera, but yo bcMnﬂa. She tries to describe how much she eo-
: 5 You are fond ofu"!‘c h:.}lgm l::; Iig)t'.w:at lover of opera music, turn 3 t:elkafag"t

ot o e 4
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IV. The statements below express different

opinions. Imagine that they
are your opinions and change them into subjective arguments. Use the ex-
pressions showing criticism.

1."There is only one way to come to

understand music by learning to
play a musical instrument whether an ext

. ernal one like the piano or flute or
by training the human voice to become an instrument."

2."However good recorded music might be, it can never really take the
place of a live performance, To be pres

ent at an actual performance is half
the enjoyment of music,"
3."[ find I have to defend Jazz to thos

4."Some people prefer only classical music and find contemporary mu-
sic to be cacophony. "Stop being conservative," say others. "We need
something 'far out' to shock the audience."

5."The line between serious music and jazz grows less and less clear."

READ AND SPEAK

UNDERSTANDING MUSIC

If we were asked to exp
might be "to give pleasure"”
are other considerations,

We might also define music as "expression in sound", or "the expression
of thought and feeling in an aesthetic form", and still not arrive at an under-
standing of its true purpose. We do know, however, even if we are not fully
conscious of it, that music is a part of living, that it has the power to awaken
in us sensations and emotions of a spiritual kind.

Listening to music can be an emotional experience or an intellectual ex-

ercise. If we succeed in blending the two, without excess in either case, we

are on the road to gaining the ultimata pleasure from music. Having mas-
tered the gift of listening to, say, a Haydn symphony, the ear and mind
should be ready to admit Mozart, then to absorb Beethoven, then Brahms.

After that, the pathway to the works of later composers will be found to be
less bramble strewn than we at first imagined.

Music, like language, is a living, moving thing. In early times organized
music belonged to the church; later it became the property of the privileged few.
While the status of professional musicians advanced, amateur musicians
found in music a satisfying means of self-expression, and that form of ex-

lain the purpose of music, our immediate reply
- That would not be far from the truth, bqt there
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pmwionbmadmedmwopemmwefumndmm“yi

by the masses. Itisnolnwmhydmopuuat&umm
privately; that the first "commercial” operatic venture took place early in fhe
17 century, this leading to the opening of opera houses for the genery
public in many cities.

Bythemiddleofthe IQﬁM,mmwmu
more inspiration of their heritage. Iheﬁnrhdcombmmh
music of their country from the domination of "foreign" concepts and cop-
ventions. '

One of the first countries to raise the banner was Russia, which had
various sources of material as bases of an independent musical repertory,
Russian folk songs and the music of the Old Russian Church.

The composer to champion this cause was Glinka, who submerged
Western-European influences by establishing a new national school. But it
was Tchaikovsky who won widespread international recognition.

In early times instrumental music broke away from occasions associated
with sacred worship into secular channels. In succeeding generations m-
strumental players were engaged to provide music for vanous public func-
tions. Humble bands of players developed into small orchestras, these m
time to symphony orchestras. Later, orchestras of the café type assumed in-
creased numerical strength and more artistic responsibility, while "giving
the public what it wants".

For many generations Band Music — music played by military bands,
brass bands, and pipe bands on the march, in public parks, and in concert
halls f'gas held its place in public favour, especially in Great Britain.

At the turn of the present century American popular music was stll
clinging to established European forms and conventions. Then a mew
stimulus arrived by way of the Afro-Americans who injected into their mu-
sic-making African chants and rhythms which were the bases of their spir-
tuals and work songs.

One of the first widespread Afro-American influences was Ragtime, &s-
sentially a style of syncopated piano-playing that reached its peak about 1910.
Ragtime music provided the stimulus for spontaneous development of jazz.

In the early twenties America became caught up in a whirl of post-war
gaiety. The hectic period would later be known as the Jazz Era. Soon jazz
had begun its insistent migration across the world. While many self-
appointed prophets were condemning jazz as vulgar, and others smugly
foretelling its early death, some notable European composers attempted
weave the jazz idiom into their musical works. These included Debussy,
Ravel, Stravinsky, Shostakovich.

We are forced to contemplate the fact, that notwithstanding the
achievements of Debussy, Stravinsky and many others, the experience of

-

42



nusic in the western art tradition. refmains essentially unchanged, it's still
composed by highly trained specialists and played by professional musi-
cians in concert halls.

There was a time in the sixties when it looked as if the situation was
about to be broken up by a new and revolutionary popular music of un-
precedented and unexpected power. The so-called "Rock Revolution” began
in fact in the mid-fifties, and was based firmly on the discontent of the
younger generation who were in revolt against the values of their elders;
new musical values represented a negation of everything in the musical
world their elders inhabited — the virtual elimination of harmony, or at least
its reduction to the few conventional progressions of the blues, an emphasis
on the beat, new type of voice production owing much to sophisticated use
of amplification and simplification of instrumental technique.

There followed rapidly an extraordinary musical eruption based on the
percussive sound of the electric guitar, the rock'n'roll beat and blues har-
mony. We should remember that the Beatles, the Rolling Stones, and many
other of the early sixties leading groups based their music on that method.

Now what? In this technological age it is not surprising that electronics
should have invaded the field of music. This new phase has brought ex-
periments intended to give music of the popular genre a new sound. Though
many may be alarmed at such explorative tampering with-sound, it must be

admitted that the possibilities of electronically proeduced music are im-
mense. 352 .

L. As you read the text look for the answers to these questions:

1. What is the purpose of music in your opinion? Can music be defined
in only one way? 2. In what genres did the music develop? 3. What was the
Russian contribution to the art of music? 4. In what way did instrumental
music become engaged for various functions? 5. What created the develop-
ment of jazz and who facilitated the development? 6. How did the youth of
the 60-s respond to the highly trained specialist and professional music? 7.
In your opinion should musicians have musical training? Give your reasons.
8. What do you know about the Beatles and their contribution to the pop-
music world? 9. In your opinion how will the technological age through ra-
dio, television and video influence the world of music?

IL. Find in the text the facts the author gives to illustrate the following:

1.Music like language is a living moving thing.

2.Music may be used as the lines of communication between people.

3.Jazz does not cling to dance rhythms any longer, as the 20 century
European music reflects African rhythms,

IL Summarize the text in four paragraphs specifying the development of
I)opera, 2)instrumental music, 3)jazz and 4)rock. Add your own materials.
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IV. Below are the orchestra headlines advertising the brightes events in
the musical life of Philadelphia. Look at them, choose one and commeny
upon your choice.

The Academy of Music Celebrates 140" Anniversary

On Saturday, January 25, 1997, at 7:30 p.m., the Academy of Music's
140" Anniversary will be celebrated with a white-tie concert and ball, This
year the concert will be conducted by Wolfgang Sawallisch and wil fea-
ture soprano Sylvia McNair and violinist Nadja Salemo—Sonnenberg as
guest soloists. The festive program will include Tchaikovsky's Capriccip
italien; Mozart's Exsultate, jubilate; Mendelssohn's Violin Concerto; Jo-
hann Strauss, Jr.'s "Frithlingsstimmen" Waltz; and Josef Strauss's "Ohne
Sorgen" Polka. This highly anticipated evening has become an annual fa-
vorite for Academy of Music and Philadelphia Orchestra supporters and
enthusiasts. For more information, please call (215) 893-1940.

Special Chamber Music Benefit Concert

This year's Chamber Music Benefit Concert will take place on Wednes-
day, February 19, 1997, at 8:00 p.m. in the Academy of Music's Main Hall.
World-renowned baritone Thomas Hampson joins Maestro Sawallisch,
who will accompany him on the piano, for Schubert's haunting song cycle
Winterreise. This set of 24 songs, set to text by Wilhelm Miiller, is arguably
Schubert's greatest vocal opus. It tells the story of a wanderer who has lost
his love to another and thus has become disillusioned with life. This is not
the first time Thomas Hampson and Maestro Sawalisch have performed to-
gether. For the chamber benefit two years ago they performed Schumann's
original version of Dichterliebe. Tickets range from $10 to$50 and are
available at the Academy of Music box office or by calling Academy
Charge at (215) 893-1999.

Celebrate Valentine's Day with the Orchestra

For the second year the Philadelphia Orchestra will be celebrating Val-
entine’s Day with a special concert led by Conductor in Residence and
Principal Second Violin Luis Biava and featuring soprano Ana-Maria
Martinez and tenor Rafael Rojas in a program of arias, duets, and orches-
tra favorites. The program begins with Chabrier's Espasia. The second half
consists of three excerpts from Verdi's Lq traviata and Tchaikovsky's Fan-
tasy-Overture, Romeo and Juliet. Tickets for this romantic evening range
from $10 to $53 and are available at the Academy box office or by calling
Academy Charge at (215) 893-1999.

1997 Radiothon Changes Location
The 1997 Philadelphia Orchestra/WFLN Radiothon will take place from
Friday, February 21 through Sunday, February 23 at the King of Prussia
Mall, a new location this year. The week-end-long fundraiser, under the di-
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rection of co-chairs Despina Page and Doy
est for the Orchestra. It will be broadcast Jj

ll-wide activities, and on-gaj i i
performances, ma | ties, On-air auctions. Premium
containing lists of the lten}s will be available throughout the Phil:szll);gi:
region. On Saturday evening, the 22nd, from 7.11 p-m., Neiman-Marcus
will host a black-tie "Scavenger Hunt Night

" in their store featurin ,
tails, a dinner buffet, and dancing, for more informati g cock

10n about th '
thon or the "Scavenger Hunt", please call (215) §93-1956, b

New Orchestra Recording Is Released

Sony Classical has recently released a disc featuring cellist Yo-Yo Ma

and the Philadelphia Orchestra conducted by David Zinman, This recording,

Mr. Zinman's first with the Orchestra, contains cello concertos by Richard
Danielpour, Leon Kirchner, and Christopher

Rouse - all of which were
commissioned for Mr. Ma. The disc, titled Premieres, was recorded during
last year's blizzard after highly acclaimed subscription concerts in the Acad-

emy of Music. The CD booklet not only contains informative program notes
by Orchestra Program Annotator and Musicologist Paul J. Horsley, but also
excerpts from David Zinman's journal about the concert and recording expe-

rience during the biggest blizzard in recent memory. As Mr. Zinman wrote,
"Another crisis averted. Another victory for American music."

othy Scheurer, is on

e of the lare-
ve WFLN and will consist of li\ge

V. Paraphrase wordsand word combinations in bold types. Translate
the sentences in which they appear. _

THE STORY OF JAZZ
Albert Weeks / Robert Lugton

Jazz is America's contribution to popular music. In contrast to classical
music, which follows formal European traditions, jazz is spontaneous and
free form. It bubbles with energy, expressing the moods, interests, and
emotions of the people. Brash, uninhibited, exiting, it has a modern sound.
In the 1920's jazz sounded like America. And so it does today

The origins of this music are as interesting as the music itself. Jazz was
invented by American Negroes, or blacks, as they are called today, who
were brought to the Southern states as slaves, They were sold to plantation
owners and forced to work long hours in the cotton and tobacco fields. This
work was hard and life was short. When a Neg\ro diedthll'sy friends and rela-
tives formed a procession to carry the body to the cemete g

In New Orllzeans, a band oftel); accompanied the_ procession. On the ::f
to the cemetery the band played slow, solemn music suited to the b(:)c:aswaé
But on the way home the mood changed. Spirits hfted_. ‘Every ylad N
happy. Death has removed one of their member, but the living were g
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D |

i e band played happy music, improvising on bo
:;da:;::eﬁflody of ‘t)hcytunes presented at the' funeral. This r:ll:u:ite,::; ;n:ny
ryone want to dance it was an early form of jazz. But there were other int}l’z.
ences, too. j

Music has always been important in Negro life. Coming mainly fr,
West Africa, the blacks who were brought to America already possessedm
rich musical tradition. This music centered on religious ceremonieg i:
which dancing, singing, clapping, and stamping to the beat of , drum were
important forms of musical and rhythmic expression. As these people set.
tled in to their new life on the plantations of the South, music retained ijtg
importance. In the fields, they made up work songs. Singing made the hard
work go faster. And as people were converted to Christianity, they com.
posed lovely spirituals, which have become a permanent part of American
music.

Another musical form which contributed to jazz was the blues, Blues
songs, such as W.C. Handy's "St. Louis Blues," always describe something
sad — an unhappy love affair, a money problem, bad luck. To this day, the
expression "feeling blue" means being sad or depressed.

In fact, there was hardly any activity or social event that could not be set
to music. Weddings, births, christenings, funerals, picnics, parades — all had
their musical accompaniment.

All of this became more important after American Civil War (1861-
1865). By then the Negroes had gained their freedom and were ready for a
new type of music, one that would reserve their musical traditions but be
fast and happy to express their new-found freedom. They wanted something
they could play as professional musicians for both black and white audi-
ences. Jazz was the answer. It combined themes from Negro work songs,
spirituals and blues, set to a fast beat, with the musicians improvising as
they went along, like the funeral marching bands. But one element was
still needed to make this music popular - a city.

Jazz needs bars, cafés, and dance halls, and it needs people in search of
uninhibited entertainment. These conditions were provided in the honl‘cy-
tonk” section of New Orleans, a busy seaport on the Gulf of Mexico, during
the day this city was businesslike; at night it wanted fun.

New Orleans, having belonged first to France, then to Spain, then t0
France again, was very cosmopolitan and sophisticated about entertain-
ment. When the city passed to the United States in 1903 as part of the Lou-
isiana Purchase, a tolerant view of vice was part of its history. By tho
1900's, New Orleans had become a commercial and trading center for the
world. Ships of every nation docked there, and in the evening the sailors

" The honky-tonk part of a city is where the bars, cafés, and dance halls are located.
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A SOKI oA large army camp nearby algo visited the c;
jooking for fun. New Orleans provided plenty of gaiety and brigh sy
disreputable district called Storyville, whic ghts in

h was filled with ba
halls, and bordellos. Each of these places had its own OTChesuarS;nga?h%
helped popularize the new music. Jazz was on its way. ) 18

In those early days the orchestras were small. The
seven instruments — a trumpet, a cornet, a clarinet, a
banjo, and a set of drums. Each was played by a spec
Baby Dodds played the drums, for instance, and King
music was not written down. In fact, much of it was i
To be good, a musician had not only to remember
able to invent new variations on the
makes songs like "Beale Street Blues," "Basin Street Blues" (both named
after streets in New Orleans), and "When the Saints Go Marching In" so ex-
citing. They were never played exactly the same way twice.

Jazz belongs to the people, but popular taste is changeable. Jazz had to
keep up to date. Over the last half century it has changed many times in
form, style, and tempo. Each change added something new. In today’s us-
age, "jazz" includes not only Dixieland, the original name for this music,
but also bcpop,;_ progressive jazz, swing, and boogie-woogie. Rock'n'roll,
while not strictly a form of jazz, is nevertheless an outgrowth of it. All are
imaginative and improvisational, with great freedom in harmony and in-
strumentation. The late jazz pianist, Jelly Roll Morton, summed up jazz as

"playing more music than you can put on paper."

Yy usually consisted of
piano, a trombone, a
ialist, a real virtuoso,
Olive the cornet. This
mprovised on the spot.
his part but also to be
spur of the moment. That is what

L. Answer the questions:

1. What is America's contribution to popular music? 2. What does jazz
express? 3. What did jazz sound like in the 1920's? 4. Who invented jazz?
And where did they come from? 5. What accompanied the procession car-
rying the body to the cemetery? What music did they play? 6. What hap-
pened on the way home? What did they improvise? 7. Why did New Or-
leans become the center of jazz? 8. What instruments did the jazz orchestras
consist of? 9. What does the definition of jazz, given by Jelly Roll Morton
mean? Do you agree?

IL Explain the meaning of the words in bold type. Note down these
words and make up your own sentences with them.

I11. Pair work. Discuss in the form of dialogue one of the following
ideas: 1) jazz is rather separate from other kinds of music, if only the per-
former knows what's being played; 2) it's not the cqr;n{:oser. but the per-
former who makes a good piece of jazz; 3) jazz has influenced many kinds
of modern music, particularly pop which still borrows from jazz its beat, its
singing style and its improvisation; 4) I've kept myself respectable and dig-
nified on my appreciation of jazz.
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IV. Render into English:

B Mockse ¢ aHiunarom rpoiies BTopo#t 610308b1i bectusan, Efes pj]
sener. HecMOTps Ha TO, YTO MMEHa YYACTHHUKOB Gbix NpakTHYecky Hem-
BECTHBI PANOBOMY Ji0GHTENI0 6111034, 3an JIBopiia Monoaexy TPH g no,a:
pan Gbin HAOMT MO/ 3aBA3KY — HHKTO HE XOTEN ymycTuTs PEAKYIO BoMox
HOCTh MOCJTYIIATh XXHBLEM HACTOAWMMK YepHbIH 61103,

OrxpeiBann pectunans "Bpatea Xonmesl" uz Hsio-Hopka, MCTIONTHAR-
e THNHYHLIA soul Ha ABa MM Ha TPM ronoca. AHcam6io Jluna Bpaﬁana,
HanpoTHB, Gonbie 6bl MOAOLLIO OKPYKEHHE ITHO-POKOBOro becTupang: oy
HCTIONHAN PEJIKYIO ‘He TOJBKO /Ul pOCCHHCKOro Cymmaresis MY3bIKY 3aiige.
Koy (zydeco) — B He#l KyJbTypa nepBhIX (paHITy3CKuX nepecenenues Jlyy.
SHaHBI MepeIUIe/iaCh ¢ HErPUTAHCKHMH M MHAEHCKHMU TpaguumamMu. Ho pe-
THHHbIE JHOOHTENN 611033 NOXHAAIKMCE CBOEro 4Yaca. OH npo6mi, korna ma
CueHy B 6i03-6aHy "Tlioxue HoBocTH" (The Bad News Blues B
u ero sugep Jnunusi# xon Xanrep (Long John Hunter). I'panyn 3Hep-
THIHBIH TeXacCKui 611103, B KOTOPOM Ay3T TPYGHI H TEHOpP-CakcodoHa Ha-
CTOJIBKO YE€TKO NOANEPXKHBAJ CONbHbIE ()parMEHTHI BOKAIA H THTapHl, 9To
o0masd kapTHHA 3BYYaHHA MNOXONWIA HAa HIEAIBHO CIOKEHHLL puzzle.
IpusHaHHLI "KOPOJB 3amaHO-TEXacCKoro 61o3a" 49epe3 roa pa3MeHser
BOCEMO# JIECATOK, HO 3HEPIHH JAEAyIIKe He 3aHUMaTh. MeHHoO ero Tary-
9Mi, HECTIEMHBIA 0/II03 CO CBHHTYIOIMM COJIO TUTaphl packadan myGmuky
A0 COCTOSTHHA HAaCTOSIIEro CeiImua.

(From Expert, Oct. 2000)

SYMPHONIC CINEMA

The brilliant director Sergei Eisenstein understood the significance of music in
film. When he recruited composer Sergei Prokofiev for Alexander Nevsky, he
wrote a new chapter in the history of the cinema.

TONY THOMAS checks the score.

By the time he came to score Alexander Nevsky in 1938, Sergei Proko-
fiev (1891-1953), and a number of other serious composers as well, were
adept at providing films with music. Prokofiev in 1934 had himself wrtten
the score for Lieutenant Kijé, a brilliant satire on Russian history, Wh“‘l_"
like Nevsky, would have an afterlife as a concert suite. Four years previ-
ously, Shostakovich scored the first of some thirty Russian films on which
he worked over the years, And in England, France, and America, esteer_nef:
composers like William Walton, Arthur Bliss, Darius Milhaud, V“fg’r
Thomson, and Erich Komgold had proven the cinema a valuable venue 0
modern composition.
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Films have always needed music. Right from the start it was obvious
hat even a s0lo pianist could alter the impact of the flickering images with
app,-opriate melodles' and rhythms. .A.S the quality of film improved, it be-
came even more obvious that an original orchestral score could become the
unseen partner in playing upon _the emotions of the audience. The major
productions of the last years of silent film needed music almost as much as
photography; Abel Gance knew this when he hired Arthur Honegger to
score his Napolion in 1926. So did the producers of Ben-Hur that same

year, when they required William Axt and David Mendoza to supply music
for every second of its more than two hours' length,

With the coming of sound-on-film, attitudes towards the use of original

background scoring changed. Most producers felt audiences would now
wander where the music was coming from. Max Steiner proved them wrong
with his score for King Kong in 1932. He knew that film was not entirely a
visual experience, that an audience is moved as much by what it hears as by
what it sees. The trick is to write music that is felt rather than heard, and his
score for Gone with the Wind (1939) provides further evidence. It sets the
scene, delineates the characters, establishes the moods, and provides a co-
hesion that might otherwise be lacking. Sit through Gone with the Wind
without its score and find out. Or Alexander Nevsky. B

That most brilliant of Russian filmmakers, Sergei Eisenstein (1898-
1948), the man who virtually invented the art of movie montage, was well
aware of the need for a vibrant score for Alexander Nevsky — and he knew
who he wanted to write it. Eisenstein had made himself invaluable to Soviet
Russia with his The Battleship Potemkin (1925) and October — Ten Days
That Shook the World (1927), and he wanted to come up with a film that
would celebrate a glorious episode in the history of Russia, namely the vic-
tory of the Grand Duke Alexander over the invading Teutonic Knights in
1242. Two years previously, Alexander had defeated the Swedish army on
the banks of the River Neva, for which he won the honorific name of Nev-
sky. A film about him, Eisenstein was advised, would do nicely for the up-
coming Eighteenth Party Congress.

Eisentein waited for Prokofiev to return from his extensive tour abroad,
which concluded in May of 1938. Prokofiev had by this time been advised
by the Soviet cultural commissars that he should write music that was both
accessible to the people and a credit to the country. Nevsky seemed the per-
fect vehicle and the composer was pleased to collaborate with a man he
greatly admired. Film composers are more often than not the last ?rtlfsi:lms
called in, with little opportunity to give opinions on the structure of a dm.
Bernard Herrman once said he sometimes felt like a mortician required to

: : with Nevsky. Prokofiev was
cosmetize the corpse. This was not the case , s otk
given individual scenes as they were shot and he discussed thg scoring
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: d suggestions. Eisenstein was also willing ty ,4:
e &ﬁ:ﬁfn to fgi% the rhythms and melodic nature Ofgth: ;‘;Jsl;it
o edmn%lm cOmpOSers, this is a luxury they only dream about, .
For most o one had any knowledge of what Russia or Teutonic mygj,

S:;c‘:iel;e 700 years ago, Prokofiev and Eisenstein dt?cided that the My
Sounld be purely imaginary and employ contemporary instrumentatiop, The
wou 1s should be as authentic as possible; what_ was heard should be dra-
:Eltliially emotive. Prokofiev wrote thg score rapidly and, as soon as it wag
finished, adapted it into a symphonic cantata based on seven principal
scenes from the film. The work was first performed by the Moscow Phjl-

harmonic Orchestra and Chorus in May of 1939, with the composer cop-
ducting.

In Nevsky there are no doubts about who are the herqes and who are the
villains, nor could there be. Prokofiev emphasized the dlffeFences quite de-
liberately. He gives the German invaders heavy rhythms, with strongly dis-
sonant tones in the brass. The Russians have the warmer phrasing of the
strings, with melodies much more consonant, even folk-like. The first
movement, "Russia under the Mongol Yoke," is a somber prelude, setting
the history of desolation caused by the invasions of Mongol and Tartar
hordes. In "Song about Alexander Nevsky," the chorus sings in noble tones
about heroism of the man who defeated the Swedes. "The Crusaders in
Pskov" is a grim Latin chant, with almost brutal orchestral accompaniment,
in which the chorus conveys the warlike nature of the crusading Teutonic
Knights and their hypocritical righteousness.

The cantata's most celebrated movement, "The Battle on the Ice," begins
with tremolos to evoke the morning mist over frozen Lake Chud. A distant
muted trombone announces the approach of the Germans, and their Latin
chant clashes with phrases from the Russian song of defiance. The thematic
material intermingles as the two armies become locked in combat.

A mezzo-soprano is the solo voice as the orchestra intones "Field of the
Deac}," a lament as a Russian girl mourns the dead while searching for her
'S'urvwing lover. Gradually, a feeling of patriotism transcends the sorrow.

Alexander's Entry into Pskov" brings the cantata to a triumphant close as
the chorus and orchestra merge in a hymn of victory.
Pmﬁizc:v'nder Nevsky has long been considered a classic Russia_q film, with
Sy rs tlslcore recognized as one of the most vital compositions SO far
derioak ths rfxi Z;rgen. It madq hun. the obvious choice when Eisenstein un-
g deint o les: of all his epic films, Ivan the Terrible, on which he
g grimas y;ars of his life, from 1 942 to 1945. But for all the
quite able to match B s of Ivan, _Ilelth(?r Eisenstein nor Prokofiev were
the spiritual and visual impact of Alexander Nevsky.
(From Stagebill, Winter 1997)
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. paraphrase words and word combinations in bold types. Translate the
ces in which they appear.
5enfl¢;" Explain what is meant by:
1 'sergei Prokofiev, and a n_umber _of othgr serious composers as well,
adept at providing films with music. 2. Films have always needed mu-
“’fml [t became obvious that an original orchestral score could become the
Sltée;n partner in playing upon the emotions of the audience. 4, With the
lf:;mmg of sound-on-film, attitudes towards the use of original background
;con'ng changed. 5. The trick is to write music that is felt rather than heard.
6. Bernard Herrman once said he sometimes felt like a mortician required to
cosmetize the corpse. 7. In Nevsky there are no doubts about who are the
heroes and who are the villains. 8. Gradually, a feeling of patriotism tran-
scends the sorrow.

I Ask at least 10 questions to the content of the text. Be ready to give
VOur OWn answers.
~ IV. Make up a dialogue explaining the function of music/sound track in
films.

THE ORIGIN OF ROCK'N'ROLL

The term "rock'n'roll" is believed to have been the concoction of a disc
jockey in Cleveland, Alan Freed, in the 1950s. He was a dynamic personal-
ity who was not content to sit back while a record was being played, some-
times he sang along with it, sometimes he would beat out the thythm of a
song by banging his hand on a telephone book. His preference was for
songs with a strong beat to them, which he soon began referring to as
“rock'n'roll," a phrase he had lifted from the lyrics of one of the numbers he
used to play.

But rock'n'roll was not born in the 1950s. It dated back two decades be-
fore then, to the so called rhythm and blues songs which came out of the
fields and shanties of the south. This was a vigorous, swinging music with
strong accentuation which the Negroes used to play and sing, into which
they would interpolate wails, groans and exclamations, and which they

would render and release under the category of "race records".

Among its white admires and practitioners, thythm and blues was now

ng called rock'n'roll. The large companies did not fail to note that some-
times with far-reaching implications was occurring, that a complete new and
different market had suddenly opened up for them, that of white teenagers
with money to spend and cager to spend it on their favorite records. Lﬂrfle
Companies now began to take over some of the rhythm and blues pieces al-
ready recorded by the blacks for small black companies and reasslugn them to

the white performers. This procedure came to be known as "covers".

51




The real opening gun in the rock revolution was fired in the 1955 with
"Rock Around the Clock” (Max C. Freedman and Jimmy DeKnight). It was
written in 1953 when it went unnoticed. In 1955 Bill Haley and The Com-
ets recorded it for Decca. This release also found only a limited audience,
Then the same year the song was used by Bill Haley and The Comets on the
sound track of the motion picture "Blackboard Jungle”, a drama about ju-
venile delinquency and an attempted rape at a vocational training school of
a 4

my, following the release of the "Blackboard Jungle”, "Rock
Around the Clock” acquired a new relevance for young people as an im-
pression of their own feelings of rebellion. This was their song, about the
world they had never made and in which they often were strangers.

Bill Haley became first of the rock'n'roll idols. He always insisted that
though Alan Freed might have baptized the new music as "rock’n'roll”, and
was the first to promeote it, that it was he, Haley, who was its founding fa-
ther. Certainly, Haley developed some of the distinctive features of early
rock. From rhythm and blues he took more of the rhythm and less of the
blues, using the hammered beat and emphasizing rhythm with his guitars
and drums pounding over melody. Heshcmtedmﬂ]crﬂaansanghlslyncs
his singing more percussive than vocal.

From country and western, he borrowed the ballad tradition the simplis-
tic attitude towards melody, the guitar, and repetitions phrasing. He also
hifted what was useful to him from pop-music, mainly his preference for
tzlking about dolls, angels, dreams, and the moonlight. Also in the tradition
perpetrated by later rock groups, Bill Haley and the Comets was the small
ensemble that sang to its own instrumental accompaniment and depended
for its emotional force shrieking sonorities, heightened and intensified by
electric amplification.

Rock’n'roll, as first realized by Bill Haley, was a combination of rhythm
and blues, country and western and pop- and that is the way it would remain
even zfier its techniques and methods became more sophisticated.

Structurally it favored a 4/4-meter made up of 8 notes accented on the
ground and the fourth beat. Sonority and rhythm were basic. Rock'n'roll was
loud music — probably the loudest ever conceived. Its irresistible and impla-
cable rhythmic drive, that never lost momentum, contributed further to its
overall excitement.

It was music of protest. The young related to it because they were in
ferment, protesting not so much against the evils of society (that would
come in the 1960s) as against the moral and ethic standards of the estab-
lishment.

Rock’n'roll became the first music to be written by youngsters, and to be
directed exclusively to youngsters. The subject selected for rock treatment
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were things the young were vitally concerned with. Sex was a favorite
theme, dealt not with romantic illusions of their elders, but realistically and
implicitly. Teenage love, frustrated love, broken love - aij also offered
choice material to rock numbers, and so did current fads,

(Abridged from Ewen D. All Years of American Popular Music, 1987)

1. Paraphrase words and word combinations in bold types.
the sentences of your own.

Il. Organize the following vocabulary into the two semantic fields: 1)
singing; 2) instrumental playing:

to emphasize; to beat out the rhythm; to interpolate wails; groans and
exclamations; shrieking sonorities; to intensify (singing) by electric amplifi-
cation; to accent on the ground and fourth beat; to echo one another; to add
vocal support on chorus; to supply harmonies; to sing the lead.

IIL. Music that is soft and slow, such as lullabies, suggests a quiet,
peaceful mood, while music that is loud and fast suggests a buoyant, active
mood. Arrange the following adjectives in two groups of antonyms, ac-
cording to the mood different songs may evoke:

calm, restful, happy, dreamy, mysterious, self-pitying, intimate, sad,
somber, festive, joyful. g

v

a) You may often hear somebody saying 'I like the voice of this singer.’
Can you describe the voices of the singers you know, using the words give
below:

deep, gentle, soft, fresh, clear, lyrical expressive, nasal, guttural, hollow,
resonant, gruff, harsh, raucous, husky, mellow, metallic properly/ not prop-
erly placed.

b) The rhythm of a song can be defined in different words. Study the list
of adjectives and use them in the sentences of you own: :

assured, distinct, crisp, regular, irregular, dense, scattered, impatient,
regular dance, abrupt, jaunty.

¢) Select from the box the words, which best describe the music from the
point of view of:

Mood - thoughtful, aggressive, intimate, calm, restful, happy

Melody - sad, dreamy, mysterious, buoyant, active, strong, tuneful

Rhythm - expressive, emotional, lilting, catchy, restless, assured

Beat -~ distinctive, light, heavy, impatient, abrupt, jauaty, €r¥p

Tempo - irresistible, driving, steady, ongoing, definite, strong, siow,
solid, quick, swift, moderate, fast, meditative.

d) ?S"tudy the list of phrases below. Choose the phrases you "Z{a:'izf
while speaking about: manner of singing and playing: stage pres .
singer vs audience.

Use them in
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To introduce 2 fresh style of melody, of harmony, of iyt ¢ o
originality; to have an outburst of new sounds; to establish one's OWnriZtam
tity; to adopt conventional rock star personae; to arrange music; t, presen-
an entertaining stage act; to satisfy audlenc'e tastes; to tend to be dctachem
while singing; t0 meet the tastes of the audience; to put emphasis riign ed

ift emphasis from drums to bass; to establish contacy ;lcf‘}f

expression; t0 shi
the audience; to be backed by drums; to be rough and careless of melody; to
establish ...rhythm; to achieve variety of sounds; to supply 3°°°ﬂlpanimém.

to borrow old tunes; to us€ familiar verses in new contexts to present 3 Py
ied repertoire; to present an unusual interplay between vocal and guitar- 1,
echo one another; to sing with high-pitched whoops. ’
V. Listen to the song "Yesterday" by McCartney and answer the questions:
1 Who is on lead vocal and what instruments accompany him?

2 What mood do the melody and lyrics evoke?
3 What instruments contribute to this effect?
4.Can you describe the person speaking?

5 What kind of love is depicted in the song?
6.Is the love story told emotionally or with a tinge of detachment?

7. How would you describe the interaction between the singer's voice and
instruments in the song?

8.Can you say something about the title of the song?

VL Render in English: A

Jleto 1965 roa 6UIO MEPETIOMHEIM B HCTOPHH POK-MY3bIKH. M3 TaHle-
BaNbHOM, pa3B/ieKaTeIbHOM OHa CTAHOBHWIACh CEPHE3HBIM uckyccrsoM. Ha-
3peBIIME NepeMeHbl OJIMLETBOPUIA, B 9aCTHOCTH, aMEpHKaHCKad rpynna
"The Byrds", ofHa W3 MpeACTABHTENBHMI TAK Ha3bIBaEMOro "poka 3ana-
soro nobepexsa”. Eca "BATIZ" BBEIH B POK-MY3bIKY HEOXHIAHHO HOBBIC,

cexcne hopmsi, To "The Byrds”, crief0BaBIIHE B CBOEM TBOpYeCTBE HOTH"
HOBBIM CO-

seckum TpaguumaM bo6a [unana (Bob Dylan), oGoraTiiH €¢
AepXaHueM, KOTOPOe TOT4aC B3SUIH Ha BOOPYXXEHHE NECATKH ring e
OTKpOBEHHO NpeTeH0BABIMX HA "MHpOBOC ]‘OCHOﬂmO" B Poxe YacTtb
1MX KO/IEKTHBOB ellie HelaBHO OLLTM 38€3%aMH Hbio-flopkckodl @OIC
CLEHBI, HO BO3HUKAIM U HOBbIE, TAKME, KaK JIOC-arKeecckad rpynnd
Doors”, menno B 3101 nepuon Bo6 J{unaH cMEHHI aKyCTHIOCKYIO .
Ha 3NEXTPUYECKYIO, CTaB THOHEPOM HOBOTO CTHIIA — (oNIK-poKa.
12 butns”, pasymeercs, He MOrIH OCTAaThCA B CTOPOHE OT ITHX nePeMeﬁ-
0k140pa B JIOHAOHE OHM MPUCTYIIIHK K 3aMHCH amb6oMa "Rubber 50%
:Gol:a:ewmmro Ha4aJ10 HOBOH (ha3kl He TOJIBKO B HX TBOPE
po y3uKalLHOH KylbType BooGILe. Boe KOHKypHpYiOLHe aBTops!
HHHreB Rojll:::nfgé ocwluc: AANeKo ros3aju. ngtrawberry
Field Forevey 1o 028 "Butas" pumycrwmn Hoselll CHEV o oppre-
. Komnosuuns smectuna B ce6s Bech HaKOIIEHHE!

cTBe, HO H B
H HC-
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 ONBIT crynuitioit pabotsi. Han weit paGotanu Gonee nsyx mecsues. C
70 LM HOBBIM nyGneM aparwkHpPOBKa MECHH YCNOXHANACK, NO6ABAATHCE
xaﬂf‘e HHCTPYMEHTBI, aKyCTHYECKHE M JNIEKTPOHHBIE HPdeKTl. Hosatop-
Hoae npHeMbl B ApAHXHPOBKE, OTPOMHOE 1O TEM BPEMEHAM KOMMYECTBO
Cxicmosanumx B 3QMMCH CEHIIH-HHCTPYMEHTAIMCTOB, CaM B3rNA] Ha cTy-
0 KaK Ha MY3bIKATbHBIH HHCTPYMEHT, HMEIOWIMH NPAKTHYeCKH Heorpa-
jHaeHHBIE BO3MOXHOCTH, — BCE 3TO MOATOTOBWIO Ciymatenel (M cammx
Myauxama!) K MOAB/CHHIO MEPBOr0 B HCTOPHH POK-MY3BIKH KOHLIENTY-
amsoro anbboma "Opxectpa Kiyba Onuuokux Cepnen Cepxanra ITenme-
pa” ("Sgt. Pepper's Lonely Hearts Club Band"),

M3 Beex KOMINO3MIMI anbboMa HanGoNbIIee BHUMaHKE NPHBIEKIA NIO-
crennas — "A Day In The Life". B 3amucu yuacrsosan cHMpoHrIeCcKuit
opkecTp 43 40 MY3BIKAHTOB, NPHIMIAEHHBIX JUIA CO3NAHHA YHUKANLHOTO
HapacTAlOMEro 3BYKOBOTO Balia B Cepe/MHe KOMIIO3HIMH M NEpe] 3aKimo-
qHTEeNbHEIM (OPTENBSHHBIM aKKOPOM. DTOT aKKOpJL B H3BECTHOM Mepe AB-
N9eTCA CaMOLCHHBIM MY3bIKAIBHBIM NPOH3BENeHHeM. McronHeH oH B Je-
cath pyk: Prnro (Ringo Starr), Tlosom (Paul McCartney), [xosom (John
Lennon) 1 Manom OBancom (Mal Evans) Ha nuanuHO M xopmxem Map-
tHHOM (George Martin) Ha ¢pucrapmMoHuu. I[TponomkuTensHOCTH ero 3syya-
HUA — 42 CeKyHIBI.

(From Studenchesky Meridian, 1991)

Discuss AND WRITE

L Do some research and write a composition or an essay on:

1.The development of music in the multinational country (Russia, the
USA, Canada).

2.What music do we need watching a film?

3.Write a persuasive letter giving details about the pleasure of playing a
musical instrument.

4.Explain the pleasure of music-making.

3.Do you like classical music? Give your reasons. _
6.Contemporary music. Explain the role of it in our life.
IL

a) Give the Russian equivalent for the following English proverbs and idioms:
1.He who pays the piper calls the tunes.

2.Don't take your harp to the party.

3.Have (keep) somebody on a (or the) string.

4.Play upon somebody's heartstrings.

5.Be one's own trumpeter.

6.Play first/ second/ third fiddle.

b) Explain in English the meaning of each proverb.

¢) Make up a dialogue or a short situation/story illustrating one of the
proverbs.
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PART IV. TELEVISION

TorIcAL VOCABULARY

| Television: TV; telly (collog.); the box (BE); the tube (AE),
TV-set: color TV-set; video; VCR (videocassette recorder); VTp (’v }:;’rtablc
sette player); DVD (digital videodisk); DVD-player; cable televisjo:]_eocas-
lite television; network; national channel; private (commercial) cl;:atel-
viewer: viewing; peak viewing hours; prime-time; theme tunes; TV a4 dl}nel;

2.0Operating TV-set: to switch on/off; to turn the sound up/dow:]‘_’t.
switch over/to change to another program/channel; to watch telcvision’- ttg
see smth on television. !

3 People in Television: to be in television; announcer; newscaster; an-
chorman/woman; presenter; TV reporter/correspondent; commentator; in.
terviewer; guest speaker; showman/woman; quizmaster; cameraman; ed’itor'
producer; technician; soundman; a program crew. ’

4 Programs: daily, weekly, monthly program/show; a regular character
of the program; a regular feature of the program; the news; current affairs
program; special report; factual reportage; live footage; a live broadcast
program,; talk show; discussion; panel discussion; interview; documentary;
children's program; educational program; wild/nature life program; sports
program; the weather report/forecast; game show; quiz show; library film
(=archives material); television play/film; serial; sitcom; soap opera; TV ad-
vertisement; commercial; video clip.

5.Television Techniques: to broadcast; to do a live broadcast; to be on
the air; to go on the air; to be on TV (What's on TV tonight?); to appear on
the program (as a participant); to show smth/smb on TV; to cover events;
news coverage; a successful television coverage; to record/tape/videotape;
recorded/taped program; to do a TV show; sound track; sound effects; mi-

crophone; mike; monitor; screen time.

L. Translate the following sentences: £

1. Between its daytime and early-evening audiences, the "Wheel ©
Fortune” game show is seen daily by at least 43 million viewers, more than
any other program. 2. Enhanced with higher prizes and bigger budgets than
ever, game shows are blossoming on independent stations in the aﬁemﬁ:
and on network stations in prime-time. 3. "Soap opera" is Fm-rently s
versally accepted slang expression for daytime television serial or dm;-n;;e
4. "General Hospital” is a popular afternoon soap opera, perhaps onelotake
longest running productions in American TV history. 5. Som porp ise it
to public, or noncommercial, television for better programming bec:ath the

ams. 6. W1

emphasizes cultural, informational, and educational progr
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appearance of cable television, there are now not only programs, but whole
stations that specialize in certain kinds of programming; there are channels
devoted exclusively to news, sport, weather, and popular music.

1. Explain what is meant by:

1. Satellite television 2. Peak viewing hours 3. Anchorman 4. A Program
Crew 5. Live footage 6. Talk show. 7. To be on TV 8. Tobe in TV.

Combine the above given words and word-combinations into sentences
of your own.

IIL. Using Topical Vocabulary give a TV program review. Consider the
following aspects:

e Type of the Program;

¢ Channel/Time;

e Target Audience (Age Group);

e Content of the Program;

* Program Crew (Presenter/Showman);
* Sound and Visual Effects, Setting;

e Aim/Message of the Program;

¢ General Impression. '

READ AND SPEAK

- THE STORY SO FAR

The idea of a machine able to broadcast both sound and vision goes back
to 1875. But it wasn't until 1926 that a Scottish engineer turned the idea into
a practical reality. Now, his invention dominates the modern media. This is
its story. ‘

John Logie Baird produced the first television pictures just eight years
after the First World War. They were in black and white and were not very
clear, but he had proved that the principle worked. Early sets made in the
years Baird's breakthrough cost as much as a small car and not many were
sold. Soon, though, his original system was improved and in 1936 Britain's
first regular TV program went on the air. "Here's Looking At You" was
broadcast by the BBC from north London's Alexandra Palace studios twice
a day for a weekly budget of one thousand pounds. But Great Britain wasn't
the only country producing programs. Other European nations, including
Germany, were also involved in the early days of television. As, of course,
was America — and it's there that the real TV revolution began after World
War Two. :

US television boomed in the late 1940s. Commercial stations began to
open in almost every city, and national networks made programs which were
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seen from coast to coast. One of the American networks - CBS .. even deve|
oped a colour service as early as 1951. Two years later, TV took another im:
portant step when it covered its first major international event .. the corong,
tion of Britain's Queen Elizabeth II. It was the first time that g worldwide
audience of millions had seen history take place in their own homes,

By the end of the decade, TV culture was rapidly becoming a fact of Jife
on both sides of the Atlantic. Even so, it was still a very young medium ..
lots of people didn't have sets — and many experts thought it wouldn't last,
That all changed in the 1960s and 1970s, though, as television started to
satisfy the public's desire, not just for entertainment, but also for rapid, ac.
curate information. As more and more sets were sold, the importance of TV
news grew quickly. After all — what other medium could show you live - a5
TV did in 1969 — Neil Armstrong's first steps on the moon?

Since 1980 there have been four major developments, The first i8 video,
which has given viewers the power to control what they watch and when
they watch it. These days, fifty per cent of homes have a VCR and millions
more are being sold.

The second is satellite TV. Thanks to direct broadcast satellites, dozens
of new channels are available to anyone who buys a receiving "dish". Many
of these new channels specialize in one kind of program -- news, sport, car-
toons, music, movies.

The third development is cable — a system of hi-tech wires, which pro-
vides even more channels... at a price. Cable also makes it possible for you
to communicate through your TV, not just the other way round.

Fourthly, there's HDTV (high definition television), which now offers a
much clearer and more realistic picture than was possible even a few years ago.

What is there left for TV to achieve in the future? The answer to that is
two-way communication. Modern technology means that twenty-first cen-
tury television will be linked to computer data-banks. This way viewers will
be able to ask questions (via remote control) about what they are watching
and the answers will appear on the screens. This idea is called "hyper-
media” and is still at an early stage. But the hyper-media revolution could
happen sooner than many people think.

L Answer the following questions:

1. When did the idea of broadcasting both sound and vision first occur?
2. What were the major milestones in the development of TV before World
War 11?7 3. How did TV develop in the USA after the war? 4. What was the
first international event to be covered by TV? 5, What are the possible fu-
ture achievements of TV?
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 Winfrey's terms

* - = ¢ach other with murderous intent before the scree

Read the newspaper article taken from The Observer
ing attention to the peculiarities of newspaper
publication seems remote think about the topicali
Rupert Smith, a British journalist:

HOW LOW CAN WE Go?

(Feb., 1999) pay-
style. Though the year of
ty of the issue presented by

) warned that US
chat shows are now so extreme, somebody might die on air. We
. for ourselves, if one of the new breed, Cheaters — a hidden camera expose of un-
faithful spouses — makes it onto our screens

Who says there's nothing good on te

most powerful person in show business' we're in for some serious enter-
tainment in the not too distant future.

'We will see sexual intercourse on
television', predicts Oprah Winfrey, 'and | would not be surprised if one
person actually kills another.'

ilingblankvideos,bewamedﬂxatthisisjust
war of words between America's chat-show queen

e, she claims, T am in disbelief about things that are hap-

we go?' Pretty low, one Imag-
mes, judging by the poor commercial results of previo

us attempts to clean up.
Last year, The Jerry Springer Show — now hardly the worst 'offender’ in
— staged an experiment. Guests participating in di ion
along the lines of T'm Sleeping with Your Lover' were shown '

n went blank, only to re-
appear with security guards pulling them apart. The good intentions
flopped as The Jerry Springer Show dropped seven per cent in the ratings. _
The solution? Springer reintroduced the violence. o RAtYEMLie £ leprna,

All of this professional in-fighting masks deeper concerns about the
moral effects of America's addiction to Sensationalism. The nation's news-
papers are full of stories about the pernicious influence of talk shows. Two
teenage brothers in Miami, charged with sexually molesting their eight-
year-old sister, claimed that a Springer show on incest had inspired them.
Four schoolgirls in New York beat up their teacher when he refused to al-
low them to watch another show in class. ‘

As usual, the moral panic is underpinned by hard economic concerns.
Oprah Winfrey, who made her mark with outpourings of raw emotions
from both guests and host, i§ trying to distance herself from the 'vulgarity
circus' because the networks are getting nervous. Shock TV scares off ad-
vertisers. It's not as if Winfrey does not have another fish to fry: hef_ com-
Pany produces hugely sucgessful moral-uplift TV movies such as Daw:'.'l and
Lisa ( a romance between two teenagers in a mental hospital), and she's just
@e" | 59 ) 2
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.. P Lo lecile typdectrine
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lly any more? According to 'the
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signed a deal with the Disney sponsored cable network Oxygen Media to
provide entertainment aimed at female audiences. With projects like these in
the pipeline, it makes sense for Winfrey to get out of the bear pit of TV talk~—

It's easy for British viewers to congratulate themselves on the fact that

homegrown TV has never sunk to such depths. True, we have our own
Oprah wannabes — Vanessa, Trisha, Esther — but they never go too far. We
can watch the American practitioners in action but we tend to watch down
our long British noses. Our biggest chat shows are still reverential or
ironic. The guests, generally speaking, remain seated. They are usually ce-
lebrities. Real’ people in Britain don't have such colourful problems as their
US equivalents, or if they do, they tend to keep them quiet.

All this could change, however. More and more American formats are
making their way onto our airwaves, the latest being the 'pure unadulterated
adultery’ of Cheaters, a hidden camera expose of unfaithful spouses filmed
through keyholes by their furious partners who then leap into the action and
start pulling hair. A deal is in the pipeline for a British version of the show,
which, given the current appetite for 'real-life’ entertainment, seems like a
sure-fire winner. It sounds unlikely, but consider this: Candid Camera, Mr
And Mrs, and Blind Date all came from American formats and have defined
Brtish primetime entertainments for decades. It could happen here. =~

While it's sex and violence that terrify Americans, British audiences get
more worked up by the ethical implications. It's an old chestnut that large
numbers of telly addicts can't tell the difference between fiction and reality,

_berating soap actors in the street — and while that's largely to do with a

~ willing suspension of disbelief, the US trend for on-screen psychodrama
takes the phenomenon one-step further. Because this kind of entertainment
sn't fiction. True, the participants are goaded by their hosts, encouraged to
scream and swear and fight but, however fake it seems, most of the situa-
tions are genuine. Cheaters really does catch married men with other
woman, then lets the wronged wives loose on them. Springer always remind
us that these people are not actors. 'The show is a sanctuary for the vast
number of people who don't have all the words,' he says, adding a surprise
social conscience to the agenda. And action, in Springer-land, always
speaks louder than words. ) nopronsR [cizge

Z hoxi'f’)ltf‘a f\.) ,"!_.Cir‘e{h'o “ .
L. Paraphrase the bold-type words and word-combinations, pay a spe-

cial attention to the idioms.
IL The article describes some of the TV programs which are also shown

in Russia. Which of them do you watch? If you don't watch any of them ex-

plain the reason.
ILL. What is your attitude to the fact that American formats define Rus-

sian primelime entertainment?
IV, Comment on the title of the article.
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Read the text and discuss the relationship of the commercials and the

PRODUCTS AND COMMERCIALS

Take any commercial with a simple message, repeat it again and again,
and the product, if it's good, will sell, even if the spot is mindless and an-
noying. It's fixing the name of the product in the consumer's mind with a
quick, catchy phrase that's important.

The moral, delivered, is plain: "Ladies, who've learned-buy..." This is
very much the rule for women's portrayals in thirty- and sixty-second spots.
They occur with alarming regularity during the daytime hours, when sta-
tions may sell up to sixteen commercial minutes an hour.

You are probably quite sure that commercials have absolutely no effect
on you. Maybe they don't. But a shaken agency copywriter told me the first
word his child spoke was "McDonald's". Make no mistake about it: the cu-
mulative effects of commercials are awesome. An endless procession of
commercials on the same theme, all showing women using household prod-
ucts in the home, raises very strong implications that women have no other
interests except laundry, dishes, waxing floors, and fighting dirt in any
form. Seeing a great many such advertisements in succession reinforces the
traditional stereotype that woman's place is only in the home.

Ask anybody in advertising why commercials still show the little
woman bumbling around in a fearful daze, and you'll find the answer is al-
ways the same: "Because our research tells us it is so." Agencies devote
hundreds of thousands of dollars to find out who's buying their client's stuff
and why. And it's not just Mom up there on the charts and graphs. Market-
ing researchers dissect and analyze the buying habits, educational and in-
come levels of every member of the family. They even know what we do
with our leisure time, and how much God we've got. Life-style data — ac-
tivities, interests, opinions — have proved their importance as a means of
duplicating the consumer for the marketing researcher.

The theory, quite simply, is to get inside women's heads in order to get
inside their pocketbooks. Fact-finding specialists are retained at grand sums
to commune with the natives and document their particular buying habits.

(Excerpted from Literary Portraits)

Answer the following questions:
1. What do you think of TV commercials? What commercials are ap-
propriate in your opinion?

2. Do you believe that commercials show you the truth? Are i
influenced by commercials? 4 et

3. Do you usually sit through commercials? If not, why?

4. Do you think commercials ought to be permitted hibi
children's TV shows? v Do R B
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Most commercials use some form of advertising gimmicks which qre at-
tempis to convince the public of the worth of a product. They want to infly.
ence the public and sway opinions so that the public will buy their products,
Here is a list of gimmicks or 'tricks of the trade' study it attentively and ang.
lyze any TV commercial from the point of view of gimmicks used in it.

* Use an attention-getting technique. Ex. a song, a jingle, a dialogue, a scene,

* Reject the other brand by a demonstration that proves your brand is
superior or condemn the other brand in some way.

® Associate your brand with something of value, or something
acceptable to society. Ex. "Mothers love X soap." "X soap smells like 2
spring day."

* Have a respected or well-known person testify that your brand is the best,

* Convince the public that your brand is the best because the everyday
person, ordinary people, use the product.

* Insist that everyone uses your brand, and if you do not use it you will
feel left out. | |

® Try to convince the viewers that they will be more beautiful,

handsome, more adored, etc. if they use your brand.

® Choose illustrations or facts that present only the best side of your

product. Do not mention any negative points or side effects.

CHILDREN AND TELEVISION

"Children and Television" is an issye about which teachers and parents
are naturally very concerned. Consider the Jollowing and speak about the
effects of television on children: ‘

1. Does television have mostly a negative or positive influence on
children? 2. How does the television experience influence a child's language
development? 3. How does television stimulate children's curiosity? 4. How
does television influence the ways parents bring up their children? 5. How
does watching TV influence the child's abilities to form human
relationships?

Render the article in English:

Jles Slkonnes

KTO BYJET JIIOBUTh JETEU?
Cllllall THXaA H He3aMeTHAanA K&TﬂCTpO@& HALUEro TeJieBHACHHA

Yro-10 KapAMHANEHOE Npou3oLUIO ¢ BEAYLIMMH JETCKHX mporpamm. A
TNOMHIO: KOraa-T0 y HUX GbUIM COBCEM ApYyrue rojioca W JMua. Hanpumep,
AC CHX Nop He Mory 3a6bITh, kak, yBhl, ymeAwui ot Hac Cepreit CynoHes B
KakoM-T0 NMOHEPCKOM Jiarepe NOMIOBK PEATBHONO MALAHA H O YeM-TO ¢
HuM GanaGonmn. Mmenno Ganabomun, He xanes BPEMEHM, H® HEpBHHYAA
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oTTOrO, 9TO MapeHeKk He cpa3y BpyOwsics, wero uano. Y ou MOMy4WI, 4TO
xoTel: MaJbYHIIKa OCO3HAN, YTO HHYErO CTPALIHOrO He MPOMCXOMMT, 4TO
sabKa-TO CBOM, M TAKOE BhIAN — MANO He nokaxercs. U a, netckuli muca-
reib, KPOTIABIIMH B Te BpemeHa cueHapum mis "Byaunsuuka” u "Cnoxy-
mek" ¥ NOXOXHM 06pasom GanaGonusiumit ¢ peGaramu sa BHICTYTUICHHAX B
mKoNax, CIyliain 3TOr0 BEAYIIEro W 3TOro nauaHa, MPoCTO 3aTauB JbIXa-
pwe. Tam OBUIO BCE HEMOANENBHO, HECLIEHAPHO — HHTepeC K pebenky, unTe-
pec peOeHKa H, ECIIH XOTHTe, ero mo6oss. Hy a kak elne MOKHO OTHOCHTE-
¢d K YCJIOBCKY, KOTOpBI# Ciiymaer Te6s ¢ oTKphITHIMH IMa3aMu, yOlaMu #
aywoit? Hu noma, HY B mKone, HE OT APY3eli 31010 He MoXIEmBes. TO Ke
MOXHO CkasaTh u 0 Cepree Cronapose, nomyispHoM Toraa Beaymem "Jler-
CKOTO 9Yaca”, KOTOpHIH OTHOCHICA K CBOMM cobecenHmkaMm YBaXHTENBHO
ACTHKATHO, ! €IIC O HEKOTOPLIX APYTHX, HMEH KOTOPHIX Ceif9ac He MOMEHIO,
MOTOMY 9TO HX, K COXAJCHHIO, JaBHO HET Ha JKpaHe. PAIoM ¢ 3THMH Be-
AYUIHAMH NCTH Ka3aluCh HEOPAMHAPHEIMH, a MOPOii NpocTo GarcTanm!

Tak noyemy jxe TakHe MporpaMMel ¥ TaKHX BeyIHX MOBBIMENIO C Tele-
BHICHHA? A BMECTE C HMMM H TakuXx jetei? Eciiu ¥ NosSBISOTCS Ha 3KpaHe
"mpoGneMHsie” NETH, TO BeAymMe HX.IECMOHCTPHPYIOT, HY... KaK JFOOOMEIT-
HBIE 3KCNOHATHI. A [eNo B TOM, 9TO mMeHwics PUTM — B riobansHoM,
[HMBITH3AIHOHHOM CMBIC/E 3TOro ciosa. Hemmue KJIMII mpaBat MHDPOM,
HAAM CO3HAHMEM. JTO 3aMETHO BO BceM. U, moxanyii, camsrii KaTacTpo-
$maeckuit npumep, MybTHKH. KCTaTH, OHA 3aHMMAIOT OYeHs NpHIHYHYIO
AomO B NeTcKkoM Bemanmu. CpasHmre PUTM nyymmx oTedecTBeHHBIX
MYJBTQHIEMOB H 3alaJHBIX KHCJIOTHBIX MyJnbsTCepHanoB. Ecna B "Bapex-
ke", wm "Yebypamke", mm "38 nomyrasx" Mel HaGmopamd, kak TEpOH @ie-
PEXMBAIOT, OOMKAIOTCA, BOCXHIMAIOTCSA, Y/IHBJIAIOTCS, TEPAIOTCS, BONHYIOT-
Cd, CTPAjialoT, TO YTO MOXHO YIJAETh B MEJLTCIICHAH KaCTPaTOroNOChIX
OHOMB3BWIMHHBIX NIEPCOHaXEH MyTIbT™MBLIA? JIeHCTBHE M ele MILTHOH pas
AcficTBre. [ MOTHBHPOBOK OTBEACHBI IOJIM CEKYHI.

Y cosnareneii 3TOro NpoAykTa TONBKO OJHA 3aNa4sa — 9TOOB JeTH
CMOTpENIM He OTphiBaAch. Hy 4TO X, OHH Npo¢eCCHOHANBLHO €€ BHINONHAIOT,
npespamas repoes B Aepraiomuecs aeranbku PUTMA. Jleram HpaBurca:
CMOTPETH JIErKO, BCE MOHATHO H HEYTOMHTEJLHO, MHOIO 3a0aBHBIX WIHO-
THKOB. 32 repoeB OHH HE NEPEXUBAIOT: KAK MOXKHO MEPEXHBATH 32 JETalb-
ku? Ho paHblue Te xke AeTH BOCNPUHHUMAIH NepoeB MYJIbTOHILMOB KAk XH-
BBIX, HACTOAIIMX, BcamjenwmHelX. 51 BaM Oosbiue Ckaxy: OHH noO-
npexHeMy MOGAT OTeHecTBeHHbIE "Nepe)XHBaTe/bHbie" MyNbTQHIBML, [
4yBCTBAa M 0Opaski, 3 He AeHcteua W peduexcel. Ho cMoTpaT HepaHo-
napanuTuyeckue 3anaanbie. [I0OTOMY 4TO OHH COCTPANAHL B TOM cofnas-
HurensHom PUTME, k KOoTOPOMY OHH YXKe JaBHO NPHBLIKIH. "

A He 3HaI0, YTO MPOMCXOAMT C AETCKOH NCHXHKOH NPH NPOCMOTPE ;‘:}
YbTPa3BykoBOH MyJIbTMYpPhl — HaZeioCh, OHA caMa ce0d 3almmMuiaeT.
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MOXXHO TaKkxe, YTo ee Bpel B Mope nonobHoit npoiykunu, KoTopas noma-
AaeTcs NETAM Ha Iuasa, HesHauuresieH. Ho B ueM a1 ypepen - Tepsercs nep-
CrniexTuBa. JIeTH OTYYaloTCs OT XYAOMKECTBEHHOCTH M MCKPEHHOCTH B MC-
KyccTBe. OHM JYMAIOT, YTO 5TO M €CTh HCKyccTBO. M koraa nogpacryrt, ¢
TaKHM Xe MOHHMaKKeM 6yayT nornowats Buaeocepuasl, rae KyabTypucT
B HabenpeHHOM MOBs3Ke, KPACOTKA B MUHU-IUKYpE U 06A3aTe/IbHbIA HErp-
IIYTHUK MOYAT B JUKYHIVISIX KOJIAYHOB, 30MOU M APYIHX.

Hy u 9710 ToNKy 00 3TOM CHOBa roBOpHTSH, cripocute Bhi? [Ipouecc-To He
OCTaHOBUM. JIafAHO, 3TOT HE OCTAHOBMM, HO CYLUECTBYIOT JKe U JIpyrue rpo-
neccsl. Harama JlepxaBuna, GeccMeHHbiit pepakrop nepenaun "Crokoi-
HOM HOWM, Manbimu!" pacckaseiBaia, YTO OAHAXAB XpIOUIM HENEMO He
ObUIO Ha dKpaHe, Hy COBEPIIEHHO CIy4aiHO Tak BBILLIO, 10 HEAOCMOTPY.
Mope 3sonkos! Teicsun nucem! Heyxenu Xpioma 3a6onen? Coobumre
HaM O ero 3poposse! ECTh (paHaThl M y KYKOI, U Yy Tejenepenay, eciid OHu ¢
"geNnoBeYecKHM JHLOM". Takue nepexxuBaHus TpeOYIOTCA AETAM, HO OHH HE
MOTYT MX motpeboBats. B moboM ciyyae 04eHb TPYAHO 3TH TpeboBaHus
BBIIIOJTHATH, TIOTOMY 9TO 00O pyKOBOAMTENb HAa TENCBUAECHHM, €CIIH OH
npodeccroHa), 0043aH YIUTEIBATh PEHTHHIU. A T€ OJHO3HAYHO MOKa3bi-
BAIOT: 94eM PUTMHYHEE, YeM spue U OeCCMBICTIEHHEe, TEM CTa0uibHee yc-
nex. V Gojiee MEIJIEHHBIX ¥ QYIUEBHBIX ACTCKHX MPOTrpaMM PEHTHHIH Bce-
raa OymyT mmke. Ho 310 He 3Ha4HT, 4TO 6€3 HUX MOXHO 0OOHTHCE.

Hano 1M B u3HH OBITh 0COOSHHBIM, €CIIM 3TO TENEPh HUKOMY HE HHTe-
pecEo? He mydine jim, kak Ha TEJIEBHIEHMH, YIOBOJLCTBOBATHCA TEM, YTO
Thl 00BEKT 9bero-1o cueHapua? KoHedHo, s yTpHpyio, HO He CIEeLHaNnbHo, a
noToMy, 9to "Yimna Ce3am", eciii BAyMaThCs, M €CTh KapuKaTypa Ha HOp-
My. A 3pHTENH-IETH IPHHAMAIOT ee U MONoOHbIe e 3a YHCTYI0 MOHETY. ¥
HHX B OTJIMYHE OT B3POCJIBIX OTCYTCTBYET TOT KYJbTYPHBIH U COIMAILHBIMA
KOHTEKCT, KOTOpBIH NMOMOTraeT 3al0UTHUTLCA OT arpecchy ycpeaHeHud. s
3pHUTENEH-B3pOCIIBIX 3Ta arpecCud HE OMacHa, 3aT0 M3 MX XU3HH YXONUT
OJIHO M3 CaMBIX YHUCTHIX M MPEKPacHBIX HACIAXICHUH — TaJlaHTOM NETCTBA.

He 3pa10, kak BaM, a MHE y)KacHO MHTepecHO HabmonaTs pedeHka B TOT
MOMEHT, KOI'/Ia OH €le He MOHMUMAET, 4TO Ceiuac CKaKeT; HO BOT-BOT MOM-
MET. JTO MOXO0XKE Ha NETEKTHB: BpoAe Obl HUYEr0 HE MPOMUCXOAHT, HO TH
4yBCTBYELIb HEMBICIUMOE HanpshkeHue. JIume 6 HuKTO He Memal. H Be-
Aymuii — B NEpBYI0 o4epedr. OAHAKO 3pUTENb, KAK H3IBECTHO, IOJOCYET
KHONKOH. Moxer, "nepexusaresibHbIe" NporpaMMsl MOKA YTO HENOCTATOU-
HO yOeuTeNbHbl, 4T00B! 3pHTENb roIocoBan 3a HAX. Moxer, koraa-Hubyns
KOMY-HUOY Ak YAACTCA COBMECTUTL YCNEIIHO NepecTpanBaloluii co3HaHue
nereii PUTM u HenopjenpHylo 3Moumio, Ho aToro ke Moxer u He Cly-
YHUTECA, €CJIM Ha JKpaHe He MOABATCHA JIOJM, KOTOPHIC MO CKIOHHOCTH Xa-
paKTepa M TaJaHTa XOTAT Y3HATh, YTO TaM y HOro BHYTpH, Y 3TOro yHH-
KanpHoro cosmanua no umenu PEBEHOK. Korophe moGar ero Bo Beel
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e: ero UIyTKH, OOM/BI, MBICIH, BONHeHHe, Korna-ro — KOrma met ca-
noﬁgo; n JpUTETAMM — HaM 3T0 GbII0 BakHo,

pUIM 3
MH

(Abridged from Ogonyok Ne 40 Oct. 2002)

1. Team up with another :student, .s:ingle out the main arguments of the
th;?r as they are presented in the article,
“ 11. Formulate your own opinion.
11 Summarize the article in English,

Discuss AND WRITE

L Express your opinion on the following:

1.Do TV programs present a realistic picture of Russian life? Why or
why not? o fed |

2.Do you think television is an effective baby-sitter?

3.Should children have unrestricted use of the TV set?

4 How important is ‘watching television in another language when you
are studying that language? |

5.Think of your earliest TV memories. How has TV changed?

6.Do you think some people are influenced to commit crimes because of TV?
7.What kinds of shows do you and your family usually watch?

8.Do you usually watch TV
9.What kinds of TV shows

10.How can we change Russian TV’
of our time?

11.Do you think public broadcasting i"s""'cli'iﬂ‘érent from privately owned
broadcasting? |

12.Can you do other things when you are watching TV? What do you
usually do?

13.Do you think the news programs on TV are accurate? Are some bet-
ter than others? Why?

14. TVhasa responsibility to report all the facts, no matter who may be hurt
15 .Television is more harmful than it is beneficial for society.
IL Read the Jollowing quotat

ions and expand on them in the form of es-
S0y expressing either agreement or disagreement:
* "Television

was the most revolutionary event of the century. Its im-
Portance was in o]

ass with the discovery of gunpowder and the invention of
the Printing Press, which changed the human condition for centuries after-
ward, With television, humanity would no longer sit on the front steps and
chat or gather i the parlor to see if human friction must brighten the even-
lng. Frorn.now on people would hunker in dim rooms, alone or in silent
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e o a3 i i ——“

groups, which is the same thing, watching pictures flicker on electronic fiy.
niture." (Russell Baker)

e "Television is a medium of entertainment which permits millions of
people to listen to the same joke at the same time, and yet remain lone-
some." (T.S. Eliot)

e "Television is for appearing on — not for looking at." (Noel Coward)

* "Television is a device that permits people who haven't anything to do
to watch people who can't do anything." (Fred Allen)

e "Television is the first truly democratic culture — the first culture avail-
able to everybody and entirely governed by what the people want. The mogt
terrifying thing is what people want." (Clive Barnes)

e "Television is an invention that permits you to be entertained in your
living room by people you wouldn't have in your home." (David Frost)

e "Television has lifted the manufacture of banality out of the sphere of
handicraft and placed it in that of a major industry." (Nathalie Sarraute)

PART V. INTERNET

TOPICAL VOCABULARY

1.Computer: home/personal/portable computer; screen, keyboard,
mouse, (compact) disk; (laser) printer, VDU (monitor), scanner, digital
camera, server; user/advanced user, user-friendly; online; network; file, fa-
vorites, options, facilities; electronic ‘sources; memory; bug/virus; com-
puter-literate (illiterate); desktop, laptop/notebook; hacker; slash; back-up
copy (an extra copy on a floppy disk).

2.Hardware: central processing unit; modem; hard disc; floppy disc;
CD-ROM (Compact Disc Read Only Memory).

3.Software: programs; data; routines; word processor/word processing
(writing letters and reports); spreadsheets (a program used to enter and ar-
range numbers and financial information); databases (programs which allow
you to store, look at or change a large amount of information quickly and
easily); graphics (the pictures and symbols a computer program can pro-
duce).

4. Internet connections: the Internet; provider; browser; ¢-mail, mail-
box; chat room; home page; network address.

5.Computer using: to store/analyze information; to make calculations;
to set up a program; to optimize; to find folder; to customize; to be avail-
able, to arrange; to access; to click; to crash; to freeze; to open a new/an
existing document; save the data in the document; to print; to copy; to cut;
to paste, to download; to install; to connect; to disconnect with/from.
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A BRIEF HISTORY OF THE INTERNET

To realize what the information revolution holds for the future, it is es-
' b

sential to understand t'he tech_nology s t-ievelopment, Internet is an abbrevia-

fon for internetwork' — which gffectlvely means a network of computer

networks. A comguter netwo.rk is tv&_ro Or more computers connected to-

gether using a variety of media — a piece of wire, telephone lines, radio or

catellite — enabling them to communicate and exchange information.

In the late 1960s, the US military created a network of computers so that
in the event of a nuclear strike at a single site, the computing and communi-
cations systems would still be able to function. As an increasingly large
aumber of US universities became involved in military research, they were
also connected into this network as a means of sharing information and
communicating. When the threat posed by the Cold War diminished, the
network connecting the US universities split from the military network and
began to grow at an astonishingly fast rate. In the UK, academic institutions
also recognized the importance of being able to share the data they held on
computer and the communication facilities offered by computer networks,
and a system called JANET was created by academic institutions.

Slowly, as intercontinental communications systems were developed, these
national networks became interconnected. Today, we have a global network,
comprising millions of computers — and it is doubling in size every year.

WHAT IS THE INTERNET AND WHAT DOES IT PROVIDE?

Until the early nineties, the Internet primarily provided electronic mail
and similar services. As facilities, they were only accessible to people with
enough computing knowledge to use the systems.

But the development of user-friendly software and the reduction in con-
nection costs means that anyone with the right equipment may have access
to the vast array of data and services provided by the Internet.

Much of the information stored on computer by academic and some
commercial users is available on the Internet via information servers. These
servers are computers with software which enables users to search for and
retrieve information from the global network. _ _

As the Internet's popularity grew, so did the problem of dealing with
more users, This led researchers at the practical physics laboratory in Swit-
zerland to create a new kind of system (the world-wide web or WWW or
just W3) which provides a document-oriented view of computing, 81“11:1%
users formatted text and graphics instead of simple menu Lists. The “éozﬁs_
wide web links together a 'web' of documents that can be su:c:esse_ﬁi - the
tributed across several networks and continents. The task of nav1gatn:ir .
web is made much easier by provision of software which allows a u
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select documents and information servers via a graphics and text-baged
screen driven by mouse and keyboard. The system allows seamless naviga-
tion of the global network and information databases.

WHAT INFORMATION IS AVAILABLE?

Think of virtually any subject and you can almost guarantee that some
information is available on the Internet,

The range includes: newspapers; international affairs; sport; computing:
music; religion; films; art; tourist guides; weather; academic information;
interactive discussion groups ... and the list goes on.

How do I get onto the Internet? Commercial organizations and individ-
ual users will need to purchase the Internet access from one of many service
providers. The Internet can then be accessed using special software via a
modem and a telephone line.

But if a user is based in an academic institution, Internet access is usy-
ally available via a national network, which in the UK is called JANET.

What does the future hold? The Internet is growing rapidly and there are
very few controls on what information can and cannot be presented — and
some commentators have linked it to anarchy.,

Recent initiatives have sought to increase the scope of the network to
encourage commercialization and popularization of the Internet.

With increased bandwidth and a managed infrastructure there will be no
limit to the type of information and services that will be available to users.
You can expect to have Internet links at world to provide commercial com-
munication services and at home for leisure use.

Services that may become commonplace include real-time video
conferencing (already available on some high speed networks), home-
shopping, interactive TV, video on demand, home banking and video te-
lephony. Some claim the Internet will have as great an impact on society,
work and leisure as the first mass-produced printed media.

L. Ask as many questions as you can to the content of the text. Discuss
the problem of the future of the Internet in pairs.

IL. Translate into English: :

1.MnTepHeT ~ BceMHpPHaA KOMNBIOTEPHAs CETh, MO3BOJIMIOWAN €8 NO/Ib-
30BaTCNIAM I0JY4UTh AOCTYI K OTPOMHOMY KONNHYECTBY HH(OPMALHH.

2.4106b! HAYATH N10/1B30BATHCA MIHTEPHETOM, HOOCTATOMHO HMETH nocTyn
B CETh, B KOMIILIOTEPE A0MKHA ObITh YCTAHOBIEHA CTIELMATBLHAN TIPOIPAMMA.

3.Haitrn nyxuyio uidopmaumio B cetn Unrepuer, ¢ oxxoit CTOpPOHEBI,
1pOCTO, C APYro# CTOPOHBI - CNOXHO. Jliobas nouckosas cucrema GHICTPO
BBIAACT GONBIION CNUCOK CETEBBIX AJPEcoB, HO BAM NOTPeGyeTcs MHOTO
BPEMEHH, YTOOBI ITOCETHTH BCE CTPAHMLIbI,
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4.meXTPOHNAA TOUTA = Cambilt Guictppiit y HOCTaTOMHO g1y
criocol MEPENAN HHPOPMALKK Ha soGoe PaccTonmpe, Ilocra'roqu: }?m
jaTh MOUTOBBIH AWHMK B ceTH Hntepuer, y ya Baur 3se 4
JyT MPUXOSHTH coobuienus, ¢ KOTOpbIMK M

KTPOHHBIN appec 6v.
0XHO paGorar py
o6BHON KOPPECTIOHAEHIMEH,

OpynoBanus
quTh HX pabory.

. Using Topical Vocabulary render the Jollowing information in Russian:

Types of Electronic Sources
Universities and colleges throy

ghout the world have moved qy; kly i
the past few years to expand their computer technology, They h?;: n?aéz
such sources easily available to students, too. The follo

: wing are the maj
sources of computer-based information, § are the major
1. CD-ROM:s.

2. Internet.

3. Home computers,
4. E-mail.

.to or altered e
advantage of CD-ROMs is that the
an individual computer system,
formation is inserted in the co
used on a CD player. This is
are referred to as portable. O
a network or as part of e-ma

Xcept by the original programmer. The
Y usually do not require installation into
Instead, the compact disc containing the in-
mputer much like a selection of music that is
the reason that such computer-based resources
ther non-portable sources are accessed through
il communication.

Do not forget, however, you must keep reliable notes after you have
downloaded materia], Perhaps this sounds difficult and cumbersome affer
the ease with which you have accessed your other sources. But you still
need to transfer material to another computer. Therefore, keeping a good
record of your disks is necessary. Then, when you need to retrieve your re-
search and write your paper, you can refer to these notes to make the best
use of the material you have gathered. _ .

One way to kce);) track oig disks is to use those same bibliographic carg;
with shortened notes of what you have saved, whether from the pmﬁf : -
a disk, Why this extra step? Because you can save yourself glﬁe \:to et);aer
begin to write if you have your index cards briefly noted ant eI())the%wise,
as one separate file. It is never necessary to ta'.ke complete notes.
using computer-based material will not save time.
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Downloading information from CD-ROMs can be especially helpful for
people who have a busy schedule. It is hard to find the time to spend at li-
braries along with classes, studies, employment schedules, and family
commitments. Downloading onto your own disk is a great time saver ena-
bling you to use a computer in your learning center or your own home com-
puter. Then you can find the material when you want to write about it.

THE INTERNET

The Internet is considered non-portable and is accessed through a net-
work of electronically based information available on an extensive network
of sources throughout the world. The Internet is a worldwide network of
computers connected by high-speed data lines and wireless systems through
which you can communicate. Established in 1969 as a military system, it
now allows individuals to communicate with corporations, schools, and
people who have an e-mail address or a home page on the World Wide Web
(WWW).

Internet services combine the use of audio, video, graphics, and text for
procuring information. In addition, Internet services offer translations from
one language to another. This can be accomplished with a simple click of
the right keys. For example, if the original material is in Spanish and the
researcher speaks French, the researcher can click on a translation from
Spanish to French.

Translations that offer such a choice for a multilingual student, however,
might be best accessed in English only. As a matter of fact, many multilin-
gual students find it helpful to read the material first in their native lan-
guage, but then to click on the English translation while making their notes
in English. However, there is an advantage to being multilingual if the mate-
rial is not offered in English. Then, by all means, use any resources you need.

The key to doing research on the Internet is to locate specific informa-
tion. Because the information on the Internet is so vast, and is always
changing, you will want to begin with a search engine. Here arc a few sug-
gestions for accessing the Internet and finding specific material.

1. Be as specific as possible. Let us suppose that you are looking for in-
formation about Frederick Douglass, an ex-slave who became a leader in
the movement to abolish slavery and a famous nineteenth-century writer.
Your next step is to enter two or three words to aid the search. You might
then write Frederick Douglass, abolitionist, 1860. Note: It is always wise to
check network addresses before each use because they change frequently.

2. Link your terms. Most search engines let you use connectors such as
and, or, not. If you want to limit your search to Frederick Douglass' work as
an abolitionist, you could list your request as follows:

Frederick Douglass, abolitionist before 1860.
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If your search is too successful: Sometimes your query will result in
' as of matches. Just remember that the best matches are listed first;
e to continue to visit additional sites once you have found the

3
ndreds

,'nfon'ﬂatio“ you need. |

FINDING INFORMATION ON THE WORLD WIDE WEB
To access the World Wide Web for research purposes you need software
called a Web browser. If you have your.own PC, however, you can also ac-
cess the browser that is built into the service's communication system. Li-
praries and learning centers offer this service as well. The advantage of
working at a learning center is that you can always find someone who can

guide you through the process.

DOCUMENTING ELECTRONIC SOURCES

Just as you may refer to another author's work to prepare you manu-
script, your readers may want to build upon your research for their writing.
Evaluating electronic sources and writing citations for these sources must be
as accurate and helpful as possible — not always an easy. task. A lot of in-
formation on the Internet is self-published; therefore, you should rely on
using authors or scholars who already have a reputation for accuracy and
whose work is known to be both relevant and recent. The authenticity of the
material makes the job of documenting it much simpler.

Still, finding the best: way to document electronic sources is more chal-
lenging than referencing .published material because the Web and TV and
other media sources are not as organized as printed sources are. When the
reliability of such material is difficult to establish, you can refer to the Uni-
form Resource Locator (URL) to check the network address. In using a
network address, you should also include the access-mode identifier (A,
fin, gopher, telnet, news), and after the first single slash, any relevant path
and file names.

<http://www.princeton.edu/-lancelot/> The MLA Style Manual also rec-
ommends using URLS in citing on-line works. Always use both printed and
electronic sources for the same citation, if this is available. _

Britannica Online. Vers, 97.1.1. Mar. 1997. Encyclopedia Britaanica. 29
Mar. 1997 <http:www.eb.com/.> : ,

Many Internet publishers try to offer the same information that pngt
sources do, but clear-cut organization does not yet exist. Some network ab -
dresses are used for such a short time that the address is no longer uged Y
the time the paper is reviewed; therefore, combining 'b°t.h prigt ana =2
locations whenever possible gives a stability to a writer's citations.
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READ AND SPEAK

Computers and Children

Complete the table with your own ideas on the topic of today's article:
1. Ways computers can harm young children
2. Ways computers can benefit young children

Read the article and add any information you find in the article that is
not included on your table.

COMPUTERS CAN HARM YOUNG CHILDREN, U.S. GROUP SAYS

WASHINGTON Tuesday September 12 (Reuters) — Early exposure to
computers stops healthy development in children such technology should
only be introduced after elementary school, a group of U.S. educators and
psychologists said on Tuesday.

The Alliance for Childhood, a group that focuses on child development,
said in a report that computers and the Internet prevent preschool children
from interacting with each other and adults. "Children need a healthy edu-
cation, and computers cannot provide them with a healthy education be-
cause children need a living education with live people," said Joan Almon, a
former preschool teacher and U.S. coordinator for the organization.

The U.S. government has spent billions of dollars a year on new tech-
nology for elementary schools. In 1994, the Clinton administration said it
would work with public schools to have them hooked up to the Internet by
the end of this year. According to the report, in the last five years public
schools have spent more than $27 billion in computer technology and re-
lated costs. "Children are not getting warmth, artistic inspiration and under-
standing. Only a teacher can do that," Kim John Payne, a Massachusetts
child psychologist, told Reuters in a phone interview. As of late 1999, 95
percent of schools were connected, said a spokesman for the U.S. Depart-
ment of Education. Almon said some schools have cut back on teachers, L-
brary books, music and arts programs, and field trips to parks, while
spending millions on computer hardware and software.

Studies show that introduction to computers at an early age does not in-
crease children's creativity and can cause eye strain, repetitive stress inju-
ries and obesity. Those who frequently draw on a computer are reluctant to

create hand drawings, and are extremely critical of their handwritten art
work because it is not "sophisticated enough," she said.

The effects go beyond that, Payne said. She said that increased computer
lab time and shorter breaks make it difficult for children to develop their
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1 skills. Early exposure makes children ypg ,
socl‘z:o;l:lihe added. It is particularly damaging at\:a;zu?l; :tg};e; Chxld;enis
ezn‘_’n is most active in terms of the socialization Process ecaus.;e the
bfalplayi“g with a computer they are not playing with each otlin fihlldren
are 4. "t'sa virtual world not a real world " €1," Payne
sai But not everyone agreed wi?h the report. Alan Delamater, 4 child
chologist at the Un'iversny Ot: Mla'mi, Agresd a’,“out the risks su:ch as posfljz;
problems and obfsl‘ty, bl_lt salfl this Was outweighed by benefits such 5 ed'u-
cational games. "It's an inactive activity, but so ig reading," Delamater gaiq
He said children negd to learn to use computers at an early age becayge the .
are part of modermn hfe,. but stressed that parents neeq tq monitor things Iikg
computer games. While {\lmon and her peers encouraged parents ang
teachers to keep young children away from computers, they favored thejr
use in the education of older children, "They are wonderfy] tools,” she said
"Let's be really careful about how we use them " ’ '

Glossary:

exposure — contact with something, being affected by something;

eyestrain — a tired condition of the eyes caused by such activities as
reading or looking at a computer screen

obesity — being very fat;

sophisticated — advanced, complex;

posture — the way you hold your body;

monitor — to watch carefully.

3

L Find information in the article to help you complete the table below.

You must decide whether the person/group listed feel positive or negative
about using computers with young children. |
Person/Group

The Alliance for Childhood
The Clinton Government

Positive/Negative

Joan Almon - former preschool teacher

Kim John Payne — child psychologist

Alan Delamater — child psychologist

IL Work in a group of four. Choose one role each to talk about for at least

one minute. When you have finished you may like to take a different role.

Role A: You are from the Alliance for Childhood. Talk about what you
feelis a healthy education for children,

; the
Role B: You are the head of the Department of Education for

h money on
American Government, Talk about why you have spent so much money
computer technology in schools.
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Role C: You are Alan Delamater. Talk about all the advantages of chil-

dren using computers from an early age.
Role D: You are a parent of a child who has just started school. Your
child spends a lot of time at school in the computer lab. How do you fee]?
II. Interview a classmate: prepare some questions to ask a partner
about their opinion on young children using computers. Be ready to talk to

the class about what your partner said.

Internet can be used not only as a valuable source of information, but
for some other purposes as well. Read the following and be ready to discuss
the issue of Cyber Romance.

L. In pairs discuss the following questions about friendship:

1. Have you ever been in an Internet chat room? (If both of you an-

swered 'No,' skip questions 2 and 3 and go straight to question 4.)

2. What did you talk about in the chat room?
3. Have you ever made friends with someone (either with a person of the

same sex or opposite sex) on the Internet? Describe your experience to your
partner. How did the friendship start? Is it still going? (Skip questions 4 and
5 and go directly to question 6.)

4. Would you consider using a chat room on the Internet to make new
friendships?

5. Have you ever had a friendship with someone you have never met in
person (i.e. face-to-face)? How did you communicate?

6. Imagine that you have been asked to describe yourself to someone
you have never seen. Discuss with your partner how you would describe
yourself. What things about yourself would you not mention?

7. Do you believe that people can find a suitable marriage partner using
chat rooms?

8. What qualities would you look for in a romantic partner?

IL. Quickly look for the answers to these questions in today's article. Do
not read the whole article, just look for the answers.

1.Which meeting were the results of the study reported at?

2.What subject is Dr Jeffrey Gavin a lecturer in? Which university is he

from?

3,What conclusion about chat rooms did Gavin come up with after com-
pleting his study?

4. How many people did Gavin interview? How old were they?

5. How many of the people interviewed told complete lies?

6. How many people became good friends or developed romantic rela-
tionships with people they met on the Inteinet?

7. How many people actually had a real meeting with their online friends?

8. How many couples decided to get married after meeting each other?
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OM CHATTER MAY LEAD T0 RE A
CHAT RO By Pat Hagan ROMANCE

LONDON Friday March 15 (Reuters Health).- Despite the public per-

rion that cyberspace is a shallow and sometimeg hostile environment
cepers who meet through Internet chat roomg may actually end up forminé
I?I‘; ng relationships, a researcher reported Friday at the British Psychologi-
(s;al Society meeting in BlackPool. Once potential partnerg meet face-to.
face, the relationship may thrive because they feel they already know eachy
other well through their .onllr}e encounters, said Dr J effrey Gavin, a lecturer
in psychology at the Umve:rsny of Bath. Contrary to €Xpectations, most chat
room users don't totally rmsleaq oqllne partners about their looks and shape.
Instead, they just tell a few white lies about their height, or the color of their
hair, he said. "Chat rooms don't lead to shallow and impersonal relation.
ships," Gavin told Reuters Health, "They lead to really close relationships
because people express themselves more freely and are more open and hon-
est on the Internet. Gavin came to this conclusion after carrying out in-depth
| anging in age from 19 to 26,
"What tends to happen is that, when they meet, it's a fairly smooth transition
from online to off-line because they know each other so well," said Gavin,
The latest study suggests cyberspace may have some considerable benefits
i helping new relationships form. The interviews showed people routinely
lied about themselves online, but in most cases they were minor misrepre-
sentations rather than outright fabrication. Interestingly, this little bit of dis-
honesty seemed to encourage chat room users to then be more emotionally
explicit and intimate. "They still seem to comply to the social norms
around the body," Gavin explained,

"So the guys tend to make themselves
sound blond and blue-eyed, while

the women add a bit of blond to their
hair. It's true 12 of them told outri

ght lies but the rest just exaggerated
slightly." Gavin said of the 42 volunteers he studied, 29 reported close
friendships or romantic relationships with people they met online, with 21

progressing to face-to-face meetings. "This was more than I expected and

these tended to settle into regular relationships. One couple even became
engaged to be married," he noted.

Glossary:

cyberspace — the Internet;

hostile - unfriendly;

Potential - possible;

thrive - develop well and become strong and healthy;
intimate — having a close relationship;

) i ical in a particular
Social norms - standards of behavior considered typical in a p
society,
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IIL. The following text is a summary of today's article but there are some
mistakes in it. Read the article again, then read the text and correct any
mistakes.

The public perception is that Internet chat rooms are good places to form
relationships with other people. However, a study from Cambridge Univer-
sity found that many people form strong relationships in chat rooms. The
study, conducted by Dr Jeffrey Gavin, revealed that most people do not tell
big lies to chat room partners, but instead tell only white lies about their
personal qualities. Gavin explained that these chat room conversations lead
to really close relationships because people enjoy being lied to. Of the 42
volunteers that were studied, more than half of them reported close friend-
ships or relationships with people they met online but less than half of them
actually met their online friend in person. When online friends do finally
meet face-to-face, relationships often end.

IV. Many people can not imagine their life without e-mail. Read the

Jfollowing information and summarize it:

The Difference between Personal and Business E-mails:
Not All E-mails Are Created Equal!

E-mail has changed our lives both personally and professionally. It is an
efficient, easy and even fun way to make plans with friends or bounce ideas
off co-workers. While it is more informal and conversational in nature than
paper-based communication, it is important to remember that not all e-mails
should be created equally. You use a different tone when speaking to
friends than when speaking to business associates right? Well, that same
courtesy and professionalism should apply to business e-mails as well. For
example, an e-mail to a friend might read: "hey had a gr8 time yesterday :)
we'll chat soon. later, me". While that same information when sent to 2
business associate might be written:

"Dear Mr. Smith: Thank you for taking the time to meet with me yester-
day. 1 look forward to speaking with you in the near future.

Sincerely, Jane Doe

Chief Financial Officer

Jane_Doe@yourcompany.com".

A distinct difference exists between the personal and business e-mails.
Business ¢-mails should be short and concise. Most people are too busy to
read lengthy e-mails searching for the point. It's also important to include
your name, title and your own e-mail address so the recipient knows who
you are and how to contact you. This information is called the signature and
most e-mail programs allow you to set a default signature to appear at the
end of each e-mail. |
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o mind it your b <8 gt o

. ette). But keep o ©-mail communication ig
ﬁﬁ;?;tiong'f you. Use your judgment and remember o think before yoy
dlick S?E PROPER SALUTATIONS AND SUBJECT HEADINGS,

}A. simple, "Hi, Joe!" or "Joe" is fine when addressing Co-workers or out-
e clients you've met before. Bpt use the more formal "Ms." of "Mz."
" utations when e-mailing new clients or those higher on the corporate a4
ZZL As for the subject box pf an e-rpail, think of it as the RE: (rcgaxding)
fine of a memo. Don't leave it blank, just keep it short and to the point,

2. AVOID USING ALL CAPS.

In the world of e-mail something typed in ajf capital letters denotes
SHOUTING and most users consider it rude, Use caps ONLY when trying
to emphasize a point. |

3. CHECK AND RE-CHECK BEFORE SENDING AN E-MAIL.

Make sure the addresses in the "To" box are spelled correctly and are in
fact the people that you want to receive the information. It's a good idea to
type the addresses only after you've completed the rest of the e-mail to
avoid any potentially embarrassing situations. It is unprofessional to send e-
mails filled with spelling, punctuation or grammar errors. Most e-mail pro-
grams conftain built-in features that can check for proper spelling and
grammar. Use them,

4. ASK THE ORIGINAL SENDER'S PERMISSION BEFORE
FORWARDING AN E-MAIL. ’

You should always get the origihal sender's permission before forward-
ing their e

-mail on to others, Although it may seem harmless, it may contain
information that the original sender did not intend for others to read.

5. REMEMBER THAT CERTAIN SITUATIONS STILL REQUIRE
FACE-TO-FACE COMMUNICATION.

WHAT THE NET DRAGGED IN
By Igor Ryabov

The Internet is perfidious. Freedom is unbounded in it, but the m::igic of limit-
essness is capable of enslaving man and locking him in the virtual world.

1 . * S-
_ Without electronic versions life will lose its meaning. At 163:: ﬂ;eiﬁr;o;
Ugious life, But were it only for the sake of prestige that people g0
“ompromises with the virtual world...

is. Bill
.Blll,ion dollar worth deals are being made lgnt_ierkt;l:ef(l;le;l la:tgo ey
als with his silicone boys are knitting a strait-jacke
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currency exchanges of America and Frops, valling it the Microsoft sojy.
tions for businesses and the Net,

The Internet s winning over from television the palm of eoverage offi.
cleney, and soon will have the palm of puggmury: It iy sound awiul but
marriages are celebrated in the Internet with the bride, of course, wearing 4
net in place of the veil,

The main thing, however, is that the Internet has changed people's pyy.
chology and perception of the world, The notion of distance is disappenring,
An electronic letter or a song get delivered to any point of the globe withou
difference. Mail services suffer losses, The notion of personality is chang
ing. A real person can multiply his ego in the Net in endless numbers, Pgy.
chologists take to upgrade training to learn how to treat clients bred by the
Net,

The Internet is larger than any nation, and more complex than any civili-
zation, A Bermuda Triangle in the monitor square, a2 Tower of Babel
built overnight, a Noah's Ark housing all creatures and their kin.

One by one all are landing in the Net, Artists, merchants, physicists,
swimmers, lyricists, and prostitutes. Politicians were among the first visitors
to that Nether world, and for a very simple reason: it is democratic. This as-
pect has been covered exhaustively. But nobody as yet solved the mystery

of the Internet, even those who have given birth to this baby.
(Abridged from New Times, October, 1999)

1. Single out the author's ideas concerning the main features of the
4 /4

Internet and expand on them.
IX. Paraphrase the bold-type words and word-combinations.

Discuss AND WRITE

1. Define the key issues of the text and render the text in Russian:

The very fact of the virtual reality being boundlessly free makes it dan-
gerous. It is perilous like thin ice. The Net helps some and enslaves others.
Anyone wishing s0 can find a room in the Net, have a talk with its other in-
habitants, join a sect and launch one's virtual self,

However, the freedom of the Net can turn into a rapid disaster for sim-
pletons, like any other freedom, the Internet can be an intoxicant. The ano-
nymity in crowded places (in other words, in chats and discussion panels)
allows any kind of experimenting that often brings sad culmination: in-
fatuation, friendship till death, adultery. Virtual, of course.
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Scientists have identified a new disease of Internet dependence. It occurs
when one's thoughts are in the Net, when one cannot live a day through
without Internet friends, without the entertainment supplied by the Net, and
when one runs to the computer posthaste to join the modem in a passionate
connect.

Some psychologists believe that in communication via the Net a person
does not communicate with counterparts having specific geographic coordi-
nates. The user communicates with the Net. Some authors of popular chats
connect robot programs to the discussion, their speech not differing from
that of other users. Except, may be, in irreproachable politeness.

One wishes, Freud would have taken to investigate the matter. However,
even without him many researchers compare the communication with the
Net to a flirting with the computer.

(Abridged from New Times, October, 1999)

I1. Render the text in English and use this information for comparing the
situation with computerization of schools in Russia and abroad:

KOMIIBIOTEpH3AIMA TOCYIaPCTBEHHBIX IIKON ABAETCA [UIA DpHTaEd#A
IporpamMMoi, KoTopas ACHCTBHTENBHO pealn3yeTcH. Eciu B 1998 romy
TobKo 17% HayanbHBIX MIKOJ AHrinHM Obumd nomxmodessl k MHTepHeTY,
to B 2001 romy Beixox B MHTepHeT AMeIH yxke 86% HaJalbHBIX LIKOIL Yro
KacaeTcs aHTIMACKHX CPeHHX MIKOJI, TO MPAKTHYECKH BCE OHH yXKe HMEIOT
BLIXOZ B MIHTEpHET: YAC/IO HEOXBAYECHHBIX IIKOJ H3MEPACTCS BCEro ABYMA
npouenTamu. [Ipembep-MuHHCTp Bpuranin Toru Biap Bce mocnenHEue ro-
A5 TMGHO M YPe3BbI4aifHO 3aHHTEPECOBAHHO 3aHHMANICS BOMPOCOM LIKOIL-
HO# KOMITbIOTEPHU3ALHH.

Pa3pe3kad MO MKOJAM CTpaHbl, OH MPEXJE BCEro CrIpaluBal O TOM,
KaKOBO MOJIOXKEHHUE JIEJ Y JAHHOH IIKOJIBI C KOMIBIOTEPHBIM OCHAIICHHEM,
¥ IPOCHJI AMPEKTOPOB IIKOJI IaTh €My CBEJCHHS O TOM, CKOJIBKO yHaIlHXCA
UMEIOT NoAKModeHre K MHTepHeTy Yepe3 NOMAallHHE KOMIBIOTEPhL H Ha-
CKONLKO OBecredeHbl OHM BO3MOXKHOCTBIO MONb3oBaThecst HHTEpHETOM B
wKoJe. 3a NocaeAHUe YETHIPE rola KOMIbIOTePHBIE TEXHOJIOrHH CTAlH N0~
BCEJHEBHBIM MHCTPYMEHTOM Y1€0HOr0 Mpouecca B WKOoNax CTPaHbl. Cero-
JHA KOMITBIOTEPB! UMEIOTCA NPAKTHYECKH B KAXKIOM KIacCe roCy1apCTBeH-
HBIX LIKOJ. Yuyaludecs, Kak npasuio, paboraior B IHTepHETE Ha KOMITbIO-
Tepax, YCTaHOBJICHHBIX B IIKOJILHBIX OGubiinoTexax.

(From Fakel, 7, 2001)

I1. What do you know about hackers? Do you consider them to be dan-
gerous for society or treat them as absolutely harmless highly professional

young people having fun? Render the following article in Russian and dis-
cuss the phenomenon.
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Ha hackione

Camo cnoo hack nossuiocs B 1960x B Heapax Maccauycerckoro rex-
nonormueckoro yHusepcurera (MIT) u osHayano ymeHue aemars uro-to
H3SIHO, OCTPOYMHO M BioXHOBeHHO. CoBO "Xakep" B Te HesanamsrTrmie
BpemMeHa GbUIO MOYETHBIM M YBOXHUTEIbHBIM, THIA "acc", "mpodeccronan”,
XakepaMn Ha3biBalM MPOrPAMMHCTOB, KOMMBIOTEPHBIX TE€HHEB, KOTOpsie
MHCANM TTepPBBIE MPOTPAMMBI M MIPbI.

C TeyeHueM BPEMEHHM MHOIME M3 HUX MOAANUCE B OU3HEC U Tipociapy-
JIMCh KaK CO3aTeIM 3HAMEHUTBIX KOMNBIOTEPHBIX KOMTMaHui B CHIHKOHO-
BOIf nonmHe. OTH XaKephl W300pesn OrNepalMOHHbIE CHCTEMbI, IOCTPOMIH
MHTepHeT, HanUcaau NEPBYIO aHTUBUPYCHYIO MPOrpaMMy # CAENaIi MHEOTo
9ero emie.

HuKTO He Ha3hIBaeT HX TENEPh XaKepaMH, MOTOMY YTO IOABHIOCH HO-
BOE IUIEMd, MNIaJ0e ¥ HE3HAKOMOe: AEp3KHe B3JIOMIIMKH, JIOMAIOLIHE Cep-
BEpbl ¥ CATbl CBOMX OTLOB. OHM — Te CaMble IJIOXHE NapHH, ¢ KOTOPHIMA
Gopercs Bech Mup. B Teuenme Toneko 2000 roma Ha Gopby ¢ xakepamu u
xoMnbioTepHLIMM BUpycaMu B CIIIA 6pino m3pacxonosaso 300 Mmumaap-
JOB JIOJNIApPOB. ' _

Ipy4uH, N0 KOTOPLIM XaKephl JIOMATCSA B YyXKHE KOMIIBIOTEPHI, MHOXe-
cTB0. PaHbIle XakepamH ABUrana INIaMeHHas JHOGOBL K CBOGOIHOMY 06Me-
HY TeXHMYECKOH MH(pOpMauuei; 60ppba ¢ NaTEHTHEIMM H aBTOPCKUMH OT-
PaHMYEHMIMH, KOTOphle 3aMeQsIA TeXHHYecKoe pasBuTHe. Temeps 3To
bonbme kaxaa HaXHBa, XKelaHHE HANIAKOCTHTH, NMPOCIABHTECA H T.I. A
BE/lb paHbllle y XaKepoB ObLT Jaxe CBOM "phILApCKMil Komekc", COrMacHo
KOTOpOMY MCTHHHBIN XaKep JOJUKeH w3beraTh HaHeceHHs ymep6a u 00s-
32H, BTOprajCh B CHCTEMY, NMPUHMMATh BeJHYailIke MPEAOCTOPOXHOCTH
s u36ekaHye NOBPEk ISHHUIA. | |

Merozbl HakazaHHs XakepoB CTaHOBATCH BCe Golee Pa3sHooOpasHbIMH.
Kananckoro xakepa 3a Baiom cepepos HACA u MaccauyceTckoro yHu-
BEPCUTET2 3aCTaBWIM YUTATh JICKUMH 06 OMACHOCTAX XaKEpCKHX aTak. A B
Cunranype 3a HecaHKUMOHMPOBAHHLIH AOCTYI K MECTHOMY DpoBainepy
¥axepa npurosopuin k 200 yacam pa6oThl 3a komnsiotepoM. Teneps eMy
HYMHO HanucaTh 00Y4arOLIyI0 MPOrpaMMy IS NOXKNBIX JOAEH ¥ paspa-
60TaThL HECKONLKO CalTOB, Ha KOTOPBIX poauTeiel OyAyT MPOCHTH ClIeNUTh

3a JIEralbHOCTBIO MCTIONb30BaHUA MHTepHeTa ux meTehMu. W BCe-Taku 310
Obu10 Gbl BCe PaBHO, 4TO YTONUT peiby...

(Abridged from Fakel, 7, 2001)

80



APPENDIX

M

ORPHEUM THEATRE

MITCHELL MAXWELL ALAN J. SCHUSTER
A CITY CINEMA THEATRE

Columbia Artists Management Inc.
Harriet Newman Leve  James D. Stern Morton Wolkowitz
Schuster/Maxwell Gallin/Sandler  Markley/Manocherian

present

STOMP

Created and Directed by

Luke Cresswell and Steve McNicholas

Sean Curran, Michael Duvert,

Dashiell Eaves, Mindy Haywood, Raquel Horsford,
Anthony Johnson, Kimmarie Lynch, Stephanie Marshall,
Keith “Wild Child”” Middleton, Michael Paris, David Schommer,
Kamal Sinclair, Anthony Sparks, Seth Ullian, Davi Vieira

Lighting by Rehearsal Director
Steve McNicholas and Matthew Pollock
Neil Tiplady
General Manager Casting Associate Producer
Joe R, Watson Vince Liebhart Fred Bracken

Executive Producers

Richard Frankel Productions/Marc Routh

STOMP IS PERFORMED WITHOUT INTERMISSION.

STOMP WEBSITE: hitp://www. usinteractive convatomp
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