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Abstract. The purpose of this article is to discuss the role of metaphors in the representation of ballroom dancing through different
languages and cultures. The paper deals with the formation of multimodal images embodying ballroom dance as the complex phe-
nomenon of choreographic discourse. To examine perceptual metaphors, 200 pieces of English, German and Russian choreographic
texts relating to ballroom dancing were analyzed by contextual method. Conceptual and comparative methods were employed to treat
300 metaphorical expressions and study images of ballroom dance encoded by linguistic means.
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Introduction. Studying metaphors is among most topical
issues for the last few decades in linguistics. Since Aristo-
tle’s Rhetoric, metaphor has been treated in terms of sty-
listics as a device of poetic imagination and rhetorical
flourish. However, modern science approaches it differ-
ently to suggest that metaphor is a notion of practical use
of language and plays a significant role in the processes of
thinking, perception, efficient performance of the concep-
tual system [2, p.5].

Cognitivists advanced our knowledge about the nature
and mechanisms of metaphor. Having found out that “the
most of our ordinary conceptual system is metaphorical in
nature” [24, p.4], they then proceeded to study the use of
metaphors in different types of discourses conditioned by
numerous factors such as physical environment, social
situation, cultural situation, history-memory, interests and
concepts. “We would probably say that the world is used
metaphorically in order to achieve some artistic and rhe-
torical effect” [22, p.9]

Remarkable studies [6] on metaphor as an element of
professional discourse shed more light on ways and de-
grees of expressivity in various fields of professional
communication. Some linguists focused on the interpreta-
tion of metaphor as a result of an individual’s creative
efforts.

In cognitive terms, metaphor is created by conceptual-
ization of a particular cognitive domain (the target of
metaphorisation) in terms of another cognitive domain
(the source of metaphorisation). Cognitive linguists agree
that namings referring to sensory perception are also used
metaphorically to indicate specific aspects of thought or
knowledge [23, 38]. People tend to create metaphors in
real communicative situations relying upon their experi-
ence, cultural and cognitive preferences. Cognitive ap-
proach explains metaphor as mechanism for the meaning
formation that is realized in discourse.

Due to their powerful emotional impact, metaphors are
significant in ballroom dancing communication. They
also play a crucial role in representing feelings and emo-
tions of performers, their trainers, and spectators. One of
the key functions of the perceptual metaphors is to create
vivid images of ballroom dancing movements. With the
help of metaphorical models human consciousness formu-
lates its own meaningful experience: rumba — love, tango
— passion, cha cha cha — flirtation etc. [26, p. 37].
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Hypothesis and research question. It is hypothesized
that perceptual metaphors embodying ballroom dancing
exhibit cross-cultural and cross-linguistic features as well
as specificity. The latter is determined by the type of
dance the discourse is dealing with and cultural priorities
of speakers.

Methods and materials. To examine perceptual meta-
phors, 200 pieces of English, German and Russian chore-
ographic texts relating to ballroom dancing were analyzed
by contextual method. Conceptual and comparative meth-
ods were employed to treat 300 metaphorical expressions
and study images of ballroom dance encoded by the lin-
guistic means of genetically close (English and German)
and distant (two Germanic and one Slavonic) languages.

Results and discussion. Cognitive metaphors arise
due to conceptualised knowledge of the world and our
perceptual experience. There are five modes of percep-
tion: sight, touch, smell, taste and hearing. We are able to
associate different entities and establish some visual,
acoustic, olfactory, kinesthetic and gustative likeness or
similarities in them.

The image representation of ballroom dance is mainly
achieved by metaphors based on visual images. It can be
explained by the dominance of visual modality in the
process of dance movements’ sensory perception. Visual
images are created by various lexical means such as ad-
jectives with dimensional meanings (E. long, Rus. oaun-
ol “measuring Or covering a great length or dis-
tance”, E. wide, Rus. mupokuii “covering a large ar-
ea”);adjectives and nouns denoting shapes and forms
(E. wavelike: “having a waving motion”,
E. wave, Rus. ¢orna: “to move freely and gently back and
forth or up and down, as by the action of air currents”),
verbs and participles denoting movements (E. gliding,
Rus. ckonwvsawuir “to move smoothly and continuously
along”), nouns referring objects of art (Ger. Bild,
E. picture, Rus. kapmunxa “a visual representation of a
person, object or scene”), participles with directional
meanings (E. reverse “furning in an opposite position”).
Let us consider several examples.

The performance of waltz is represented with the help
of words relating to plain, slow and continuous and/or
repetitive movements (“long gliding steps are used in
modern waltz” [37, p.86], “All the joints are loose and the
knees always flexed, allowing the dancers to per-
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form wavelike movements” [10, p.90] “gentle swinging
waltz” [8, p.43]).

Such linguistic means contribute to the formation of
the image of WAVE: “some people say
that wavelike movement...of dancers represents the wa-
ter... [14, p.84]). The image of water moving across the
surface and capturing space (“The big dance halls...were
nightly the scene of couples threading their way round the
floor with the long gliding steps” [4,
p.124], “a wide dance step” [5, p. 235]) produces the
atmosphere of charm, magic, beauty, lightness and peace
(“The feeling of lightness is created in this sequence em-
phasizes a fairy-tale quality...” [3, p. 25]).

It is noteworthy that the same image is actualized in
the ballroom dance terminology: the terms E. Reverse
Wave and E. Extended Reverse Wave are made up
of extended meaning “enlarged” and reverse meaning “to
exchange the position or function”. This dance technique
requires performers to exchange their positions and func-
tions: a lady dancer goes forward whereas a man dancer
goes backward. The terminology emphasizes the im-
portance of wavelike movements for professional, high-
standard performance.

Similar descriptions are found in the Russian-speaking
dance discourse:“Illazu senckozo eanvca ckonvawue”
[1, p. 58], “Osuoicenus manya xax 6wl ucuezaiu U 6HOB8L
Hapoicoanucy 6 6onnax ... earvca” [36, p. 108], “wa-
2u CKoJib3augue, npom}zofcnble...nepebzﬁ wae — ca-
mouii orunnvtit” [1, p.55], “no mepe evinonnenus smo-
20 wupoKozo waza...”’[32, p. 37].

Another visual image of ballroom dancing shared by
all the types of discourse in question is
DANCE=PICTURE: E. “Dance is a wonderful three-
dimensional picture” [18] (< picture “sufficiently full in
characterization and representation of events to be believ-
able; having length, breadth and depth”); Ger. “Tanz
als Bild” [19, p.22], “Tanz im Bild...” [21,
p.260], “... Malen ...als fiiihe Wurzeln des Tanzes” [21,
p.284]; Rus. “npexpacnas kapmunxa” [11]. In these ver-
balizations the art of painting collaborates with the art of
dancing.

To sum up, visual images of ballroom dancing appear
in the professional discourse expressed by different lan-
guages. The results suggest that in the English- and Rus-
sian-speaking cultures, the image of wave prevails over
the image of picture whereas the German-speaking cul-
ture conceptualizes ballroom dancing rather as a picture.

Gustatory images are created in choreographic dis-
course with the help of adjectives denoting taste
(E. delicious, Rus. éxycrno “highly pleasing to the senses,
especially to taste or smell”, E. sweet “having a pleasant
taste”), participles meaning various ways of processing
food (E. melting, Ger. verschmelzend “fo become lique-
fied by warmth or heat”) and names of ingredi-
ents (E. ingredients, Ger. Komponent “thing or quality
that is necessary to make something successful”).

Gustatory images of ballroom dancing in the English-
speaking discourse are embodied with the help of such
gastronomic metaphors: “...try to keep 100% tan-
go ingredients in there at all times” [33, p.50], “No one
book can provide all the ingredients necessary for the
production of dance...” [34, p.10],
“O,that sweet, delicious waltz” [12, p.75], “What a deli-

cious waltz that was” [28, p. 10], “It is a
slow sweet waltz [9, p. 89]”,“In dance...her arms
are melting onto me” [18]. Ballroom dancing is concep-
tualized as TASTY FOOD which has a distinctive flavor:
“...the internet, including discussion forums, videos on
YouTube, websites selling costumes and instructional
DVDs are all important in giving ballroom dancing
its global flavour” [17, p.4 ], where flavour means “a
distinctive taste of a food”. Dance is represented as a high
quality product “Keep learn, keep practice, keep perform
in creation of beautiful art product- DANCE ”.

The same gustatory images are found in the German-
speaking dance discourse: “Tango besteht aus
drei Komponenten: der Musik, dem Text und dem
Tanz” [20, p. 88], “...die beiden Komponenten sind im
Tanz vereint” [29, p.42] and in the way of processing the
food: “Der Tango...ist der Tanz der Beriihrung und
der verschmelzenden Korper” [39, 2017].The taste of
dance is also explicit in the Russian-speaking discourse
“Taney 6vi10 coenano 00 menouell, Max 6KYCHO, Kaxcooe
odsuoicenue, Kadxcowlll 632ns0... [35]. Although gustatory
images are efficiently created my means of different lan-
guages, the Russian- and English-speaking cultures ap-
peal to the image of DANCE=TASTY FOOD and the
German-speaking dance discourse attracts the image of
DANCE=TASTY DISH.

Metaphors based on tactile images are created with the
help of adjectives denoting feelings
(E. sharp, Ger. scharf “having a fine edge or
point”, E. smooth “completely flat and even, without
lumps and holes ”, Rus. arcapkuii “having a high tempera-
ture, producing keat”). Let us consider some examples.

Perceptual metaphors enable opposite tactile images
depending on the type of dance: SMTH. POINTED —
E. “sharp arm and hand movements...” [40, p.12], “The
dance moves are very sharp with quick head turns” [27,
p.30]; SMTH. PERFECTLY REGULAR — E. “You will
know how to do asmooth waltz” [7, p. 172], “yet ball-

room dancing offers more than
just smooth moves”, “ballroom dancing of-
fers...smooth moves” [16, p.4], *...smooth dance with

fluid movements”). The German-speaking dance discourse
also appeals to tactile modality: “Ich bin so begeistert
tiber die erstaunlich scharfe Empfindung seiner Arme und
des ganzen Korpers, die starken Anregungen
der scharfen Bewegungen der Finger in der einfachen
Tanztechnik...” [31, p. 162]. The opposite images of
THIN, POINTED OBJECT and FLAT SURFACE IN-
VOLVING THE SAME PATTERN OR AMOUNT.

The Russian-speaking choreographic discourse appeals
to a different tactile image — DANCE=FEVER:
Rus. “srcaprxue manyol”,  “acapkuii va-ya-ya” [15] that
characterizes dance as something passionate, flaming
from the point of view of discourse participants.

The perceptual metaphors convince that the ballroom
dance has a powerful emotional impact on the performers
as well as on audience: “when two humans are connected
through art, they end up making
one magical dance” [25]. Dancers experience the whole
range of emotions while performing on the floor: “a danc-
ing pair expresses relationship emotions in all degrees;
attraction, combat, flirtation, betrayal, rejection, long-
ing...” [13, p. 53]. Viewers in their turn admit that they
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observe a special story that is told by dancers with the
help of movements: “...dance has always been, and al-
ways will be a form of communication” [30, p.8], “Danc-
ers do not just listen to the music; they feel the rhythms
and tell a story with their movements” [40, p.7].
Concluding remarks. Perceptual metaphors play an
important role in the processes of encoding knowledge.
Numerous verbal means employed in dance discourse
create perceptual metaphors with positive semantic load.
These perceptual metaphors reveal the art of ballroom
dancing in all its multiplicity. Cross-cultural metaphors of

ballroom dance are mainly created by appealing to the
three modalities leading to the visual images
DANCE=WAVE and DANCE=PICTURE, the tactile
images DANCE=POINTED OBJECT and
DANCE=REGULA ROBJECT, the gustatory images of
DANCE=TASTY FOOD; DISH. Visual and gustatory
images of ballroom dancing are common in all the types
of discourse in question whereas tactile image
DANCE=FEVER is more characteristic of the German-
speaking discourse.
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Dance.

HeplIeHTHBHbIe MeTa(l)Opr B pernpe3eHTanuu 0aJbHBIX TAHIIEB: KpOCCKyJ]LTypHI)Ii/'I moaxona

M. CenakoBa

AHHOTaIIHSl. I_[em) JIAaHHOM CTaThbU - BBISBUTH POJIb NEPUCTITUBHBIX MeTad)op B penpe3CHTallun OaJIbHBIX TaHIEB C MMOMOLIBIO
Cp€ACTB pa3sHbIX A3BIKOB. B craThe BBIBICHBI KOHKPETHBIC 06pa31>1, PEICBAHTHBIC Ul aHAJIM3UPYEMBIX NUCKYPCOB, KOTOPBIC MPEI-
CTaBIIAIOT OabHBIN TaHCIl Ka CJIO)KHOC U MHOTOI'PAHHOC SIBJICHUE, KaK HEOTHhEMJIEMBIH anI/IGyT (1)I/I3I/I'-IGCKOFO U OMOLIMOHAJIBHOI'O

6LITI/I$[, HEOTBEMJIEMYIO 4HaCTb  KYJIbTYpbl H TBOp‘{CCKOﬁ

JACATCIIBHOCTH.

MaTepHan HUCCICA0BaHUs  OXBATbIBACT boJee

200 KOHTEKCTOB, KOTOPBIC COOTHOCSITCS C aHTJIOS3BIYHBIM, HEMEIKOA3BIYHBIM U PYCCKOS3BIYHBIM XOPEOTPAYUIESCKUM JHCKYPCOM.
Knrouesvie cnosa: nepyenmusnas memagopa, cpagnumensvhwiii MEmoo, MOOANIbHOCHIb, XOPeo2papuuecKuil OUCKypc.
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