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1. HEJIX OCBOEHMA JUCHUAIIJIMHBI

1.1 | cocTouT B 03HAKOMIICHHUU CTYA€HTOB C OCHOBHBIMU TIIOHATUAMHU  KYpPCa, B PasBUTHH  AHATTUTUYCCKUX u
KOMMYHUKATUBHBIX HABLIKOB BJIaICHUS AHITIMHACKHM SI3bIKOM Ha 0Oasze HMHTEPHPETAlUN XyJOKECTBEHHOTO TCKCTA:

1.2|- dopMupoBaHHe Yy CTYAEGHTOB YyCTOWYMBBIX HABBIKOB YTEHMS AHIVIOS3BIYHOTO JIUTEPAaTypHOTO TEKCTa C €ro
IIOCJIC Y FOLIMM JIMHTBUCTUYECKUM, CTUIMCTHYECKHM U JIUTEPATYPOBENYECKUM aHATHU30M;

1.3 |- 3HaKOMCTBO CTYACHTOB C KJIIOYEBbIMU JIMTEPATYPHBIMU TEKCTaMH, HAIlMCAHHBIMHU Ha aHTJIMMCKOM S3BIKE B €ro
KJIaCCHICCKOM (bopMe, a TaKKe C TpyaaMu HanOolee BbIJAOIINUXCA YYCHBIX 110 (I)I/IJ'IOJ'IOFI/II/I U CMCKHBIM JWCHUILIIMHAM

1.4 | - pa3BUTHE y CTYACHTOB HABBIKOB Pa0OTHI CO CIIOBAPSIMH M CIIPABOYHOM JINTEPATYPOH;

1.5|- moaroroBka K CaMOCTOSTEIFHOMY (DMIIOJOTHYECKOMY aHaMM3y JHUTEPaTypHOrO MPOM3BEACHHS, HAMHMCAHHOTO Ha
AHIJIMICKOM S3BIKE; OCBOCHHME IPUHIMIIOB COIIOCTABUTEIBHOIO aHAIW3a TEKCTa OPUTMHAIA W IIEPEBOJA, CPABHUTEIBHOIO
aHaTH3a IepeBOIOB OJHOTO TEKCTa; (POPMHUPOBAHHIE CIOCOOHOCTH IpeIararb COOCTBEHHbIE IEPEBOIUECKUE PEILICHUS.

2. TPEBOBAHMUA K PE3YJIbBTATAM OCBOEHUA JUCHUIIJIMHBI

[IKO-1: CnocobeH ocyIIecTBIATE MPOheCCHOHATEHYIO ASATEIBHOCTD C HCIIOJIB30BaHHEM BO3MOXHOCTEH IN(POBOH
o0OpazoBarenbHOI cpebl 00pa3oBaTeIbHOM OPraHU3allii U OTKPBITOrO HH()OPMATMOHHO-00pa30BaTeIbHOTO

MpPOCTPAHCTBA

ITIKO- Braneer cpencreamu UKT mi1st nermons30BaHus UQPOBEIX CEPBUCOB M pa3pabOTKU 3JIEKTPOHHBIX 00Pa30BaTeIbHBIX

1.1: pecypcoB

[IKO- OcymecTBIseT INIAHNPOBAHUE, OPraHN3aIII0, KOHTPOJIb U KOPPEKTUPOBKY 00pa3oBaTeIbHOTO MPOIIecca ¢

1.2 HCIIOJIb30BaHKEM LU(PPOBOI 00pa30BaTeIbHOM Cpebl 00pa30BaTEIbHON OPraHU3aMK 1 OTKPBITOr0 HH(POPMAIHOHHO-
00pa3oBaTenbHOrO MPOCTPAHCTBA

ITIKO- Hcrions3yeT pecypchl MeXTyHapOIHBIX M HAIMOHATBHBIX INTaT()OPM OTKPHITOTO 00pa3oBaHUs B IPO-(ecCHOHATBHON

1.3: JIESITEIFHOCTH YYUTENI OCHOBHOTO 00-IIEro M CPEAHETo 00IIero 0Opa3oBaHus

IIKP-1:  Cnocoben (hopMupOBaTh pa3BUBAIOLIYI0 00Pa30BATENBHYIO CPELy U HCIIONIB30BaTh BO3MOXKHOCTH €€ IS JOCTIKCHUS
JIMYHOCTHBIX, METAITPEAMETHBIX U IIPEIMETHBIX 00pa30BaTeIbHbBIX PE3YJIbTaTOB 00YYarOIIHXCS

ITKP- HCIIONB3YeT BO3MOXKHOCTH 00pa30BaTesIbHON CpeAibl UIsl IOCTHXKEHHS JINYHOCTHBIX, METAIPEMETHBIX U IIPEIMETHBIX

1.1: pe3yIbTaToB 00YyUCHUS M 00ECIIeUeHNs] KadeCTBa y1eOHO-BOCIIUTATEILHOTO MPOIIECCa CPEICTBAMH MIPETIOIaBAEMOTO
y4aeOHOro mpeamMera

IIKP- YMEET YUHUTBIBATh Pa3InuHbIe COLUATbHBIC, KYIbTYPHbIE, HALIMOHATbHBIE KOHTEKCTHI, B KOTOPBIX IPOTEKAIOT MPOLECCHI

1.2 o0yueHus

ITKP- BJIAJIEET CIIOCOOAMH MHHOBALIMOHHON M IIPOCKTHOM /IS TEIBHOCTH B 00Pa30BaHUH

1.3:

B pe3yabrate 0cBOeHMSI AMCHUILIMHBI 00YYAIOLIUICS JOJIZKEH:

3HaTh:

(YHKIMOHAIBHBIC BO3MOXKHOCTH LHU(POBBIX 00Pa3OBATENBHBIX CpEA, NMPEUMYILIECTBA M OTPAHUYCHUS HCIIONB30BAHHMS OTKPBITHIX
00pa30BaTeNbHBIX PECYpPCOB, NPHHIUIEI HABUTAIMM UM IIOMCKa HEOOXOMMMOW WH(OpMarM B ceTH VIHTepHET, OCHOBHI
KknOepOe30nacHOCTH U HH)OPMATMOHHON TUTHEHBL. (COOTHECeHO ¢ uHauKkaropom [TKO-1)

00J1aziaeT 3HaHMAMM O HU(POBBIX CEPBUCAX U TEXHOJOTHSX, MCIIOJIb3YyEMbIX B O0OPa30BATEILHON IEATENHHOCTH, a TAaKXKE O METOJax
CO3JIaHMs M IyOJIMKAIINH AIEKTPOHHBIX 00pa3oBaTebHBIX pecypcoB (JOP).(cootHeceHo ¢ mHAMKaropoM [TKO-1.1)

obiamaeTr 3HaHWAMH O CIPYKType H (YHKIHWOHaIe NH(GPOBOH 00pa3soBaTeIbHONH Cpenbl, OTKPBITHIX HH(OPMAIHOHHO-
00pa3oBaTeNbHBIX PECYpCOB, COBPEMEHHBIX TEXHOJIOTHSAX IUIaHUPOBAHUS, OPraHM3allUM U KOHTPOJS 0Opa3oBaTeNbHOTO Ipolecca.
(cootHeceno ¢ unaukaropom [1KO-1.2)

obyamaeT 3HAHMSAMH O MEXIYHAPOJHBIX W HAIMOHAIBHBIX IDIAT(GOpMax OTKPHITOTO OOpa3oBaHMSA, HX pecypcax, (opmarax
IpPEeOCTaBICHU KOHTEHTA, BO3MOXHOCTSIX HCIIONB30BaHHA B OOpa30BaTeNbHOI AesATEeNbHOCTH.(COOTHeceHO ¢ mHamkaropom ITKO-
1.3)

XapaKkTepPHCTHKH PA3BHBAIOIICH 0Opa3oBaTeNIbHOM  Cpe;bl, METOABI €€ CO3MaHWS W MOIJICP)KAHUs, ICHXOJOTHYECKHEe U
MearOTHIeCKHe OCHOBAHWSA IIPOCKTUPOBAHUS Pa3BUBAIOMICH CpENBI, TEXHOJOTHIO AMArHOCTHKH 3(P(EKTHBHOCTH CO3AaBACMBIX
YCIIOBUH 711 BCECTOPOHHETO Pa3BUTHS ydaruxcs.(CooTHeceHo ¢ uuaukaropom [1KP-1)

o0nazaeT 3HaHMSMH O BO3MOXKHOCTSIX OOpa3oBarTeNIbHOW Cpelbl, METO/aX MWCIIOIb30BAaHUsl Ppa3IMYHbIX PECypcoB U CPEACTB
00y4eHHs, crocobax IOCTIKEHHUS KadeCTBEHHBIX PE3yIhTaToB B y4eOHO-BOCIIHUTATENFHOM IIPOIEcce.(COOTHECEHO ¢ HWHIMKaTOPOM
IIKP-1.1)

obnagaeT 3HAHUSAMH O COIMAIBHBIX, KyJIbTYPHBIX M HAIMOHATBHBIX OCOOEHHOCTSAX Y4YalllUXCS, BIUSHUM JTUX (PAKTOPOB Ha
yueOHBII Tporecc, MoAXoMax K y4Y€Ty STHX OCOOCHHOCTeH B 00pasoBaTelIbHOM IPOCTpPaHCTBE.(COOTHEeCeHO ¢ mHamkaropom ITKP-
1.2)

obnagaeT 3HaHUAMH O COBPEMEHHBIX HHHOBAIMOHHBIX IOAXOJAaX U TPOEKTHON JEsATeNbHOCTH B OOpa3soBaHHM, TEHISHLUSIX
pasBUTHS 00pPa30BaTEIbHBIX TEXHOJIOTHH, METOJAaX OPraHM3alMd IPOCKTHOH paboThl, croco0ax BHEIPCHUsS HOBIIECTB B yYEOHBIH
nporiecc.(cooTHeceHo ¢ nHAuKaropom I[TKP-1.3)




YMmeTh:

3¢ GEeKTUBHO HCIOIB30BaTh JOCTYIHBIE HU(POBBIE PECYpChl W HHCTPYMEHTHI IS OpraHM3allMHM Y4eOHOro mporecca, OBICTPO
OCBaMBaTh HOBBIE IIAT(GOPMBI U CEPBHUCHI, MHUIMUPOBATh BHEIPCHHE HHHOBALMOHHBIX IMOJXOAOB B 00pa3oBaTelbHYIO INPAKTHKY,
UHTETpUpYs IU(PPOBOE MPOCTPAHCTBO B TOBCEAHEBHYIO paboTy npernoaasareis.(cooTHeceHo ¢ uaankaropom IIKO-1)

BJIaJIceT HAaBBIKAMH HCIIONB30BaHMS LH(PPOBEIX CEPBHCOB IS CO3MAaHUS MHTEPAKTHBHBIX 3alaHUH, MYyIbTHUMEIUHHBIX NpE3eHTaluii,
TECTOB, BUKTOPHH, BUPTYAIbHBIX JKCKYpCHH, BHIEO3aMHCel ypOKOB, NUCTAHLMOHHBIX KypCOB, OHJIAHH-3a4€TOB M HSK3aMEHOB.
(cootHeceno ¢ unaukaropom I1KO-1.1)

OCYIICCTBISICT TPAaMOTHOE IUTAHMPOBAaHWE, OPTaHU3alMI0, KOHTPOIb M KOPPEKTHPOBKY OOpa30BaTeNIFHOTO MpOIEcca, HCIIONB3Ys
BO3MOKHOCTH LU(POBON cpeasl, 00eCIEeUNBAOMIC €AMHBI JOCTYH K pecypcaM, WHTEPAaKTHBHOE B3aMMOJCHCTBHE W IOIydeHHE
o0patHoii cBsi3u.(cooTHECeHO ¢ nHankaropom [1KO-1.2)

HHTETPUPYET pecypchbl mIaropM B Y4eOHBIH MPOLECC, UCIOb3Ys BHICOKOKAUYECTBEHHBIH KOHTCHT A OOOrameHnsi 1 OOHOBIICHUS
MarepHuaia, MPOBEICHHs JIEKIWH, CeMUHApOB, KOHCYJBTAIWH, AWCTAHIIMOHHBIX 3aHATHH, TOIONHHUTEIBHOM MOATOTOBKH yYaIIUXCH.
(cootreceno ¢ naaukaropom I1KO-1.3)

LeJICHAPaBIeHHO (OPMUPOBaTh MPOCTPAHCTBO Ui TBOPYECTBA U CAMOCTOSATEIBHOCTH Y4YallUXcs, MOAOUpaTh 3alaHus U
000py/IOBaHNE, COOTBETCTBYIOIINE BO3PACTHBIM OCOOCHHOCTSIM M HMHTEpecaM JieTel, coderarh KIacCHYeCKHe W HHHOBAIMOHHEIC
(opMBEI OOyJeHHs, HAaNpaBICHHBIC Ha JOCTIDKCHHE IUIAHUPYEMBIX OOpa3oBaTEIBHBIX PE3yNbTAaTOB.(COOTHECEHO C HHAMKATOPOM
[IKP-1)

UCIIONB3YeT BO3MOXKHOCTH 00pa3oBaTelbHOM Cpesibl, CO3/aBas yYCJIOBUS [UISL JOCTIDKEHHS JIMYHOCTHBIX, METallpPeAMETHBIX |
MPEIMETHBIX PE3yNbTaTOB OOydYeHHs, 3aieHCTBYs ydeOHbIe KaOWHETHI, J1abopaTopuu, My3eH, OMOIHOTEKH, HMHU(POBBIE PECYpPCHI,
MyJIbTUMEAUIHbIE CpeCcTBa.(coOTHeCeHO ¢ nHauKaropoM ITKP-1.1)

YUUTBIBAET Pa3JIMYHbIE KOHTEKCTHI, CO37aBas yCIOBUS Julsi KOM(OpTHOro M 3(p¢deKTuBHOr0 0OydeHHs, OOecreunBas pPaBEHCTBO
BO3MOJKHOCTEH /IS BCEX YYAIIMXCs, BHE 3aBUCHMOCTH OT UX IPOHMCXOXICHUS, KyJIbTYPHBIX TPATUINA M COIMAIBHOTO OKPY)KCHHS.
(cootrHeceno ¢ naaukaropom ITKP-1.2)

BIaJeeT HAaBBIKAMH OPTaHM3alMU M IPOBEICHUS WHHOBALMOHHBIX U IPOEKTHBIX MEPONPHATHH, CO3JaeT TBOPUECKHE IPOEKTEL,
BHEJpSAET HOBBIE OOpa30BaTENbHBIE TEXHOJOTUM, YYaCTBYeT B OKCIEPUMEHTATbHOM JEATEIbHOCTH, IIOBBINIAET KaueCTBO
o0pazoBarebHOTO Tporiecca.(cooTHeceHo ¢ nHaukaropom [TKP-1.3)

Bnaagern:

BJIAJICTh HAaBBIKAMU CO3/IAHUS ¥ MyOJHKAIMK IU(POBBIX YISOHBIX MaTepHaloB, METOJAaMH OPTaHHW3allMM TPOCKTHOW IESTEIbHOCTH
B DJICKTPOHHOH cpeze, IPHEMOM BHEAPCHHS TeHMHU(HUKAIMH W DJIEMEHTOB CMEIIAHHOTO OOYyYeHHs, ydJacTHeM B QopyMax u
BeOMHAapax, akTUBHO GopMupys uu(hpoByI0 KOMIETEHTHOCTb ce0s U CBOMX YUEHHKOB.(CooTHECEHO ¢ nHAuKaropoM [TKO-1)
JEMOHCTPHPYET CIIOCOOHOCTb CO3/aBaTh  KadecTBeHHble OJOP, pasmemars wnX Ha CHEUMATM3MPOBAHHBIX  IUIaropMax,
obecrieunBaTh JOCTYI ydallMXcsd K MarepuanaM, IPOBOJIWTH MOHHTOPHHT WM OIIEHKY KauecTBa CO3JaHHBIX PECypCOB, IPHBIECKATH
YUEHHKOB K CO3TaHUI0 COOCTBEHHBIX 00pa30BaTeIbHBIX IPOTYKTOB.(COOTHECEHO ¢ mHAnKaropom ITKO-1.1)

BJIAZECT METOJaMU M TEXHOJIOTMSIMU HCIONB30BaHMS LU(POBOH oOpasoBarenbHONH cpenbl, 3(QQEKTHBHO INpUMEHSET ee s
MOBBIIICHHUS KadecTBa IIPENOAaBaHUs, (OPMHUPOBAHHUS HABBIKOB CaMOCTOSTENFHOM pabOTBl Yy OOYYalOmMXcs, MOCTOSHHOTO
MOHHUTOPHHTA pE3yJIbTaroB OOYYCHHS M OICPaTHBHOTO BHECEHHS KOPPEKTHPOBOK B 0Opa3OBATENBHBIN IPOIEecC.(COOTHECEHO C
unaukaropom I[1KO-1.2)

UCIIONB3YeT pecypchl IIardopM [UIsl MOBBILCHUS KBWIM(QUKALMU, MPOXOXKAEHHS KypCOB IIOBBINICHHS KBATH(OUKALWH, H3YyYCHUS
MHHOBAallMOHHBIX METOAWK, NPHMEHEHHUS Jy4IIero MEXIyHapoJHOTO ONbITa B CBOCH TNPOQECCHOHATHPHOW AEATEIBHOCTH,
obecreunBast IPEEeMCTBEHHOCTh I COBPEMEHHBIH yPOBEHB IPeTofaBaHus.(COoTHeceHo ¢ nuaukaropom [TKO-1.3)

BIAETh HAaBBIKAMM  OpraHM3allMM  HPOCTPAHCTBCHHO-MAaTEpPUAIBHOM W COIEPXKAaTeIbHO-NPOLECCYATbHOH — COCTaBIISIOMICH
00pa3oBaTeNbHON Cpenbl, IPHEMaMH TIPHBICYCHUS YYCHWKOB K TBOPYECKOMY IIOMCKY W HCCIICIOBAHMIO, METOJaMH HHTETPAIlin
JIOTIONTHUTENBHOTO O0pa3oBaHHWSA B OCHOBHOM YYEOHBIH IIpOIECC, TEXHOJNOTHSAMH pPAabOTBI C CEMEIHBIM OKPYXCHHEM YYaIIHXCS.
(cootneceno ¢ unaukaropom [TKP-1)

JEMOHCTPHPYET CHOCOOHOCTh 3(P(EKTHBHO HCIIONB30BaTh 00Pa30BaTeNbHYIO Cpely, NpeBpaimias €€ B MOIIHBIA MHCTPYMEHT [UIS
pasBUTHS JMYHOCTH, (OPMHPOBAHHS METAPEAMETHBIX KOMIICTCHIMH ¥ 3aKpeIUICHHS IIPEIMETHBIX 3HaHWH.(COOTHECEHO C
naankaropom [1KP-1.1)

JEMOHCTPHPYET CIIOCOOHOCTh T'aPMOHMYHO WHTETPHPOBATh COLMAIbHBIC, KyJIbTYpPHBIE M HallMOHAIbHbIE OCOOEHHOCTH B y4YEOHBIN
nporece, CnocoOCTBysT (HPOPMHUPOBAHHIO TOJNEPAHTHOCTH, YBHKCHHIO K Pa3IMYHBIM KyJIbTypaM M TPAIUIHAM, Pa3BUTHIO HAaBBIKOB
MEXKYJIBTYpHOTO 00mIeHus.(cooTHECEHO ¢ nHanKaTropoM [TKP-1.2)

JEMOHCTPHPYET CHOCOOHOCTh 3((EKTHBHO HCIONB30BaTh HMHHOBALMOHHBIE M HPOEKTHBIC IOAXOABI, OOECIeUMBaeT aKTHBHOE
ydacTHe OOydJalomumxcs B IPOEKTHBIX paboTaX, CO3JaeT YCIOBHS JUId pealu3allid WHHOBALMOHHBIX IIPOCKTOB, BHEIPSET
MHHOBAIlMM B 00pa30BaTeNBHBIN IIPOIIECC, IOBHIMIACT MPOo(ecCHOHATBHEIN YPOBEHh M IPECTIDK Ipodeccn menarora.(COOTHECEHO C
naankaropom [1KP-1.3)

3. CTPYKTYPA U COAEP KAHUE JUCIUIIJINHBI

Pazgea 1. Unit 1.«OcHOBHBbIE IOHATUS] HHTEPIPETALMOHHOI0 AHAIN32)

Bupn 3ansitus / Cemectp /| Kommuectno
Ne HaunmenoBaHue TeMbl, KPATKOE COlepPKAHUE Komnerenuuu
paborsl / popma ITA Kype 4acoB

Tema 1. «OcHOBHBIE IOHATHUS HHTEPIPETAMOHHOTO aHATHU3) IIKO-1
Tema 1.1. « [Ipeamer, cogeprkanue U 3a1a4i HHTEPIIPETALINN TEKCTay. pakriaeckue TIKP-1

1.1 | Tema 1.2. « OCHOBHBIE HallpaBJICHNUsI WHTEPIIPETALMOHHOTO AHATH3a». p3aH§ITI/IH 3 2 [IKO-1.1
Tema 1.3. «OcHOBHbIE TMOHATHA  MHTEPIPETANUOHHOIO  AHAIU3A. I1IKO-1.2
CoBpeMeHHbIE MTOAX0AbI K aHATH3Y TEKCTay. TIKO-1.3




IIKP-1.1

IKP-1.2
ITKP-1.3
IIKO-1
TIKP-1
Tema 1. .«OcHOBHBIE OHATHS UHTEPIPETALNOHHOTO AHATU3A». ITIKO-1.1
12 Tema 1.1. «OcHOBHBlE TMOHATHA  HHTEPIPETAOHHOIO aHAIU3a. CamocrosTenbHast 3 10 I1KO-1.2
’ CoBpeMeHHbIE TOAXOAbI K aHATHU3Y TEKCTay. pabota IIKO-1.3
Tema 1.2. «OCHOBHBIE HallPaBJICHNUSI WHTEPIIPETALIMOHHOTO aHATH3a». TIKP-1.1
IKP-1.2
I1KP-1.3
[IKO-1
Tema 1. CemanTrka nekoaupoBanus. Poib uaTepmperaropa. TIKP-1
Tema 1.1. «Mctopuyeckuii ¥ COLMATBHBIA KOHTEKCT IPOU3BEICHHUS. TIKO-1.1
Temaruueckoe U HeHHOE COAEPIKAHNE TEKCTaY. CamocrosTenbHas [IKO-1.2
1.3 . 3 22
Tema 1.2, KoMNOHEHTHl  3Ha4yeHusl. IIpenmeTHO-JIOTUYECKUIA, pabora I1KO-1.3
SMOLIMOHATEHO-)KCIIPECCUBHBI M OIICHOYHBIA KOMIIOHEHTHI 3HAYCHHS TIKP-1.1
CIIOBAY. ITKP-1.2
[IKP-1.3
Paznes 2. Unit 2. « JINHrBHCTHYeCKHE CIIOCO0BI MepeAayd U PACKPLITHS 3aMbICJIa aBTOPa»
Bup 3anstust / Cemectp /| KonyectBo
Ne HaunmeHoBaHnHe TeMbI, KPaTKoe cOlepKaHUe Komnerenunn
pa6otsl / popma ITA Kype 4acoB
Tema 2.«JIMHTBHCTHYECKHE CIIOCOOBI INeperadd M PACKPBITHSA 3aMbICciia KO-1
aBTOpP).
TIKP-1
Tema 2.1 «KoMmiekc JHMHIBUCTHYECKHX U JKCTPATHHIBUCTHYECKUX MKO-1.1
CPEACTB TEpedadyd M PacKpBITHA 3aMbIcia aBTOpa (B XapakTEpPHCTHKE ’
e pei Packp pa ( P P [IpakTuueckue [IKO-1.2
2.1 |mepcoHaxa, CO3MaHUM aTMOC(EpPBI TEKCTa)». 3 2
3aHATHUS [IKO-1.3
Tema 2.2 « Cucrema 00pa3oB Kak BBIp@KEHHE €OUHCTBA (OPMBI H TKP-1.1
COZECPIKAHUD. ’
. . [KP-1.2
Tema 2.3 «Ponp (kocBeHHOI) neramm/ perameil. IloHsTne M crocoObI [KP-1.3
TEKCTOBOI1 KOTE€3HH. )
[IKO-1
Tema 2.«JIMHTBHCTHYECKHE CIIOCOOBI Iepeladd M PacKpBITHS 3ambIciia TTKP-1
aBTOp.
« » [IKO-1.1
Tema 2.1. «CocraBneHue ‘“‘web-map” KIrO4eBBIX (pa3 MPOU3BEACHHUS.
[IpakTnueckue I1IKO-1.2
2.2 | Posp NEKCHKO-CEMaHTHYECKOTO ITOBTOPA. 4 4
. 3aHATHS [IKO-1.3
Tema 2.2. «Cpencra co3aaHus S36IKOBOH BBIPA3UTEIBHOCTH TEKCTa). TKP-1.1
Tema 2.3. « KoHBepreHmms JIMHIBUCTHYECKHX CPEACTB CO3JAHHS TIKP 1'2
obpazay. ’
P TIKP-1.3
Tema 2.«JIMHTBHCTHYECKHE CIIOCOOBI IEpeladd M PaCKPBITHSA 3aMblciia TIKO-1
aBTOPa» TIKP-1
Tema 2.1. AccouuaTuBHBI XapakTep CBS3M MEXIY CHMBOJIOM U IIKO-1.1
53 |mOHATHEM. JudpdepeHunanns ciaoBapHoro cocraBa coBpeMeHHoro | CamocrosTenbHas 4 2 ITIKO-1.2
’ AHTJIMHCKOTO SI3BIKA. pabota [IKO-1.3
Tema 2.2. Ananu3 poHorpahHIECKHX CTHIMCTUISCKUX CPENICTB. TIKP-1.1
Tewma 2.3. AHanu3 JeKCHYECKUX CTUIIUCTHYECKUX PECYPCOB. IIKP-1.2
Tewma 2.4. AHaIM3 CUHTaKCUYECKUX CTHIIMCTUYECKHX CPEJl TIKP-1.3
Paznean 3. Unit 3.«TekeT kak 00beKT JMHIBOCTHIMCTHYECKOI0 AHATHU3A)»
Bup 3anstus / Cemectp /| Kommuectno
Ne HaumeHoBaHnHe TeMbI, KPaTKoe colepKaHUe Komnerenunn
pa6otsl / popma ITA Kype 4acoB
Tema 3. «TekcT Kak 0OBEKT JIMHIBOCTHINCTUYECKOTO aHATTH3a). TIKO-1
Tema 3.1. « Ilonstie U ciocoObI TEKCTOBOI KOTE3HH. TIKP-1
Oco0eHHOCTH KOMITO3UIIMOHHOTO TIOCTPOCHHUS M PACKPBITHE 3aMbICIa. IIKO-1.1
31 Tema 3.2. «Croxet u mpobriemaruka. CamocTrosTenbHas 4 6 IIKO-1.2
’ Be1ienieHre TOrHYeCKUX COCTaBHBIX YacTeH TEKCTa). pabota [IKO-1.3
Tewma 3.3. « Pons muanora n moaTexcra B KOMIIEKCHOM aHATTH3E». IKP-1.1
Tema 3.4. «KoHTpacT u KOH(MIMKT Kak CIIOCOO PACKPBITHS 3aMbICla. IIKP-1.2
BapuanTel HHTEpIIpETALUU TEKCTa. ITKP-1.3
Tema 3. «KoMmIulekCHBIA aHaIM3- HMHTEPIpPETAlHs XyHA0)KECTBEHHOTO [KO-1
TEKCTa.
. . TIKP-1
Tema 3.1. «AHanmu3 TEKCTOBOU KOTe3H1H, ocoOeHHOCTE! KO-1.1
KOMIO3ULIHOHHOTO TIOCTPOSHHUS U PACKPBITHS 3aMbICII». ’
t p packp CamocrosTenbHast [IKO-1.2
3.2 | Tewma3.2. «MHTEeppeTanus croKeTa 1 NpoOJIeMaTHKH. aGora 4 4 KO-1.3
Be1ienieHre TOrHYecKiX COCTaBHBIX YacTeH TEKCTa). p TKP-1 '1
Tema 3.3. «MHuTepmperanus Auagora M IMOATEKCTa B KOMIUIEKCHOM TIKP 1'2
AHATH3E». ’
N IKP-1.3
Tewma 3.4. BapuaHTbl KOMIIEKCHON WHTEPIIPETALIMH TEKCTA.
33 Tema 3. «KoMIutekCHBIM aHanW3 - HMHTEpPHpETanus XyJ0XKECTBEHHOTO CamocrosTenbHast 4 4 TIKO-1
’ TEKCTa» pabota TIKP-1




Tema 3.1. OO6pa3z aBTopa. AHATH3 COIHATBHO-3TUYECKON MO3UIMU KO-1.1
aBToOpa. ’
IIKO-1.2
Tema 3.2. ABTOpcKkME HeoJOTrM3Mbl. HampaBieHue akueHTyanuum B KO-1.3
cpaBHEHHMsX. ABTOpCKas MeTadopa. :
TIKP-1.1
Tema 3.3. Pons neranu.
. TIKP-1.2
Tema 3.4. CriocoObl XapakTepUCTHKNA OCHOBHBIX EPCOHAKEH.
o N IIKP-1.3
Tema 3.5. KOMIUICKCHBIN JINHTBOCTHJIMCTUYECKHI aHAIN3 TEKCTA.
TIKO-1
TIKP-1
HTOroBeIe paboTHI: TKO-1.1
OTOBBIC PAbOTHL: CamocrosiTenbHast [IKO-1.2
3.4 | 1. Pedepar. 4 12
pabota [IKO-1.3
2. AHanu3 ¥ MHTEPHpeTAaLHsl XyA0)KECTBEHHOTO TEKCTa. TKP-1.1
TIKP-1.2
TIKP-1.3
TIKO-1
TIKP-1
IIKO-1.1
. . IIKO-1.2
3.5 [IloaroroBka Kk MPOMEKYTOYHON aTTeCTalni 3a4eT ¢ OIECHKOM 4 4 MKO-13
TIKP-1.1
IIKP-1.2
IIKP-1.3

4. POHJ] OLIEHOYHBLIX CPEJICTB

CrpykTypa M cozpepxaHue (OHIA OLEHOYHBIX CPEACTB Ul IPOBEACHUS TEKYLIErO KOHTPOJII M IIPOMEKYTOUHOH arTecTaluy
npezcTaBieHsl B [Ipunoxxernn 1 k pabodeid mporpaMMe JUCIUIIIAHEL.

5. YAEBHO-METO/JUYECKOE 1 THOOPMAIIMOHHOE OBECIIEYEHUE JUCIUITJINHBI

5.1. YueOHble, Hay4yHble H MeTOAMYeCKHE U3TaHUS

ABTODBI, bubnmoreka /
3arnasue WznarenscTBO, TOX
COCTaBUTEIHN Konngecto
1 Kpsuiosa, Onbra JluHrBuCTHYECKas CTHINCTHKA: yueO. mocobue must | M.: Beicm. mik., 2006 15 9xs3.
ATnekceeBHa CTYAEHTOB BBICII. yueO. 3aBeIeHUH, 00yJaromxcs
o ¢uoor. crier. B 2 xH.
2 Kpsuiosa, Ombra JluarBUCTHYECKas CTHINCTHKA: yue0. mocobue must | M.: Beicmr. mik., 2006 15 axs3.
AnekceeBHa CTYJICHTOB BBICII. yue0. 3aBeACHUI, 00YUarOLIHXCS
10 (DHIIOJIOT. CICHHATBHOCTSIM: B 2 KH.
3 Bbabenko JL.T., JIMHTBUCTHYECKUH aHATU3 XYI05KECTBEHHOTO M.: ®nunTa: Hayxka, 2005 15 3k3.

Kazapun 10.B.

TEKCTa: TEOPHUS U MPaKTHKa: yueO., IPaKTUKyM:
JUISL CTYICHTOB BBICIIL. y4e0. 3aBeICHU,
OIOYHYaIOIUXCs 110 crieluanbHocTy "dusonorus”

4 Bpannec M. I1.

Crunucrrka tekcra: TeopeTuueckuii Kypce:
yueOHHK

Mockga: [Iporpecc-
Tpagumms, 2004

http://biblioclub.ru/index

.php?

page=book&id=45095

5 Kyxapenko B. A.

[IpakTuKyM 1O CTUAMCTUKE QHITIMICKOTO SI3bIKA:
y4ebHoe mocodue

Mocksa: ®JIMHTA, 2016

http://biblioclub.ru/index

.php?

page=book&id=83381

6 Bamkarosa 10. A.,
Jlymnukosa I'. U.

HUctopus nureparypst Benmukooputanuu u CLIA
XIX-XXI BB.: HHTEpIIpETAIHS TEKCTA: yuyeOHOe
nocobue

Kemepogo: KemepoBcknii
rOCYAapCTBEHHBIN
yHuBepcurer, 2014

http://biblioclub.ru/index

.php?

page=book&id=278310

7 Bonruna E. A.

CTHUIMCTUYECKUI aHATTH3 TEKCTa: yueOHOe ocooue

PoctoB-Ha-/lony: FOxHbII
(beneparbHbIN
yHUBepcuTeT, 2015

http://biblioclub.ru/index

.php?

page=book&id=462051

8 benozeposa H. H.,
INonomapesa E. 1O.

Approaches to text analysis: yae6HOe ocoOue

Tromenb: TroMeHCKuUi
roCy/1apCTBEHHBII
yHuBepcuret, 2012

http://biblioclub.ru/index

.php?

page=book&id=571890

9 CrypoBa E. A.

AHQIMTHYECKOE YTCHHUE LIAr 3a IIaroM: yuyeoHoe
nocoOue Mo aHMTMHCKOMY SI3BIKY JUISL CTYICHTOB
CTapIIMX KYpCOB: yueOHOe mocodue

JIuneuk: JInneuxui
rOCyIapCTBEHHBIN
MeaaroruyecKui
ynusepcureT umenu I1LIL
CemenoBa-TsH-
Ilauckoro, 2018

http://biblioclub.ru/index

.php?

page=book&id=576894




ABTODHI, Bubmmotexa /
3arnaBue WsparenscTBO, rox
COCTaBUTEIN Konnuectso
10 [uposa . A., MHOroMepHOCTb TEKCTA: IOHUMAHHE U Canxr-IletepOypr: http://biblioclub.ru/index
Tonuaposa E. A. UHTEpIpeTaIys: yuyeoHoe mocobue Poccuiickuii .php?
rocyaapcTBEHHBIIT page=book&id=577907
Ne1arorn4ecKuit
yHuBepcuTeT uM. A.U.
I'epuena (PT'TIY), 2018
5.1. YueOHble, HayYHble U MeTOAMYeCKHE U3TaHUS
ABTOpBI, bubnmoreka /
3arnasue WznarenscTBO, TO
COCTaBUTENHU Konmnuaectso
1 babenko JL.T"., JIMHrBUCTHYECKUH aHATN3 Xy10’)KECTBEHHOTO Exarepun0ypr: 13a-0 5 oK3.
Bacunses U.E. TekcTa: Y4el. IS CTyJCHTOB BBICII. y4e0. Vpai. yu-ta, 2000
3aBe/ieHui, oOyJaromuxces 1o cren. "dunonorus”
2 Bba6eunko, Jlrogmuna OHUIOTOTHYECKII aHATHA3 TEKCTA: OCHOBBI TEOPHUH, ExarepunOypr: U3a-8o 4 5K3.
I'puropbesHa MPUHIAITBL M aCTIEKTHI aHAIn3a: yued.uist Vpai. yH-Ta,
CTYZCHTOB (PHJIOJ. CIIeIl. BYy30B
3 HWBanosa JI. M. JluteparypHsblii aHaM3 TEKCTa (JUIS CTYAEHTOB Enen: Enenxwuit http://biblioclub.ru/index
Hes13bIKOBBIX BY30B): yueOHOE mocodue rOCyapCTBEHHBIH .php?
yHuBepcuret um. 1. A. page=book&id=272129
Bynuna, 2010
4 Xpecromarus 110 Kypcy «AHanutudeckoe utenue»: | Cankr-IlerepOypr: http://biblioclub.ru/index

METOJIMYECKHE PEKOMEH/IAUH JUIsl CTYACHTOB 3-TO
¥ 4-r0 KypcoB 0 HalpaBJIEHHUIO IOATOTOBKU
Oakanaspuara 050100 «Ilenarormueckoe
oOpasoBaHue», MPOPHIH MOATOTOBKH
«/HOCTpaHHBIH S3BIK»: METOIUYECKOE TTOCOOne

.php?
page=book&id=438757

WHCcTHTYT cCienuanbHOM
TIe/IarOTUKU 1
nicuxonoruu, 2014

5 ®engnuna JI. U. WHTeprperanus TEKCTa: 3IEKTPOHHOE y4eOHO-

METOAUYECKOE IT0COoOMe: METOAUUECKOE ITOco0me

http://biblioclub.ru/index

.php?
page=book&id=481507

Kemepogo: KemepoBcknii
rOCYZAapCTBEHHBIN
yHuBepcurer, 2017

6 I'ypoukuna A. T'., SI3BIK ¥ TEKCT B aHTPOIIOMEPHOM HayKe: Cankr-IlerepOypr: http://biblioclub.ru/index

Boponnosa T. 1., MOHOTpadust Poccuiickuii .php?
].uPIpOBa n. A., FOCY}IapCTBeHHLIﬁ page=book&1d=577933
Aukacos A. B., TIeIarOTHY e CKHi
lonuaposa E. A., yHHUBepcHUTET UM. A.1.
Iluposa K. A. Tepuena (PITIY), 2018
7 HWBanoBa-JlykbsiHOBa XyI0KeCTBEHHBIH TEKCT: YCIIBIIIATh U MOHSITH: Mocksa: ®JIMHTA, 2018 | http://biblioclub.ru/index
I H. y4eOHOe ocoOHe At CTYACHTOB (PHIOIOTHYECKUX .php?
crenuanbHOCTeH: yuyeOHoe mocodue page=book&id=607326
8 Bongpipesa, M. M., CTWINCTHYECKUI aHATTN3 Xy I0’KECTBEHHOTO Mockga: [Ipocsemienne, 16 3K3.

Bonnuna, 1. A. TEKCTa: yueOHOE IOCoOHe ISl CTYACHTOB TIeI. TI0

CIICII. MH.A3.

1988

5.2. TIpodeccuonanbHpie 62361 JAHHBIX M HHGOPMAIIHOHHBIE CIIPABOYHbIE CHCTEMBI

Hayunas snextponnas 6ubmuoreka (HOB)http://www.elibrary.ru/
KubepJlenunka http://cyberleninka.ru/
baza HayunbIX cTareit n3garenscTsa «I'pamoray (http://www.gramota.net/materials.html)

5.3. IlepeyeHb MPOrpaMMHOI0 oGecredeHust

OpenOffice

5.4. YaeGHO-MeTOMHYECKHAE MATEPHANBI 115 00YIAIOIINXCS ¢ OTPAHHYEHHBIMH BO3MOKHOCTSIMH 3/10POBbSI

[lpy HEOOXONMMOCTH TIO 3asBJICHUIO OOYyYarollerocs C OIPaHUYCHHBIMH BO3MOXKHOCTSIMM 3JI0pPOBBSl  y4eOHO-METOANYECKUE
MaTepHaIbl MPEAOCTABIAIOTCA B (OpPMax, amaNTUPOBAHHBIX K OTPaHWYCHHSIM 30pPOBbS M BOCHpHATHSA HHpopMmammu. [lns mmi c
HapyIIeHUSIMA 3peHus: B (opMme ayauodaiina; B medaTHOH (opme yBeTHUCHHBIM mIpudToM. s IUI ¢ HapymICHHSIMH CIyXa: B
(opMe SNIEKTPOHHOTO JOKyMEHTa, B medarHoi Qopme. Jns Ul ¢ HapylIeHMSMH OIOPHO-IBHUIATENIbHOTO ammapara: B (opme
UIEKTPOHHOTO JIOKYMEHTA; B I1e4aTHOH (opMe.

6. MATEPUAJIBHO-TEXHUYECKOE OBECIIEYEHHUE JUCHUIIJIMHBI

ITomemenus Ui BceX BHUAOB paboT, MPEXyCMOTPEHHBIX y4eOHBIM IUIAHOM, YKOMIUIEKTOBAaHBI HEOOXOIMMOM CHEenMaTn3HpOBAHHOMN
y4eOHOIl MeOemnbIo M TEXHUUECKUMH CPEICTBaMU O0YUYEHUS:

- CTOJIBI, CTYJIBS;

- IePCOHATBHBIN KOMITBIOTEP / HOYTOYK (IIEPEHOCHOI);

- IPOEKTOpP;

- 9KpaH / MHTEpaKTHBHAs JOCKA.




7. METOAUWYECKHUE YKA3AHUS 1JISA OBYYAIOIIIUXCS 11O OCBOEHUIO JUCIIUITJINHBI

Mertoarueckne yKa3aHUs 10 OCBOCHHIO UCIMILIMHEI IPEACTaBICHEI B [Ipunoxkennn 2 k pabodel mporpaMMe JUCIUIUIAHEL.




®OHJI OHEHOYHbLIX CPEJACTB

IIpuiaoxenue 1

1 Onucanune nmoka3zareJieil U KpUTEpHEB OLCHUBAHMS KOMIIETEHIIMII HA PA3JIMYHBIX ITanax
X (P)OPMHUPOBAHUS, ONTUCAHUE HIKAT OLCHUBAHUS

1.1 ITokazarenu 1 KpUTEPUH OLEHUBAHUS KOMIETEHIUI:

3VH, cocTaBasromme
KOMITETEHIIAIO

Tloka3arenu oleHUBaHUSI

Kpurepuu oueHuBanus

CpernctBa olleHUBaHUS
P — pedepar
C — cobecenoBanmne
3 — BOIIPOCHI K 3a4eTy
I103 — npakTuko-
OpPHEHTHPOBAHHbBIE
3a/IaHus
T — tect
IT — npe3enTanumn

IIKO-1: Cnoco0eH ocymiecTBJIATh NP0 eCCHOHAIBHYIO 1eATeJIbHOCTD € HCIO0Jb30BaHHEM

BO3MOKHOCTel nM(ppoBoii 00pazoBaTebHOM cpeabl 00pa30BaTe/JbHOI OPraHMu3alui U OTKPbITOIO

HH(}pOPMALMOHHO-00Pa30BaTEJIBHOI0 IPOCTPAHCTBA

3nanus:
Pa3HOYPOBHEBEIC
Pa3HOPEruCTPOBLIE
SI3BIKOBBIE CPEJICTBA;
COBpEMEHHBIC
o0Opa3oBaTeabHbIE
MPOTrPaMMBI IO KypCy
WHOCTPAHHBIX S3BIKOB B
IIKOJIE.

Nzyuaet TpeboBaHus
00pa3oBaTeIbHBIX
CTaHJaPTOB IO
WHOCTPAHHOMY SI3BIKY

B 1Koue; M3ydaer
uH}OPMAITHIO O pa3TMYHBIX
JIMCKypcax sI3bIKa, O
CTUJIMCTUYECKOH T'pajjaliiu
clioBaps;

[Tonnoe, pa3zBepuyToe,
rPaMOTHOE H
JIOTMYECKOE U3JI0KEHUE
BOIIPOCA; FTOTOBHOCTh
Pp€aaIn30BbIBATb
o0Opa3oBaTeIbHbIE
IIPOrpaMMBI 110
y‘le6HI)IM npeaMeTamM B
COOTBETCTBHHU C

I103 — npaktuko-
OpPHUEHTHPOBaHHBIC
sagauausd — I, I, 1V

P — pedepar (Temsr 1-25)
3 — BOIIPOCHI K 3aUeTy
(Bompocsr 1-23)

[OP, usyuaer Uutepuer- | tpeboBaHUAMU
pecypchl. 00pa3oBaTeIbHBIX
CTaHapTOB.
Ymenus: Pemaer npaktuko- Jlexcuko- P — pedepar (temsi 1-25)
BBIpAKaTh MBICIIM Ha | OPHEHTHUPOBAHHBIC 3aJaHHsI | TpPaMMaTHUECKas IT — npe3enTanuu (1-18)
AHTIMHCKOM SA3BIK C y4eToM 0coOeHHOCTeH HOJIHOTa OTBETOB U
c,

ANIeKBATHO  MCTIONB3YS otoopa JICKCHKH co00pa3HO | MPaBUIBHOCTD §

BBIOpPAaHHOM CUTyalluu BBIITOJIHEHHUS 331aHUH,
pa3HoOoOpa3HbIe

O0IIIeHMSI. HAJIN4YHE BHIBOJIOB.
ASHIKOBBIE CPEACTBA C | [1py jenger onHoTa i
HEIBIO BBIICICHUA | oGpa3zoBaTe/ibHbIC MPaBUILHOCTD
pelieBaHTHON IIPOTrPaMMBEI 10 peann3anuu
uHdopmaruy, MHOCTPAaHHOMY 00pa3oBaTeIbHOM
KPUTHYECKH SI3BIKY B COOTBETCTBUE C HpOrpaMMbl, HATUYNE
[TePEOCMBICTHBATD TpeOOBaHUSAMHU COOTBETCTBHIH ¢

00pa3oBaTeIbHBIX TpeOOBaHUSIMHU
o0Opa3oBaTeabHbIC

CTaHJapTOB. 00pa3oBaTeIbHBIX
IPOrpaMMBbI IO CTAHTAPTOB.

UHOCTPAaHHOMY S3BIKY B
COOTBETCTBHE c




TpeOOBaHUSIMU

00pa3oBaTeIbHBIX

CTaHJapTOB.

Haesviku: Brnaneer naBsikamMu ITonHoe, pazBepHyTOE,

MHHOBAllMUOHHON U | KOPPEKTHOTO rPaMOTHOE U P — pedepar (Tembrl-25)
TIPOCKTHOI HCIO0JIb30BaHUs JICKCUKH norndeckoe uznoxkenne | I1 — mpesentanun(1-18)
NESTEIBHOCTH p | PA3IMYHBIX PETUCTPOB BONpoca; npaBuibHOCTh | T—1,2

oOpaszoBannu. Brmageer
cpenctBamu UKT mos
UCMOJIb30BaHUS
U(PPOBBIX CEPBUCOB H
pa3paboTKu
ANEKTPOHHBIX
00pa3oBaTeIbHbBIX
pecypcoB.
IInanupoBanus,
OpraHu3alui,
KOHTPOJIS "
KOPPEKTUPOBKH
00pa3oBaTeIbLHOTO
npoiiecca C
UCIOJIb30BaHUEM
nudpoBoii
o0pa3oBaTenbHOI
cpensl
o0pa3oBaTenbHOI
OpraHU3aIH u
OTKPBITOTO
UH(POPMAIIMOHHO-
00pa30oBaTeIbHOrO
npocrpancrsa.lcrons3

OBaHWUS pecypcoB
MEXKTYHAPOTHBIX u
HAI[MOHAJIBHBIX
m1aTopM  OTKPBITOTO
o0Opa3oBaHUs B
npodeccruonanbHOM

NCATCIIBHOCTHU y‘{I/ITeJ'If[
OCHOBHOrO OOIIEro u

CpeIHEero o01rero
o0Opa3oBaHMUsI.
peanu3anun
00pa3oBaTeIbHbBIX

IIPOrpaMM I10
UHOCTPAaHHOMY SI3BIKY B

CO00Pa3HO CUTyallUU
00LIeHUs 1J11 JOCTUKEHUS

KOMM YHUKATUBHBIX I.ICJICfI.

IIpumenser
o0Opa3oBaTeIbHbIE
IPOrPaMMBbI 1O
UHOCTPAaHHOMY

S3BIKY B COOTBETCTBHE C
TpeOOBaHUSIMU
00pa3oBaTeIbHbBIX

CTaHJIapTOB.

BBIIOJIHEHHUSA 3aJaHUN C
ncmnosb3oBanrem L{OP,
UKT, Nurepner-
pecypcoB.

Hanmuue
o0pa3oBaTeIbHBIX
MIPOrpaMMm IO
WHOCTPAaHHOMY

SI3BIKY B COOTBETCTBHE C
TpeOOBaHUIMU
o0pa3oBaTeIbHBIX
CTaHJapTOB.

3 — BOIIPOCHI K 3aUeTy
(Bompockr 1-23)




COOTBETCTBHE c
TpeOOBaHUSIMU
00pa3oBaTeIbHbBIX
CTaH/IapTOB.

IIKP-1: Cnioco6en ¢popMupPOBATH PA3BUBAKILYI0 00pa30BaTEIbHYIO CPely H UCIO0JIB30BATh
BO3MOKHOCTH €€ IJIsl JOCTHRKCHUSA JIUIHOCTHBIX, METAIIPECAMETHBLIX U MPEAMETHBIX Oﬁpa3OBaTeJII)HbIX
pe3yJabTATOB 00 Y4AK M XCS

3uanus: Hcnonb3yer [TonHoe, pa3BepHyTOE, C — cobecenoBanue
3HAaTh OCOOCHHOCTH TEOPETUUYECKHE OCHOBBI | TPaMOTHOE U (Bompocsr 1-30)
(doHeTHIeCKOH, JIMHTBUCTUYECKUX  HayK, | Jjoruueckoe uznoxenue | [1- (1-18)
JICKCHYECKON U OCHOBHBIC  TOHSTHS U | BOMPOCA; MPABMWIBHOCTh | 3 — BOIPOCHI K 3a4ETy
rpaMMaTHYE€CKON CUCTEM | TEPMHHEI; MOHUMAET | BBIMOJHEHUS TecToBOro | (Bompocsr 1-23)
AHTJIMHCKOT O S3bIKA B 0COOEHHOCTH 3a/laHusl.

CHHXPOHUU U UCTOPHYECKOro pa3BuTHs U | Miconbp3oBaHUE pa3HbIX

JTUAXPOHUU; COBpEMEHHOE  cocTosiHME | (hopM Mpe3eHTauui

CTpaTeruy YCTHOTO U M3y4aeMoro s3bIKa; | MaTepuaa.

MUCHbMEHHOTO OOIICHHS | paCKphIBAET OCHOBHBIC

Ha aHTJIMICKOM SI3BIKE pOOJIEMBI, n3y4aembie

JUTSL JOCTHO)KCHUS JMHTBUCTUYECKUMHU

KOMMYHUKATHBHBIX HayKaMH.

1eyie B KOHKPETHOU
CUTyalluH OOIlIeHUs Ha
U3y4aeMoM
MHOCTPAHHOM SI3bIKE.
Pasznuunble couuanibHble,
KYJIbTYPHBIE,
HallMOHAJIbHBIE
KOHTEKCTBI, B KOTOPBIX
MPOTEKAIOT MPOLIECCHI

oOydeHMUS.

Ymenus: JemoHCcTpupyeT IlomHoTa 1 C — cobecenoBanue
YMETh Ha OCHOBE IOHNMaHue NPaBUIBHOCTH penieHus, | (Borpocs 1-30)
MPOYUTAHHOT O J1€JIaTh JIMHTBUCTHYECKUX HaJM4Ke BBIBO/IOB I1-1-18

CBOU MUCLUILINH 54 CBsI3EN 1103 - |
apryMeHTHPOBAHHBIN MEXIY HUMU; P-1-25

BBIBOJI OTHOCUTEIIEHO AQHAJIM3UPOBAThH  SI3BIKOBBIE T — recr (1-2)
TOT'O WJIA UHOTO SIBJICHUS;  TOHUMAaeT |

(doHeTHIEeCcKOro UCIOJIb3YyET METO/1bI

SIBJICHUS; IPUMEHATh KPUTHUYECKOT O aHajau3a

3HaHUsA B 00J1aCTH uHdopmaruu; paboTaer cC

JIEKCUKOJIOTUH JJIs uH(popMmanuei B

aHaJmn3a sS3bIKOBBIX rJI00JTBHBIX

SIBJICHUI; IPUMEHSATD KOMIIBIOTEPHBIX CeTSIX

3HaHUs B 00J1aCTH (mouck, aHamm3 u OTOOp

TEOPETUYECKOU HE00X0TMMOM

rpaMMaTHKU K aHAIW3Y | HHPOPMAIIHH).
SI3bIKOBBIX SIBJICHU;

Haeviku: IIpoBogut Hammune nposenennoro | C — cobecenoBanue




YMETb IPUMEHSATh

JIMHTBOCTHJIM CTUY € CKHH

aHaJIM3a IoKa3aTeliel u

(Bompocsr 1-30)

METOJIUKHU aHaJM3 TEKCTOB Pa3JIMYHOM | rpaMOTHAs P — pedepar (Tempi1-25)
CpaBHUTEIBHO- (GYHKIIMOHAJIBHO-CTUJICBOM | MHTEpIIPETaIHSI IT— npe3enranuu(1-18)
UCTOPUYECKOr0 aHAIN3 | OTHECCHHOCTH; YYaCTBYET B | MIOJYUCHHBIX 103 — mpakTuKo-
(haKTOB U SBJICHUH TPYIIOBBIX TUCKYCCHUSIX Ha | pe3yJIbTaTOB; OpPHUEHTHPOBaHHBIC
sSI3bIKA; UCIIOJIb30BAHMS | U3y9aeMOM HHOCTPAHHOM | 000CHOBaHHOCTh 3aJaHHs

METOJIUKI sS3pIKE O TpoOJieMaThuKe | 00pameHus K (1-1Vv)

doHeTHIecKoro, Kypca; BIaJeeT: HaBBIKOM | HOPMATUBHBIM T-1,2
JIEKCHKOJIOTUYECKOTO, NyOMUYHBIX BBICTYIJICHUN | NICTOYHUKAM 3 — Bonpockl k 3auety (1-
rpaMMaTHYECKOro U nepen ayJIuTOpHEH, 23)

CTHUIIMCTUYECKOTO SIBIISTFO T X CST

aHaM30B (haKTOB U HEOThEMJIEM O 9aCThIO

SIBJICHHUH SI3bIKA NOATOTOBKH  JIMHTBUCTA-

IIpenojiaBaTessl; peueBbIMU
TaKTUKaMH,
KOMMYHUKATHBHBIMU
HOpMAaMH, pEUEBBIM
9TUKETOM B  OOLIEHMH;
HaBbIKAMHU IIOMCKa, 0TOOpa
Y UCHOJIb30BAHUS HAYYHOUN
uH(popMauu o
U3y4aeMbIM IIpo0JIeMaM.

1.2 IlIkaabl OLICHUBAHWUA

Texymuii KOHTPOJIb YCIEBAEMOCTH M MPOMEXKYTOUHAs aTTECTAlHsI OCYIIECTBIISIETCS B
paMKax HaKOMUTENbHOU 0aIbHO-pEeUTHHTOBOM cucTeMbl B 100-0amibpHOi mKane:

dopma KOHTPOJISL — 3a4ET C OL[EHKOM:

50-100 6anoB (3a4TEHO)

0-49 6annoB (He 3a4TEHO)

84-100 6annoB (OIeHKa «OTIMYHOY)

67-83 GaoB (OIEHKA «XOPOIIO»)

50-66 6amoB (OIEHKA «YIOBICTBOPHUTEIHLHO)

0-49 GamnoB (OI[EHKAa «HEYAOBIETBOPUTEIHLHOY)

2 TunoBble KOHTPOJIbHBIC 33JJaHHS WJIM HMHble MAaTepHaJbl, HEOOXOAUMBbIE ISl OLEHKHU
3HAHMi, YMeHMi, HABBIKOB MU (WJIH) ONBITA JeSAITEJJbHOCTH, XaPAKTEPH3YIOIIUX ITAIbI
¢GopMupoBaHus KOMIETEeHIIMI B MpoLecce 0CBOEHUN 00Pa30BaTeJIbHOM NMPOrpaMMbl
KounTpoJibHbIe BONPOCHI /151 MPOBeIeHUs TEKYIIEro KOHTPoJis (codeceoBaHme).

Questions 3,4 kypc

1. What parts of speech are predominantly used as epithets and why?

2. When reading a book pay attention to the type and distribution of epithets there.
Give your considerations as to what defines the quantity and the quality of epithets in
a literary work.

3. What meaning is foregrounded in a hyperbole?

4. What types of hyperbole can you name?

5. What makes a hyperbole trite and where are trite hyperboles predominantly used?
6. What is understatement? In what way does it differ from hyperbole?



7. Recollect cases of vivid original hyperboles or understatements from your Russian or
English reading.
8. Comment on the length of the sentence and its stylistic relevance.
9. What do you know about one-word sentences?
10. Is there any correlation between the length and the structure of the sentence?
11What punctuation marks do you know and what is their stylistic potential?
12What is a rhetorical question?
13.What types of repetition do you know?
14. Comment on the functions of repetition which you observed in your reading.
15Which type of repetition have you met most often?
What, in your opinion, makes it so popular?
16.Have you ever observed chiasmus? What is it?
17.What constructions are called parallel?
18 What do you know about detachment and punctuation
used with detached sentence members?
19What sentence members an- most often detached?
20.Find in your reading material cases of all syntactical SDs based on the re-arrangement
or intended specific arrangement of sentence members.
21What is a simile and what is a simple comparison?
22 \What semantic poles of a simile do you know?
23.Which of the link words have you met most often?
24\Nhat is the foundation of the simile?
25What is the key of the simile?
26.What is a trite simile? Give examples.
27What is an epic simile?
28What is a disguised simile?
29What are the main functions of a simile?
30.Find examples of similes in your reading. State their type, structure and functions.
Kpurepuu oueHuBaHus:
[Ipu Tekymem KoHTposie (cobeceqoBaHMM Ha MPAKTHUECKUX 3aHATHSAX) 32 OTBET Ha BOIPOC
CTYACHT MOXKET MOJYyYUTh MaKCUMaJbHO 2 Gaa.
2 Oamnma BBICTABIAETCS CTYACGHTY, €CIHM HM3JIOKEHHBI MaTepuasn (PaKTHYeCKH BepeH,
JEMOHCTpUpPYETCS HaJIu4ue TIJIyOOKMX MCUEpIbIBAIOIIMX 3HAHUNH B 00JacTH HM3y4yaeMoro
BOIIpOCa, r'paMOTHOC, CBO60,HHOC U JIOTUYCCKU CTpOf/iHOC H3JI0OKCHUC MaTCpuUuaja
1 Gamma BbICTaBIAETCS CTYACHTY, €CJIM OTMEYACTCA HAJIUYIUC JOCTATOYHO ITOJHBIX 3HAaHUU B
paMKax TEMbI; JONYCKAKOTCA OTACJIbHBIC JIOTUYCCKUEC W CTUIMCTHUYCCKUEC IIOIrpCHIHOCTU C
OTACJIbHBIMU OIINOKaMH
Bomnpocsl k 3auety 4 Kypc.

1. ITonsiTne naTEpnperanuu Tekcra. CBs3b HHTEPIPETALMH TEKCTA C IPYTUMHU
JUCLIUIIIIMHAMM.

2. TekcT Kak 00BEKT JIMHTBUCTHKHU.

JlutepaTypHbie U HENUTEPATYPHBIE TEKCTHI. DOPMBI XYA0KECTBEHHON JIUTEPATYPHI.

3. Ctunb XyJ10’KeCTBEHHOM JTUTepaTyphl. TUIIBI TeKCTa (IOBECTBOBaHUE, OMKMCAHUE,
paccyxnaenue, auainor). CtuneBble peructpbl JeKcuku. OOpa3Hbli A3bIK
XYZ0KE€CTBEHHOU JIuTepaTypsl. Tpombl. @uryps! peun.

4. CpencrtBa co3jaHus CBSI3HOCTU TeKcTa. KOMITIOHEHTHBIE OTHOILIEHHS, OPraHUYECKHE
OTHOILIEHUS, CTPYKTYpHas! CBSI3HOCTb.

5. Croxer u cTpykTypa ctokera. Croxer. Bunsl koHmukToB. HanmpsokeHHOCTh TeKeTa
U cr1ocoObl ee co3/1aHus. TUIbl KOHIIOBOK U UX POJIb.



JLmst

6. CTpyKTypHBIE 3JIEMEHTbI KOMIIO3ULIUU: YKCIO3UIIMS, 3aBs3Ka, KyJIbMUHAIIHUA,
pasBsizka. TUIBI CTPYKTYPHOM OpraHu3anuu TeKcTa (IpocToe MOBECTBOBAHUE,
YCIIO’)KHEHHOE [TOBECTBOBAaHME, KOJIblIeBasi KOMIIO3UIIU, paccKa3 B pacckase).

7. Ilepconaxu. IIpsiMble 1 KOCBEHHBIE XapaKTEPUCTUKH MepcoHaxkeil. Turbl
nepcoHaxkeit: "miockue" u "o0beMHBIC", AMHAMUYHBIC U CTaTHYHBIC. [IoOHATHS
"mpotaroHucT" U "aHTaroHUCT" KakK KJIIOUEBbIC MPU aHAIU3€ CUCTEMBI IIEPCOHAXKEN U
UX POJH B KOH(DIUKTE.

8. «Touxka 3penus». Tunbl uznoxenus. [loastus "aBrop" u "paccka3zuuk" B CTpyKType
TekcTa. Touku 3peHust 1 BEIOOP THIA XapaKTEPUCTUKH ITEPCOHAKEH.

9. [IpocTpaHCTBEHHO-BpEMEHHAS OPTaHU3aINsI TEKCTa. XPOHOTOI U €ro PoJib B
aHanmu3e Tekcra. OyHKIMU MPOCTPAHCTBA U BpeMeHHU B TekcTe. Co3zanue atMochepsl.
10. DMOTHBHOE TPOCTPAHCTBO TEKCTa. IMOTHBHBIE CMBICIIBI B CTPYKTYpe 00pa3a
nepcoHaxka u aBtopa. CeHTUMeHTaIbHOCTE. FOMop (komenus, dapc) u ero
cocrapisrone. Buasl nuponnu (BepOaibHas HPOHUS, UPOHHS CHUTYAIIUH,
JpaMaTH4ecKast UPOHUS).

11. sI3pIKOBBIE CpEACTBA AaKTyaIU3alMH cojiepskaHus TekcTa. CrocoObl akTyalu3alun
TEKCTOBOM JOMUHAHTHI. COOTHOILIIEHUE TEPMHUHOB "OCHOBHAs uzes" u "Mopaip".
OdopmiieHre TEKCTa COOTBETCTBYIOIIUMU JIEKCUKO-CHHTAKCUUECKUMH CPECTBAMH U
WX yIOTpeOJICHNE B CUIIbHBIX TEKCTOBBIX MO3HUIIUAX (3aryiaBus, snurpada),
MIOBTOPAEMOCTH B TeKCTe (TIpeobiaaHue rpaMMaTHYECKUX SIBJICHUH — TUTIA
rpaMMaTHYECKON CTPYKTYpBL, YaCTU peuu; IpeodiagaHue JeKCUKU ONpe/eIeHHOMN
TEMaTHYECKOI TPYIIIbL, THIA 3HAYEHUS — MPSIMOE HOMUHATUBHOE, MeTaQOpHUIECKOe,
METOHUMHUYECKOE, JICKCHIECKON KaTerOpuu — CAHOHUMHSI, aHTOHUMHSI,
(yHKIIMOHATIBHO-CTHJIMCTUYECKON OKPACKU JIEKCUKH H T.1I.).

12. Tema u uzes XyJ10)K€CTBEHHOI'O IPOU3BEICHMUSL.

13. OcHOBHBIE KaTErOPUH XY 0KECTBEHHOT O TEKCTA.

14. TlapagurmaTika U CHHTarMaTHKa XyJ0)KECTBEHHOT O TEKCTa.

15. ®yHKIMS TEKCTOBOT'O 3aroJI0BKa.

16. ®yHKIIMOHMPOBAHNE UMEHU COOCTBEHHOI'O B TEKCTE.

17. XynoxxecTBeHHas JeTallb.

18. CunbHas mo3uIusI.

19. Tumnsl, GopMbI 1 cIOCOOBI U3TI0KEHHUS, IPEJICTABICHHBIE B Xy10)KECTBEHHOM
TEKCTE.

20. YpOBHH aKTyaJIM3allH SI3bIKOBBIX €IUHHI] B XYI0)KECTBEHHOM TEKCTE.
doHorpaduueckuii ypoBeHb.

21. MopdeMHBIli ypOBEHb.

22. Jlexcuueckuil ypoBeHb. CHHCEMaHTHUHAS U aBTOCEMaHTUYHAs JTEKCHKA.

23. CHHTaKCHYEeCKUI YPOBEHb.

Kpurepuu oneHuBanus:

MOJIy4EHUsI  IOJIOKUTEIbHOM  OLEHKM BO BpeMs 3adera CTYAEHT JOJDKEH
IIPOJIEMOHCTPUPOBATh 3HAHUE OCHOBHBIX ITOHSATUM HCKYCCTBA WU JIMTEPATYPbl; MCTOPUYECKUX
3II0X, CTUJIEW M HAIIpaBJIIEHWM HCKYCCTBA U JIUTEPATypPbl; BBIIAIOLIUXCS JAEATENEH KaKIOou
KYJIbTYPHOI 3MO0XU U UX MPOU3BEAECHUS; OCHOBHBIX BUJIOB XYy/10’KECTBEHHOI'0 TBOPUYECTBA. A TaK
K€ JIOJDKEH YMETh OINPEENIATh OTACIbHBIE POJIbI U KAHPbI JIUTEPATYPhI; UCIOIb30BATh MOHITHUA,
CBSI3aHHBIE CO CTPYKTYPOM M A3BIKOM XYAO0KECTBEHHOTO MPOM3BEACHUS; CAMOCTOSTEIbHO
aHAJM3UPOBATH MMPOU3BEICHUS UCKYCCTBA; OOBIACHIThH CBSI3U XYHAO0KECTBEHHOTO TTPOU3BEICHUS C
AMOXOH ero co3faHus, OOHAPYKUBATh CXOJICTBO MPOOJIEMATHKH W TEMATHKH C JIPYTUMHU

INPOU3BCACHUAMM OI10XH.

[Ipu omeHke oTBeTa CTyAE€HTA Ha BONpoc Owujera TmpernoaaBaTeNlb pPYyKOBOJCTBYETCS

CIIEAYIOIUMHU KPUTEPUSIMU
- IOJIHOTA U TPAaBUIILHOCTH OTBETA;
- CTENEeHb 0CO3HAaHHOCTH, TOHUMAaHUS U3yYEHHOT0;



- S13bIKOBOE 0(DOPMIICHUE OTBETA;

- BJIaJICHHE HAaBBIKAMU SI3bIKOBOT'O aHAJIN3A.

Otmerka «3ader» (50-100 6as10B) CTaBUTCS, €CIIM CTYJCHT CyMeJ POAEMOHCTPUPOBATh 3HAHHE
OCHOBHBIX TEOPETHYECKHX BOIPOCOB IO T€MaM, BBIHOCUMBIM Ha 3a4eT W MPEAyCMOTPEHHBIMU
paboueii mporpaMMoi TUCIHILTHHBI; B 11€JI0M, TOHUMAET CHEU(UKY KYJIbTYyPHO-UCTOPHUECKHX
MPOIIECCOB, pa30UpaeTCs B XyJA0KECTBEHHBIX 310XaX, CTUISAX U HAIPABICHUIX; JEMOHCTPUPYET
3HaHHE TEKCTOB MPOM3BEICHUI, YMEET HCIOIb30BaTh JIUTEPATYPHO-KPUTHUECKUE MATEPUAIIBI
JUISl apTyMEHTAIlMd U CaMOCTOSTEIBHBIX BBIBOJIOB; CBOOOJIHO BJAJEET JTUTEPATYpPOBEIICCKOM
TEPMHHOJIOTHEH; MOXKET aHAJIM3HPOBATh JINTEPATYPHOE MPOU3BEACHNE B CTUHCTBE COJCPKAHUS
1 QOpMBI, yMEeT HM3JaraTb MaTepHall IMOCIEAOBATEIFHO, eNaTh HEOOXOAUMBIE 00O0OIIEHHS 1
BBIBOJIBI; apryMEHTHPOBAHO OTBEUAET HAa BOIPOC, BBIABUIas HEOOXOAUMBIEC TE3HCHI, MPHBOJSL
pa3BUBAIOIIME UX OBOABI M JeJIasi COOTBETCTBYIOIIME BBIBOABI; yIOBJIETBOPUTEIBHO OTBEYAET
Ha JIONIOJHUTEJbHBIE BOIPOCHI IO OCHOBHBIM TE€MaM Kypca, 3aJaBacMble IPENnoJaBaTelieM C
LENbI0  ONpEACNCHUs CTENEHH YCBOSHHS M3y4yaeMoro CTyJeHTaMu Matepuana. [pyOsie
(bakTHYECKUE OMMOKH B OTBETE OTCYTCTBYIOT.

Otmerka «He3adeT» (0-49 0amioB) CTaBUTCS, €CIIM CTYJACHT OOHAPY)KHUBACT HE3HAHHUE OOJbIIEH
9acTH MaTepuaa, TOMyCKaeT OMMUOKH B ()OPMYIMPOBKE ONPENEICHUI U MOHITUH, NCKAKAIOIIIE
UX CMBICT, O€CHOPSIIOUHO H3JIaraeT MaTepHrall, He OPHEHTHPYETCS B XY/I0KECTBEHHBIX AIIOXaX U
COOTBETCTBYIOIIMX WM CTHJISIM M HAalpaBICHHAM B HMCKYCCTBE W JIMTEparype; HE 3HAET
COJICp)KaHUsl XYJO0KECTBCHHBIX MPOM3BEICHHUI, BHIHOCUMBIX Ha HM3y4YeHHE, HE B COCTOSHHUU
OTBETHUTH Ha JIOMOJHUTEILHBIC BOITPOCHI.

TeMbl MyJIbTHUMEINNHBIX NMPE3eHTAIUIL:
Functional styles of the English language.
Publicistic style.

Poetic, scientific and business styles.
Colloquial styles.

The language of literature and the language of non-literature.
Phonetical expressive means.

Graphical expressive means.

Rhythm. Alliteration.

Allegory. Onomatopoeia.

0.  Metaphor. Metonymy.

1. Simile. Metonymy.

12.  Parallelism. Chiasmus.

13. Irony. Bathos.

14.  Euphemism. Periphrasis.

15.  Hyperbole. Litotes.

16.  Antithesis. Oxymoron.

17.  Antonomasia. Personification.

18.  Zeugma and pun.

RBPBOwoo~NoORwWNE

Kpurepun oneHuBaHus:

e 10-8 OamioB - coxepkaHue pabOTHl TOJHOCTBIO COOTBETCTBYET TeMe; TINyOOKO H
apryMEHTHPOBAHO DACKPHIBAETCS TEMa; JIOTHYECKOE M IOCIEIOBATEIbHOE H3JIOKECHUE
MBICJICH; HANmMCAaHO IPAaBHJIBHBIM  JIUTEPATYPHBIM  S3BIKOM U CTHJIMCTHYECKH
COOTBETCTBYET COJIEPKAHMIO; 3aKIIOUCHNUE COJIEP)KUT BBIBOABI, JOTMYHO BBITEKAIOIINE U3
Cofiep)KaHusl OCHOBHOM 4acT;

e 7-5 6aoB - JOCTaTOYHO MOJHO U YOEIUTENbHO PaCKPhIBACTCA TEMa C HE3HAUNTENbHBIMU
OTKJIOHEHHSIMH OT Hee; B OCHOBHOHM YacTH JIOTHYHO, CBSI3HO, HO HEJOCTATOYHO ITOJHO
JIOKa3bIBaeTCS  BBLABHHYTBIM  TE3HMC, HMMEIOTCS  HE3HAUMUTENbHBIE  HApYIICHUS



MIOCJIEOBATEIbHOCTH B U3JI0KEHUHU MBICIIEH; 3aKII0YEHUE COIEPXKUT BBIBOJBL, JTOTUYHO
BBITEKAIOINE U3 COAEPKaHUS OCHOBHOM 4acTH;

e 4-1 GannoB - B OCHOBHOM DPAaCKpHIBAETCS TeMa; JaH BEPHBIA, HO OJHOCTOPOHHUUN WIH
HEIOCTATOYHO MOJHBIA OTBET Ha TEMY; OOHApYKHBAaeTCS HETOCTATOYHOE YMEHHUE JeNaTh
BBIBOJIBI U OOOOIIEHUS; BHIBOJIBI HE MOJHOCTHIO COOTBETCTBYIOT COJEPKAHUIO OCHOBHOMN
4acTu;

e () OamwioB - TeMa MOJHOCTHIO HEPACKPHITA; XapaKTEPU3YETCsl CIyYalHBIM PaCIIOI0KEHUEM
MarepHuasa, OTCYTCTBUEM CBSI3M MEXKIY 4YaCTSIMHU; BBIBOJbI HE BBITEKAIOT M3 OCHOBHOM
YaCTH; MHOTOYH CJIEHHBIE 3aUMCTBOBAHUS TEKCTA U3 APYTUX UCTOYHUKOB.

IIpakTHKO-OpHEHTHPOBAaHHBIE 3a1aHus 3, 4 Kypc
|. [IpencraBuTh B yCTHOM U MUChMEHHON (hopMe CIIeAYIOIIME acTeKThl HHTEPIPETAllH

XYIOOKECTBCHHOI'O TCKCTA.

1. Explain the elements of the plot (conflict involving protagonist and antagonist,
stages of the plot, order and sequence).

2. Describe different types of character and characterization (round and flat
characters, dynamic and static characters).

3. Describe different types of setting (historical context, geographical context,
physical context).

4. Describe different types of point of view (first-person narration, unreliable

narrators, third-person narrator, omniscient narrator, limited omniscient narrator, objective
point of view, selecting an appropriate point of view).

5. Describe the elements of style, tone and language (formal and informal diction,
imagery and figurative language).

6. Describe the elements of symbol and allegory: literary symbols, the purpose of
symbols, allegory, allegorical figure.

7. Various types of irony (verbal, dramatic, situational).

Il. Analyse the following devices and comment on them.
How do they contribute to the text comprehension?

1. A team of horses couldn't draw her back now; the bolts and bars of the old Bastille
couldn't keep her.

2. I have only one good quality - overwhelming belief in the brains and hearts of our
nation, our state, our town.

3. It was you who made me a liar, - she cried silently.

4, | looked at the gun, and the gun looked at me.

5. England has two eyes, Oxford and Cambridge. They are the two eyes of England,
and two intellectual eyes.

6. The laugh in her eyes died and was replaced by something else.

7. For every look that passed between them, and the word they spoke, and every card
they played, the dwarf had eyes and ears.

8. "If there's a war, what are you going to be in?" - "The Government, | hope,” Tom

said. "Touring the lines on an armoured car, my great belly shaking like a jelly. Hey, did you
hear that? That's poetry."
9. Her family is one aunt about a thousand years old.



10.  The girl gave him a lipsticky smile.

11.  The silence as the two men stared at one another was louder than thunder.

12.  There comes a period in every man's life, but she is just a semicolon in his.

13.  "I'm going to give you some good advice." - "Oh! Pray don't. One should never give
a woman anything she can't wear in the evening."

14.  Up came the file and down sat the editor, with Mr. Pickwick at his side.

15.  Gentleness in passion! What could have been more seductive to the scared, starved
heart of that girl?

16.  Poor boy ... . No father, no mother, no anyone.

17. It were better that he knew nothing. Better for common sense, better for him, better
for me.

18.  The coach was waiting, the horses were fresh, the roads were wet, and the driver was
willing.

19.  There are so many sons that won't have anything to do with their fathers, and so
many fathers who won't speak to their sons.

20.  The mechanics are underpaid, and underfed, and overworked.

21. | hear your voice - it's like an angel's sigh.

22. He held the cigarette in his mouth, tasting it, feeling its roundness, for a long time
before he lit it. Then, with a sigh, feeling, well, I've earned it, he lit the cigarette.

23.  And then in a moment she would come to life and be as quick and restless as a
monkey.

24.  The sky was dark and gloomy, the air damp and raw.

25.  "Our father is dead.” - "I know." - "How the hell do you know?" - "Station agent told
me. How long ago did he die?" - "About a month." - "What of?" - "Pneumonia.” - "Buried
here?" - "No. In Washington."”

26.  She had her breakfast and her bath.

217. ... whispered the spinster aunt with true spinster-aunt-like envy ... .

I1l. Analyse the peculiarities of functional styles in the following examples:

1. Nothing could be more obvious, it seems to me, than that
art should be moral and that the first business of criticism, at
least some of the time, should be to judge works of literature
(or  painting or even music) on grounds of the production’s

moral worth. By "moral” | do not mean some such timid evasion
as "not too Dblatantly immoral”. It is not enough to say, with the
support of mountains of documentation from sociologists, psychi-

atrists, and the New York City Police Department, that television
is a bad influence when it actively encourages pouring gasoline
on people and setting fire to them. On the contrary, television -
or any other more or less artistic medium - is good (as opposed to pernicious or vacuous)
only when it has a clear positive moral effect, presenting valid models for imitation,
eternal verities worth keeping in mind, and a benevolent vision of the possible which can
inspire and incite human beings towards virtue, towards life affirmation as opposed to
destruction or indifferences. This obviously does not mean that art should hold up cheap
or cornball models of behaviour, though even those do more good in the short run than
does, say, an attractive bad model like the quick-witted cynic so endlessly celebrated in
light-hearted films about voluptuous women and international intrigue. In the long



run, of course, cornball morality leads to rebellion and the loss of faith. (J. G.)

2. In tagmemics we make a crucial theoretical difference
between the grammatical hierarchy and the referential one
In a normal instance of reporting a single event in time, the two
are potentially isomorphic with coterminous borders. But when

simultaneous, must be sequenced in the report. In some cases, a
chronological or logical sequence can in  English be partially or
completely  changed in  presentational order (e. g. told backwards);
when this is done, the referential structure of the tale is unaffected,
rut the grammatical structure of the telling is radically altered.
Grammatical order is necessarily linear (since  words come out
of the mouth one at a time), but referential order is at least poten-
tially simultaneous.

Describing a static situation presents problems parallel to nose of presenting an event
involving change or movement. Both static and dynamic events are made linear in
grammatical presentation even if the items or events are, referentially speaking,
simultaneous in space or time. (K. Pk.)

3. Techniques of comparison form a natural part of the
literary  critic's  analytic and  evaluative  process: in discussing one
work,  critics  frequently have in  mind, and almost as frequently
appeal to, works in the same or another language. @ Comparative

literature systematically extends this latter tendency, aiming to
enhance awareness of the qualities of one work by using the
products  of  another  linguistic  culture as an illuminating context;
or studying some broad topic or theme as it is realized ("trans-
formed™) in the literatures of different languages. It is  worth
insisting  on comparative literature's  kinship  with  criticism in  gen-
eral, for there is evidently a danger that its exponents may
seek to argue an unnatural distinctiveness in  their  activities
(this urge to establish a distinct identity is the source of many
unfruitfully abstract justifications of comparative literature); and on
the other hand a danger that its opponents may regard the
discipline as nothing more than demonstration of "affinities”

and "influences" among different literatures - an activity which is not critical at all, belonging
rather to the categorizing spirit of literary history. (R. F.)
4. Caging men as a means of dealing with the problem of crime

is a modern refinement of man's ancient and limitless inhumanity,
as well as his vast capacity for self-delusion. Murderers and
felons used to be hanged, beheaded, flogged, tortured, broken
on the rack, Dblinded, ridden out of town on a rail, tarred and

feathered, or arrayed in the stocks. Nobody pretended that such
penalties were anything other than punishment and revenge.

Before nineteenth-century American developments, dungeons
were mostly  for  the convenient  custody of  political prisoners,
debtors, and  those  awaiting  trial.  American  progress  with many

another gim "advance", gave the world the penitentiary.

In 1787, Dr. Benjamin Rush read to a small gathering in the Philadelphia home of Benjamin
Franklin a paper in which he said that the right way to treat offenders was to cause them to
repent of their crimes. Ironically taken up by gentle Quakers, Rush's notion was that
offenders should be locked alone in cells, day and night, so that in such awful solitude they
would have nothing to do but to ponder their acts, repent, and reform. To this day, the



American liberal-progressive-idea persists that there is some way to make people repent and
reform. Psychiatry, if not solitude will provide perfectability.

Three years after Rush proposed it, a single-cellular peniten-tiary was established in the
Walnut Street Jail in Philadelphia. By the 1830s, Pennsylvania had constructed two more
state penitentiaries, that followed the Philadelphia reform idea. Mean-while, in New York,
where such reforms as the lock-step hadbeen devised, the "Auburn system™ evolved from
the Pennsylvania program. It provided for individual cells and total silence, but added
congregate employment in shops, fields, or quarries during a long, hard working day.
Repressive and undeviating routine, unremitting labor, harsh subsistence conditions, and
frequent floggings complemented the monastic silence; so did striped uniforms and the
great wall around the already secure fortress. The auburn system became the model for
American penitentiaries in most of the states, and the lofty notions of the Philadelphians soon
were lost in the spirit expressed by Elam Lynds, the first warden of Sing Sing (built in
1825): "Reformation of the criminal could not possibly be effected until the spirit of the
criminal was broken."

The nineteenth-century penitentiary produced more mental break-downs, suicides, and
deaths than repentance. "l believe,” wrote Charles Dickens, after visiting such an
institution, "that very few men are capable of estimating the immense amount of torture and
agony which this dreadful punishment, prolonged for years, inflicts upon the sufferers.”
Yet, the idea persisted that men could be reformed (now we say "rehabilitated") in such
hellholes - a grotesque derivation from the idea that man is not only perfectable but
rational enough to determine his behavior through self-interest.

A later underpinning of the nineteenth-century prison was its profitability. The sale and
intraprison use of prison-industry prod-ucts fitted right into the productivity ethic of a growing
nation. Convicts, moreover, could be and were in some states rented out like oxen to upright
businessmen. Taxpayers were happy, cheap labor was available, and prison officials, busily
developing their bureaucracies, saw their institutions entrenched. The American prison
system - a design to reform criminals by caging humans -found a permanent place in
American society and flourished largely unchanged into the twentieth century. In 1871, a
Virginia court put the matter in perspective when it ruled that prisoners were "slaves of the
state". (Wic.)

V. Extracts for Comprehensive Stylistic Analysis 3, 4 kypc

BEFORE/AFTER
By Mary McCluskey

In an instant, a life can divide into Before and After. A phone
call, a news flash can do it. Invariably, something remains as a re-
minder. For Joseph, a colleague at Chloe's office, it is Bach playing
on the stereo before the screech of brakes, the crunch of metal, an
ambulance, the hospital.
"I hear Bach now and think: oh, yes, I used to love that. Before.
In my other life."
For Chloe's sister, Anna, it is a body shampoo. She told Chloe
how the shower was hot and steam clouded the glass. She stood in the
warm fog, then sniffed the fresh, pine scent of the new Badedas body
shampoo. That clean scent of mountains and good health. Just seconds
later, her fingers, tentative, pressed back and forth, smoothing the skin
as her brain bristled indignantly. It can't be! But it is, yes, itis. | think
itis. A lump.
And after — doctors, visits, surgery, chemo, hair loss, pain.
Chloe will be reminded of these conversations in four minutes.



Right now she chooses a pretty china cup, Staffordshire, patterned
with red roses. She pokes the tea bag with a spoon while she pours in
the boiling water and then decides to start the laundry while the tea
steeps. Dan's shirts are already loaded in the washer but she pulls
them out anyway, to shake them. She is nervous that a stray ballpoint
might lie forgotten in a pocket, leave a Caspian Sea of navy ink never
to be bleached away. As she shakes the shirt, something flies out,
floats up like confetti to land on the lid of the dryer. She studies,
frowning, a pair of ticket stubs for a New York City theatre.

She is puzzled at first. Then remembers, of course, the business
conference in New York City. Seven days had stretched to ten; Dan
had been exhausted when he came home, complaining about the de-
mands of clients, the tedious conversation of his colleagues. Chloe
studies these tickets with a sense of unreality, as if she is watching
herself on a movie set, frowning for the camera. But her mind is
seething with questions. Dan had not told her of this theatre visit. Off-
Broadway does not seem appropriate, somehow. Hedda Gabler is an
odd choice for an evening with a client. Or a colleague.

<2>

With cold clarity, Chloe sees that these stubs will lead to questions
that she does not want to ask, but must ask. That will lead to answers she
does not want to hear. Later, a Decree Absolute, loneliness.

Chloe knows as she stirs her tea, stirs what is now gungy, tarry

soup, that she is already in the after. She throws the tea away, gets a
fresh teabag, starts over. The tea, though freshly brewed, still tastes
thick and stale.

She understands now, that she has moved in space, slid towards

some other life. She has crossed that invisible but solid line. Lipton's Or-
ange Pekoe has joined Bach's St. Matthew's Passion and Badedas with
Original Scent, to be forever in the before. And there is no going back.
Tasks

1. Make sure you know the meaning of the following words and

word combinations.

a news flash, screech, crunch, tentative (adj.), to bristle, to steep, Decree
Absolute, movie set, to seethe, off-Broadway, gungy, tarry, stale, start over.
2. Provide information about the names:

Staffordshire, Hedda Gabler, St. Matthew's Passion.

3. Answer the questions.

1. Who is the main character of the story? Draw her character sketch.
2. Where does the action take place?

3. Who are Joseph, Anna, Chloe, Dan?

4. How do you understand the words ‘before’, ‘after’ in this story?
What do they stand for?

5. What is the meaning of the phrase ‘the other life’?

6. What were the ‘before/after” moments associated with for the peo-
ple described in the story? What will the other life be associated with for the
main character?

7. What are the questions the main character does not want to ask?
What are the answers she does not want to hear?

8. What does ‘a Decree Absolute’ really mean in the situation?

9. What is the ending of the story? Can you call it pessimistic?

10. Has the main character made a decision?



11. Have you ever experienced similar tragic event/events? Are there
any associations in your mind that you will never forget? How did you re-
act? How did you cope with it?

4. Identify the trope(s) and speak about the effect they produced

on the reader.

1. ...alife can divide into Before and After.

2. "l hear Bach now and think: oh, yes, | used to love that. Before. In
my other life".

3. ...as her brain bristled indignantly.

4. It can't be! But it is, yes, itis. I think itis. A lump.

5....leave a Caspian Sea of navy ink never to be bleached away...

6. ...something flies out, floats up like confetti to land on the lid of
the dryer.

7. Chloe knows as she stirs her tea, stirs what is now gungy, tarry
soup, that she is already in the after.

8. Lipton's Orange Pekoe has joined Bach's St. Matthew's Passion
and Badedas with Original Scent, to be forever in the before.

5. Speak about the narration, the mood, the structure of the sto-

ry. Write its summary.

6. Find information about the author. Prepare a stylistic analysis

of the story.

THE BLIND ASSASSIN Text 1
By Margaret Atwood

Margaret Eleanor Atwood (born November 18, 1939) is a Canadian poet,
novelist, literary critic, essayist, and environmental activist. She is among the most-
honoured authors of fiction in recent history. While she is best known for her work
as a novelist, she is also a poet, having published 15 books of poetry to date. Many of
her poems have been inspired by myths and fairy tales, which have been interests of
hers from an early age.
The Blind Assassin is her award-winning, bestselling novel. Set in Canada, it
is narrated from the present day, referring back to events that span the twentieth cen-
tury. Time Magazine named it the best novel of 2000 and included it in its list of the
100 greatest English-language novels since 1923.
The novel centres on the protagonist, Iris Chase, and her sister Laura, who
committed suicide shortly after the Second World War ended. Iris, now an old wom-
an, recalls the events and relationships of her childhood, youth and middle age, as
well as her unhappy marriage to Richard Griffen, a rival of her industrialist father.
Interwoven into the novel is a story within a story, a secret affair attributed to Laura
and published by Iris about Alex Thomas, a politically radical author of pulp science
fiction who has an ambiguous relationship with the sisters.
The book is set in the fictional Ontario town of Port Ticonderoga and in the
Toronto of the 1930s and 1940s. It is a work of historical fiction with the major
events of Canadian history forming an important backdrop to the novel.

* k% *

She has a single photograph of him. She tucked it into a brown envelope

on which she’d written clippings, and hid the envelope between the pages of
Perennials for the Rock Garden, where no one else would ever look.

She’s preserved this photo carefully, because it’s almost all she has left

of him. It’s black and white, taken by one of those boxy, cumbersome flash



cameras from before the war, with their accordion-pleat nozzles and their
well-made leather cases that looked like muzzles, with straps and intricate
buckles. The photo is of the two of them together, her and this man, on a pic-
nic. Picnic is written on the back, in pencil — not his name or hers, just picnic.
She knows the names, she doesn’t need to write them down.

They’re sitting under a tree; it might have been an apple tree; she didn’t
notice the tree much at the time. She’s wearing a white blouse with the
sleeves rolled to the elbow and a wide skirt tucked around her knees. There
must have been a breeze, because of the way the shirt is blowing up against
her; or perhaps it wasn’t blowing, perhaps it was clinging; perhaps it was hot.
It was hot. Holding her hand over the picture, she can still feel the heat com-
ing up from it, like the heat from a sun-warmed stone at midnight.

The man is wearing a light-coloured hat, angled down on his head and
partially shading his face. His face appears to be more darkly tanned than
hers. She’s turned half towards him, and smiling, in a way she can’t remember
smiling at anyone since. She seems very young in the picture, too young,
though she hadn’t considered herself too young at the time. He’s smiling too —
the whiteness of his teeth shows up like a scratched match flaring — but he’s
holding up his hand, as if to fend her off in play, or else to protect himself
from the camera, from the person who must be there, taking the picture; or
else to protect himself from those in the future who might be looking at him,
who might be looking in at him through this square, lighted window of glazed
paper. As if to protect himself from her. As if to protect her. In his out-
stretched, protecting hand there’s the stub end of a cigarette.

She retrieves the brown envelope when she’s alone, and slides the photo

out from among the newspaper clippings. She lays it flat on the table and
stares down into it, as if she’s peering into a well or pool — searching beyond
her own reflection for something else, something she must have dropped or
lost, out of reach but still visible, shimmering like a jewel on sand. She exam-
ines every detail. His fingers bleached by the flash or the sun’s glare; the
folds of their clothing; the leaves of the tree, and the small round shapes
hanging there — were they apples, after all? The coarse grass in the fore-
ground. The grass was yellow then because the weather had been dry.

Over to one side — you wouldn’t see it at first — there’s a hand, cut by the
margin, scissored off at the wrist, resting on the grass as if discarded. Left to
its own devices.

The trace of blown cloud in the brilliant sky, like ice cream smudged on
chrome. His smoke-stained fingers. The distant glint of water. All drowned now.
Drowned, but shining.

THE BLIND ASSASSIN Text 2
By Margaret Atwood
* * *
Ten days after the war ended, my sister Laura drove a car off a bridge.
The bridge was being repaired: she went right through the Danger sign. The
car fell a hundred feet into the ravine, smashing through the treetops feathery
with new leaves, then burst into flames and rolled down into the shallow creek
at the bottom. Chunks of the bridge fell on top of it. Nothing much was left of
her but charred smithereens.
I was informed of the accident by a policeman: the car was mine, and
they’d traced the licence. His tone was respectful: no doubt he recognized
Richard’s name. He said the tires may have caught on a streetcar track or the



brakes may have failed, but he also felt bound to inform me that two witnesses
—a retired lawyer and a bank teller, dependable people — had claimed to have
seen the whole thing. They’d said Laura had turned the car sharply and delib-
erately, and had plunged off the bridge with no more fuss than stepping off a
curb. They’d noticed her hands on the wheel because of the white gloves she’d
been wearing.

It wasn’t the brakes, I thought. She had her reasons. Not that they were ever
the same as anybody else’s reasons. She was completely ruthless in that way.
“I suppose you want someone to identify her,” I said. “I’ll come down as

soon as I can.” I could hear the calmness of my own voice, as if from a dis-
tance.

In reality I could barely get the words out; my mouth was numb, my en-

tire face was rigid with pain. I felt as if I’d been to the dentist. I was furious
with Laura for what she’d done, but also with the policeman for implying that
she’d done it. A hot wind was blowing around my head, the strands of my hair
lifting and swirling in it, like ink spilled in water.

“I’'m afraid there will be an inquest, Mrs. Griffen,” he said.

“Naturally,” I said. “But it was an accident. My sister was never a good
driver.”

I could picture the smooth oval of Laura’s face, her neatly pinned chi-

gnon, the dress she would have been wearing: a shirtwaist with a small round-
ed collar, in a sober colour — navy blue or steel grey or hospital-corridor green.
Penitential colours — less like something she’d chosen to put on than like
something she’d been locked up in. Her solemn half-smile; the amazed lift of
her eyebrows, as if she were admiring the view.

The white gloves: a Pontius Pilate gesture. She was washing her hands of

me. Of all of us.

What had she been thinking of as the car sailed off the bridge, then hung
suspended in the afternoon sunlight, glinting like a dragonfly for that one in-
stant of held breath before the plummet? Of Alex, of Richard, of bad faith, of
our father and his wreckage; of God, perhaps, and her fatal, triangular bargain.
Or of the stack of cheap school exercise books that she must have hidden that
very morning, in the bureau drawer where | kept my stockings, knowing |
would be the one to find them.

When the policeman had gone | went upstairs to change. To visit the

morgue | would need gloves, and a hat with a veil. Something to cover the eyes.
There might be reporters. | would have to call a taxi. Also I ought to warn Rich-
ard, at his office: he would wish to have a statement of grief prepared.

| went into my dressing room: | would need black, and a handkerchief. |
opened the drawer, | saw the notebooks. I undid the crisscross of kitchen
string that tied them together. I noticed that my teeth were chattering, and that
| was cold all over. | must be in shock, | decided.

What | remembered then was Reenie, from when we were little. It was

Reenie who’d done the bandaging of scrapes and cuts and minor injuries:
Mother might be resting, or doing good deeds elsewhere, but Reenie was al-
ways there. She’d scoop us up and sit us on the white enamel kitchen table,
alongside the pie dough she was rolling out or the chicken she was cutting up
or the fish she was gutting, and give us a lump of brown sugar to get us to
close our mouths. Tell me where it hurts, she’d say. Stop howling. Just calm
down and show me where.

But some people can’t tell where it hurts. They can’t calm down. They

can’t ever stop howling.



Questions and tasks
1. Which statement do you agree with?
a) the facts are presented coldly and clinically;
b) the violence of the accident is described with great emotion.
What is the effect achieved by presenting the events this way?
2. What impression do you have of Iris and her background?
3. When is Iris...?
a) calm;
b) nostalgic;
C) very angry;
d) clear thinking;
e) cold and factual.
4. Give a list of dramatic words used in the text and speak about the
effect they produce.
5. Point out the similes in the text. Explain their function.
6. Speak about the effect of epithets in the text.
7. Comment on the case of allusion in the extract.
8. Study and explain the absence of connectives.
9. Collate and classify various syntactical means of expressing Mrs.
Griffen’s state of shock and confusion.
10. Which approach to interpretation suits this portion best? Prove
your point of view.
11. Provide a complete analysis of the given extract according to the
approach you chose in the previous exercise. Make use of the snippets of
interpretation you made in exercises 1-9.

CHEAP AT HALF THE PRICE

By Jeffrey Archer

Jeffrey Howard Archer, Baron Archer of Weston-super-Mare (born 15
April 1940) is a best-selling English author and former politician whose political
career ended with his conviction and subsequent imprisonment (2001-03)
for perjury and perverting the course of justice.
Alongside his literary work, Archer was a Member of Parliament (1969-74),
and deputy chairman of the Conservative Party (1985-86). He was made a life
peer in 1992.
Below is the initial portion of the story “Cheap at Half the Price”, which is
the second in Twelve Red Herrings (or 12 Red Herrings), Archer’s 1994 short story
collection. The author challenges his readers to find "twelve red herrings", one in
each story. The book reached #3 in the Canadian best-sellers (fiction) list.
* * %
Women are naturally superior to men, and Mrs. Consuela Rosenheim
was no exception.
Victor Rosenheim, an American banker, was Consuela's third husband,
and the gossip columns on both sides of the Atlantic were suggesting that,
like a chain smoker, the former Colombian model was already searching for
her next spouse before she had extracted the last gasp from the old one. Her
first two husbands — one an Arab, the other a Jew (Consuela showed no ra-
cial prejudice when it came to signing marriage contracts) — had not quite
left her in a position that would guarantee her financial security once her
natural beauty had faded.
But two more divorce settlements would sort that out.
With this in mind, Consuela estimated that she only had another five
years before the final vow must be taken.



The Rosenheims flew into London from their home in New York — or,

to be more accurate, from their homes in New Y ork. Consuela had travelled
to the airport by chauffeur-driven car from their mansion in the Hamptons,
while her husband had been taken from his Wall Street office in a second
chauffeur-driven car.

They met up in the Concorde lounge at JFK. When they had landed at
Heathrow another limousine transported them to the Ritz, where they were
escorted to their usual suite without any suggestion of having to sign forms
or book in.

The purpose of their trip was twofold. Mr. Rosenheim was hoping to

take over a small merchant bank that had not benefited from the recession,
while Mrs. Rosenheim intended to occupy her time looking for a suitable
birthday present — for herself.

Despite considerable research | have been unable to discover exactly

which birthday Consuela would officially be celebrating.

After a sleepless night induced by jet-lag, Victor Rosenheim was

whisked away to an early-morning meeting in the City, while Consuela re-
mained in bed toying with her breakfast. She managed one piece of thin un-
buttered toast and a stab at a boiled egg.

Once the breakfast tray had been removed, Consuela made a couple of
phone calls to confirm luncheon dates for the two days she would be in Lon-
don. She then disappeared into the bathroom.

Fifty minutes later she emerged from her suite dressed in a pink Olaga-

nie suit with a dark blue collar, her fair hair bouncing on her shoulders. Few
of the men she passed between the elevator and the revolving doors failed to
turn their heads, so Consuela judged that the previous fifty minutes had not
been wasted. She stepped out of the hotel and into the morning sun to begin
her search for the birthday present.

Consuela began her quest in New Bond Street. As in the past, she had

no intention of straying more than a few blocks north, south, east or west
from that comforting landmark, while a chauffeur-driven car hovered a few
yards behind her.

She spent some time in Asprey's considering the latest slimline watch-

es, a gold statue of a tiger with jade eyes, and a Fabergé egg, before moving
on to Cartier, where she dismissed a crested silver salver, a platinum watch
and a Louis XIV long-case clock.

From there she walked another few yards to Tiffany's, which, despite a
determined salesman who showed her almost everything the shop had to
offer, she still left empty-handed.

Consuela stood on the pavement and checked her watch. It was 12.52,

and she had to accept that it had been a fruitless morning.

She instructed her chauffeur to drive her to Harry's Bar, where she

found Mrs. Stavros Kleanthis waiting for her at their usual table. Consuela
greeted her friend with a kiss on both cheeks, and took the seat opposite her.
Mrs. Kleanthis, the wife of a not unknown shipowner — the Greeks pre-
ferring one wife and several liaisons - had for the last few minutes been con-
centrating her attention on the menu to be sure that the restaurant served the
few dishes that her latest diet would permit.

"How's Victor?" asked Maria, once she and Consuela had ordered their
meals.

Consuela paused to consider her response, and decided on the truth.

"Fast reaching his sell-by date,” she replied. "And Stavros?'



"Well past his, I'm afraid,” said Maria. "But as | have neither your looks
nor your figure, not to mention the fact that I have three teenage children, I
don't suppose I'll be returning to the market to select the latest brand.”
Consuela smiled as a salade nicoise was placed in front of her.

"So, what brings you to London — other than to have lunch with an old
friend?" asked Maria.

"Victor has his eye on another bank," replied Consuela, as if she were
discussing a child who collected stamps. "And I'm in search of a suitable
birthday present."”

"And what are you expecting Victor to come up with this time?" asked
Maria. "A house in the country? A thoroughbred racehorse? Or perhaps your
own Lear jet?"

"None of the above," said Consuela, placing her fork by the half-

finished salad. "I need something that can't be bargained over at a future
date, so my gift must be one that any court, in any state, will acknowledge is
unquestionably mine."

"Have you found anything appropriate yet?" asked Maria.

"Not yet," admitted Consuela. "Asprey's yielded nothing of interest,
Cartier's cupboard was almost bare, and the only attractive thing in Tiffany's
was the salesman, who was undoubtedly penniless. | shall have to continue
my search this afternoon.”

The salad plates were deftly removed by a waiter whom Maria consid-
ered far too young and far too thin. Another waiter with the same problem
poured them both a cup of fresh decaffeinated coffee. Consuela refused the
proffered cream and sugar, though her companion was not quite so disciplined.
The two ladies grumbled on about the sacrifices they were having to

make because of the recession until they were the only diners left in the
room. At this point a fatter waiter presented them with the bill - an extraordi-
narily long ledger considering that neither of them had ordered a second
course, or had requested more than Evian from the wine waiter.

On the pavement of South Audley Street they kissed again on both

cheeks before going their separate ways, one to the east and the other to the
west.

Questions and tasks:

1. What is the prevailing mood of the passage? Prove your point of

view by quoting the text.

2. Collate the cases of irony from the extract and comment on them.

3. Analyse the humorous effects of the passage.

4. How are the characters of the two women individualized in the text?

5. Compile a character study of the two women.

6. What is the author’s attitude to the two women? Prove your point

by referring to the text.

7. Analyse the simile in the first paragraph.

8. Pick out verbal metaphors from the extract and dwell on the effect

they create.

9. Comment on the implications of the combination “fast reaching his
sell-by date”. What is the stylistic device?

10. Study and explain the use of passive voice. How does it contrib-

ute to revealing the characters’ social standing?

11. Analyse the emphatic constructions in the extract.

12. Which approach to interpretation suits this portion best? Prove

your point of view.



13. Provide a complete analysis of the given extract according to the
approach you chose the previous exercise. Make use of the snippets of inter-
pretation you made in exercises 1-11.

Kpurtepnu oneHnBaHU:

Tekymuﬁ KOHMPOJib OCywecmeiiaencs Ha npakmudeCKux 3anAmusx.

IIpu Tekymem koHTpoisie (coOeceqoBaHMM Ha MPAKTHUECKUX 3aHATHSAX) 32 OTBET Ha BOIPOC
CTYZIEHT MOKET MOJIY4YUTh MaKCUMaJbHO 2 Oasia.
2 Oamna BBICTaBJISETCS CTYICHTY, €CJH 3a/IaHHE BBIMOJHEHO 0e3 OImMOOK, TeMOHCTPHPYETCS
HaJIM4KMe MPAKTUYECKOr0 HaBhIKA B OOJACTH M3Yy4aeMOro BOIPOCA, TPAMOTHOE M CBOOOIHOE
U3NI0kKEHNEe MaTepHraa
1 Gann BICTaBISETCS CTYACHTY, €CJIM OTMEUYAETCsl HAJIMYKME HEJOCTaATOUYHO YCTOMYNBOTO HaBbIKa
B pPaMKax TEMBbI; JIONMYCKAIOTCS OTACIBbHBIC JIOTHYECKUE M CTHJIMCTHYECKUE IOTPEITHOCTH C
OT/IETILHBIMH OIINOKaMH.

Tembl pedepaTon 4 Kype

1. Pa3HoBUAHOCTH BHYTpPEHHEH pedun.

2. Turnbl NOBeCTBOBaHUS B XY 0’KECTBEHHOM ITPOU3BEICHUH.

3. @doHorpaduueckuii ypoBeHb aHaIN3A.

4, Peun nmepconaxa kak aetanb oOpasa.

5. O6pa3zHas npupo/ia XyA0KECTBEHHOIO TEKCTA.

6. JleTams 1 CHMBOJI.

7. O06pa3 aBTopa W peanusanus 3aMpIcia.

8. Jlexcudyeckuii ypoBeHb KaK OCHOBHOM MCTOYHHUK ITEPBUYHON 00pPa3HOCTH.
9. BrIpa3zutenbHOCTh CUHTaKCH CA.

10. OcHOBHBIE HaMpaBJICHUS KOMILJIEKCHOI'O aHAJIN3a.

11. OKCIUTMITUTHOCTDh U UMIUTUITUTHOCTb.

12.  AxTyaiuzanus Ha ypoBHE TEKCTa.

13. TeKCT — KOHTEKCT — CUMBOJI - 3ar0JIOBOK.

14. MopdemHbIii ypOBEHb aKTyaTH3aI[UH SI3BIKOBBIX SIUHUI] B XY/I. TEKCTE.
15. MopanbHOCTh U KOHIIENTYaJbHOCTh TEKCTA.

16.  VunuBuayanbHO-aBTOpPCKAs MapagurMa.

17.  Poyib OHOMACTHKH B HHTEPIIPETAIUH.

18.  «IloTok co3HaHMs» KaK XyJA0KECTBEHHOE SIBJICHHE.

19. ®yHk1oHUpOBaHUE MOP()EMHOTro MOBTOPA B XyA0KECTBEHHOM ITPOU3BEIECHUH.
20. «InpuBuayabHbIE) 3HAKU IPEIUHAHNS B Xy10KECTBEHHOM TEKCTE.
21. MoaJIbHOCTB KaK KaTeropus Xy10KECTBEHHOIO TEKCTa.
22. Ponb ayronuaiora B Xy10KE€CTBEHHOM IIPOU3BEICHUH.
23. IloaTeKcT B Xy 10’)KECTBEHHOM IIPOU3BECHHUH.
24. QyHKUMOHUPOBAHUE AHTPOIIOHUMOB B XYJI0’KECTBEHHOM TEKCTE.
25. CTUIMCTUYECKOE UCTIONb30BaHUE CHUKEHHOH JIEKCUKU B NpousBeneHnu A. CenuHxepa
«Han mponacTeio BO pikm».
Kpurepuu oneHuBanus:

e 12-9 GamnoB - comepkaHue pabOTHI TMOJHOCTHIO COOTBETCTBYET TEME; TIIYOOKO H
apryMEHTUPOBAHO PACKPBIBACTCS TEMa; JIOTHYECKOE M IOCJICJOBATEIbHOE M3JIOKCHHUE
MBICJICH; HAMUCAHO MPABHIBHBIM  JIUTEPATYPHBIM  SI3BIKOM M CTHJIMCTUYECKH
COOTBETCTBYET COAECPKAHHIO; 3aKIIOYEHUE COJEPKUT BHIBOJBI, JIOTHYHO BHITEKAIOIINE U3
COJIEp’KaHUsl OCHOBHOM YacTH;

e 8-5 0aiuIoB - JOCTATOYHO MOJHO U YOIUTENFHO PACKPHIBACTCA TeMa C He3HAUNTENbHBIMH
OTKJIOHGHHUSIMU OT Hee; B OCHOBHOH YacTH JIOTMYHO, CBSI3HO, HO HEAOCTATOYHO IOJHO
JOKAa3bIBACTCS  BBIIBUHYTBIA  TE3UC; HMMCIOTCS  HE3HAYUTENbHBIE  HApYIICHHS
MOCJICIOBATEIBHOCTH B M3JIOKEHUHU MBICIICH; 3aKIIIOYEHUE COACPKHUT BBIBOJBI, JTOTUYHO



BBITEKAIOIINE U3 COJEPKaHHUsI OCHOBHOU 4acTH;

4-1 6amnoB - B OCHOBHOM pAacKpBIBaeTCA TeMa; JaH BEPHBIA, HO OJHOCTOPOHHHI HIIU
HEIOCTATOYHO MOJHBIN OTBET HA TeMY; OOHAPYKHBAETCS HEAOCTATOYHOE YMEHHE AENaTh
BBIBOJIBI U OOOOIIIEHUS; BBIBOJIBI HE MOJHOCTHIO COOTBETCTBYIOT COJEP)KAHUIO OCHOBHOM
4acTy;

0 6amioB - TeMa MOJHOCTHIO HEPACKPHITA; XapaKTEPU3YETCsl CIYIaiHBIM PACIIOI0KEHUEM
Marepualia, OTCYTCTBUEM CBSI3M MEXIY YacCTSIMHU; BBIBOJIbI HE BBITEKAIOT U3 OCHOBHOM
YaCTU; MHOIOYM CIIEHHBIE 3aMMCTBOBAHHUSI TEKCTA U3 APYTUX UCTOYHUKOB.

TESTS 3 kype

Test I. Stylistic Semasiology

1. Stylistic semasiology deals with:

a) shifts of meanings and their stylistic functions;
b) stylistic functions of shifts of meanings and combinations of meanings;
C) shifts of meanings and combinations of meanings.

2. Figures of replacement fall into the following groups:
a) figures of quantity and figures of quality;

b) figures of quantity, figures of quality and irony;
c) figures of similarity, figures of inequality and figures of contrast.

3. Figures of co-occurrence fall into the following groups:
a) figures of quantity and figures of quality;

d) figures of quantity, figures of quality and irony;
e) figures of identity, figures of inequality and figures of contrast.

4. Figures of quantity include:

a) hyperbole, understatement, litotes;
b) gradation, anti-climax;

c) antithesis, oxymoron.

5. Periphrasis is based upon:

a) transfer by similarity;
b) transfer by contiguity;

c) transfer by contrast.



6. Epithet belongs to

a) the metonymic group;
b) the metaphorical group;
C) the ironic group.

7. Oxymoron belongs to
a) figures of identity;
b) figures of inequality;
c) figures of contrast.

8. Simile belongs to

a) figures of identity;
b) figures of inequality;
c) figures of contrast.
9. Synonyms of variation are used

a) to characterize the object spoken about precisely;
b) to produce humorous effect;
C) to make the speech less monotonous.

10. In the sentence «The pennies were saved by bulldozing the grocer» we come across

a) metonymy;
b) metaphor;
C) irony.
TEST 11 4 xypce

VARIANT 1

1. Jargon words are used within a certain professional group.
a) to facilitate the communication;

b)  to show that the speaker also belongs to this group;

c)  tostress the informal character of communication.

2. Slang is used

a) toshow that the speaker shares the same idea as are possessed by his communicants;

b)  to make speech more expressive;

c)  to produce humorous effect.

3. A word or a group of words giving an expressive characterization of the object described
is

a)  metaphor;

b)  simile;



C) epithet.

4. The sentence "1 would give you the whole world to know " contains
a) zeugma;

b)  hyperbole;

c) inversion.

5. ... joins two antonymous words into one syntagma.
6. Metonymy is

a) ,adescription of an object;
b) atransfer of a name of one object to another with which it is in some way connected;
c) acomparison of two things.

7. A sentence where one of the main members is omitted is
a) rhetorical question;
b)  parallelism;

c) elliptical sentence.

8. In the sentence "l went out and caught the boy and shook him until his freckles rattled we
come across"

a)  metonymy;

b)  hyperbole;

c)  metaphor.

9. The stylistic device in the sentence "A dead leaf fell in Soapy's lap.” That was Jack
Frost's card. Jack is kind to the regular denizens of Madison Square, and gives fair warning
of hisannual call is

a)  personification;

b) metaphor;

C)  metonymy.

10. The sentences belonging to the style of technical instruction are:
a) Turn it clockwise to turn up the volume.

b)  Turn it counter-clockwise to reduce the deep bass.

c)  Press "Time check" to display the present time.

d)  We mustn't be too extravagant with the electricity.

e)  The British flying Saucer Bureau is closing after UFO activities for nearly 50 years.

11. The sentences belonging to the newspaper style are

a)  The former ambassador to Britain had been arrested in Chile.
b) A Syrian official called for abolishing the border with Lebanon.
c) Rain fell in dark diagonals across the summer lawn.

d) My grandfather's house lay on top of a small hill.

12. The sentence "In the quietness of these winter evenings there is one clock: the sea™ belongs
to the....style.

13. The sentence "an explosion in the mine has resulted in the deaths of 20people” belongs to
the...style.

14. The sentence "I'm writing in connection with your account™ is typical of...



15. The colloquial (informal) structures are:

a)  Alice remembers who she saw yesterday.

b)  Alice remembers whom she saw yesterday.

c) Harry can't remember where he left his books.
d) Harry cannot remember where he left his books.
e) Why did you do that?

f) What did you do that for?

16.Match the examples and Stylistic Devices
a) Fine open-faced boy

b) The hall applauded

c) Hetook his hat and his leave

d) She was a damned nice woman

17. Match functional styles and substyles.
a) The belles-lettres style

b) Publicistic style

c) Newspapers

d) Scientific prose

e) Official documents

zeugma
epithet

metonymy
oxymoron

PoonE

=

Articles
business documents

N

w

the drama
4. Brief News Items

VARIANT 2

1. Terms belong to

a)  super neutral vocabulary;
b)  the bulk of neutral words;
C)  sub-neutral vocabulary.

2. If bookish words are used in colloquial context

a) they elevate the speech;

b)  they produce humorous effect;

c) they characterize the speaker as a well-educated person.

3. A deliberate exaggeration of some quantity or quality is
a)  hyperbole;

b)  metonymy;

c)  metaphor.

4. The sentence "The long arm of the law will catch him in the end"” contains



a)  hyperbole;
b)  epithet;
c)  personification.

50 - the context allows to realize two meanings of the same polysemantic words without
the repetition of the word itself.

6. Inversion is

a)  broken word order;

b) play on words;

c) atransfer of the name of one object to another.

7. A description of an object or an idea as if it were a human being
is

a) epithet;

b)  similie;

c)  personification.

8. In the sentence "Bill and me figured that Ebenezer would melt down for a ransom of two
thousand dollars to a cent™ we come across

a)  metonymy;

b)  metaphor;

c) similie.

9. The stylistic device in the sentence "Bill gets down on his all fours, and a look comes in
his eye like a rabbit's when you catch it in a trap™ is

a) similie;
b)  epithet;
c) irony.

10. The sentences belonging to the newspaper style are:

a) Home Secretary Leon Britain is set to announce a major new crackdown on crime.
b)  The government position has been weakened by a recent corruption case.

c)  Anexplosion in the mine has resulted in the deaths of 20 people.

d)  Residents can use the gym and swimming-pool at no extra cost.

e)  Myraand Paul decided to give an extravagant dinner.

11. The sentences belonging to the belles-lettres style are:

a) |did not see George again till just before my death, five years ago.
b)  Inthe quietness of these winter evenings there is one clock: the sea.
c) To be or not to be-that is the question.

d)  Press the knob "Display"

e)  Turn the unit "Off’

12.The style of the sentence "Ice will form water at O C"-...

13. The sentence "Police believe the robbers may have had inside information” can be
in the.... article

14. The text of constitution represents the ... style.



15. The literary (formal) structures are:
a)  Paul's brother is older than he is.
b)  Paul's brother is older than him.
c) Whoisit? - It's Arthur.

d)  Whoisit? - It's him.

e)  Why did you ask that?

16. Match the examples and Stylistic Devices.

a) She had her breakfast and her bath 1. rhetorical question
b) I hear your voice-it's like an angel's sigh. 2. personification.

c) England has two eyes, Oxford and Cambridge. 3. zeugma.

They are the two eyes of England, and two intellectual

eyes 4. similie

d) Why can we not fly?

17.Match functional styles and substyles.

a) emotional prose 1. the belles-lettres style
b) advertisements 2. publicistic style

c) the essay 3. Newspapers

d) military documents 4. scientific prose

5. official documents
Kpurepun onenuBanus

3a BBINIOJHEHHE TecTa (Cay4yaiiHblil BEIOOp U3 MPEIOKEHHBIX ) CTYEHT moiay4aeT 10
(17) 6amtoB (01HO MPABUIILHO BBIMIOJIHEHHOE 3a1aHue =1 Gasun)
3 MeToauueckne MaTepUaJibl, ONpeaesIoIue NPoue1yphbl OlleHUBaHU s 3HAHUI, YMEeHU i,
HABBIKOB U (MJIH) ONBITA JeATEJIbHOCTH, XapaKTePH3YIOIIUX ITanbl (OpMUPOBAHNS
KOMIIETEHIUH

[Iporenypsl olleHMBaHMS BKIIOYAIOT B ce0s TEKYIIUH KOHTPOJIb U MPOMEKYTOUHYIO
aTTEeCTalUIO.

Tekymmuii KOHTPOJIb YyCHEBAEMOCTH IIPOBOAUTCSA C MCIOJB30BAHUEM OLICHOYHBIX
CPEACTB, NPEICTABIECHHBIX B M. 2 JAHHOIO MPHJIOXKEHHUS. Pe3yiabTaThl TEKyIIEro KOHTPOJISA
JOBOJATCA O CBEACHMS CTYIEHTOB J0 IPOMEKYTOYHON aTTECTALlUU.

IIpomesxyTouHasi aTTecTanMs IPOBOJUTCS B popMe 3aUeTa.

IIpomexyTouHast aTtrectauus B Buje 3adera (4 Kypc) Ay oOydaroUIMXCsl 3a04HOMN
¢dbopMbl 00yueHHMs] MPOBOAMTCS, KaK MPaBUIIO, HAa IOCJIEAHEM 3aHATUM B YCTHOM BHUAE IO
pacnucaHMIO 10 Hayajla 3K3aMEHAllMOHHOW CeCCHM, €ClIM MHOE€ HE MPEIyCMOTPEHO y4eOHBIM
wiaHoM. KonmdecTtBo BonpocoB B 3aiaHuu — 2. 1 TeopeTndeckuil BOIPOC, OJUH — MPAKTUKO-
opueHTHpOBaHHBIA. OOBSABICHHE pPE3yNbTATOB IPOU3BOAUTCS B J€Hb 3auera. Pe3ynbTarsl
aTTECTALIMM 3aHOCSTCS B 3a4ETHYIO BEJOMOCTb M 3a4ETHYK KHUXKKY CTyneHTa. CTyAeHThI, He
MpoUIeIINE HPOMEXKYTOUHYIO aTTECTallMi0 MO TIpaduky, JODKHBI JIMKBUAWPOBATH
3aJI0JDKEHHOCTb B YCTaHOBJIEHHOM IIOPSJIKE.

IIpunoxenue 2

MCTOIII/I‘IeCKI/le YRazaHud AJisl CTYACHTOB

ens Hacrosimeil ydueOHOM mTporpaMMbl — Ha OCHOBE MPUOOPETEHHBIX 3HAHHM,
YMEHUH W HAaBBIKOB Pa3BUTh MPO(eCcCHOHATBHO-KOMMYHUKATUBHYIO KOMIIETEHIIUIO; TaTh
JIOTIOJTHUTENIbHBIC HEOOXOAMMBIE CBENCHUS 00 aHTJMHCKOM S3bIKE, €ro OOoraTcTBe,



pecypcax, CTpyKType, (popmax peanu3alii; MO3HAKOMUTH C OCHOBAMH CTHJIMCTUYECKOU
KyJIbTYpbl pE€YH, C pa3JIMYHBIMH HOPMaMHU JIMTEPATYpHOTO SI3bIKA, €ro BapHaHTAMHU;
U3JI0KUTH OCHOBBI OPATOPCKOI0 HCKYCCTBA.

PaGoTa B pamkax kypca « MHTeprpeTanmoHHBIA aHaIU3 TEKCTa» 3aKII0YaeTcs B
(opMUPOBaHUHU CIIOCOOHOCTH MHTEPIPETHUPOBATH U, CIEAOBATEIbHO, OOJiee KaueCTBEHHO
MEePEBOJIUTh TEKCTHI, MPUHAMICKAIINE PA3IUIHBIM (DYHKIIMOHAIBHBIM CTHJISIM BO BCEM
MHOTOOOpa3HOM  SI3BIKOBOM,  HJEWHOM W  XYJOXXECTBEHHOM  OorarctBe, B
COBEpIICHCTBOBAHUM HAaBBIKOB IE€PEBOJIa, B pa3BUTUM YMEHUS Nepeldadyd TEKCTa B
pa3ITUYHBIX MHTEPIPETAIMOHHBIX BapHaHTaX — Iepeaada oOmiel uiaen, 3aMbpIcia aBTopa,
JUHTBUCTUYCCKUN aHaAIW3, B MPOpadOTKEe YriayOJeHUs TOHMMAHHS s3bIKa B IICJIOM H
KOHKPETHOT'O TEKCTa B YaCTHOCTH.

Kamnaﬂ TeéMa II0 KYpCy COACPIKUT YKa3zaHUC Ha IMLCJIb HIpcaiaracMbix
IMPAKTUICCKU X SaHaHHﬁ, 00BsACHEHHE KIIIOYEBBIX TCPMHUHOB, HUCIIOJIB3YEMbIX B HHUX,
3aJaHus JJISI CaMOCTOSTEILHOU U I/IH,I[PIBH,I[yaJIBHOﬁ pa60TbI, KOHTPOJIbHBIC BOIIPOCHI, a
TaKX€ CIIMCOK OCHOBHOM M JOIOJIHUTEILHOMN JIMTCPATYPHI K MMPAKTHUICCKUM 3aHATHAM.

PaboTa B paMKax Kypca BeZieTcss Ha OCHOBE TaKMX BEIYIIMX METOI0B 00y4eHHUs Kak
IBPUCTUUYECKUH (1O PYKOBOACTBOM HpPENOJABaTeNsl CTYJEHThl PAaCcCyKJaroT, peIaroT
BO3HHMKAIOIIME BOMPOCHI, AHAIU3UPYIOT, O000OIIAIOT, JENalT BBIBOABI U PEIIAIOT
MIOCTABJICHHYIO 3aJlauyy MHTEPIPETallud TEeKCTa U PACKPBITHS 3aMbICiia NPOU3BEICHUS),
MIOKa3aTeNbHbIA (M3JI0)KEHHEe MaTeprasa ¢ BBEIEHUEM O00pas3loB M MPUMEPOB, IpHEMaMHU
MOKa3a), MUaJOru4ecKuil (U3JIoKeHHe maTepuasia B ¢dopMe Oecebl), MOHOJIOTHYCCKHI
(M3NM0KEHNE TEOPETUYECKOTO M MPAKTHYECKOro Marepuana B (opMe MOHOJIOTa), METOX
Po0OJIEMHOT0 U3JI0KEHHs (MTpernoaBaTelb CTaBUT MPOOJIEeMYy U COBMECTHO CO CTYJIEHTAMH
JIOKa3aTeNbHO JOCTUTAIOTCSl IYyTH €€ PELICHHUs), HCCIIEAOBATENbCKUNA  (CTYIEHTHI
CaMOCTOSITENIbHO aHAIM3HUPYIOT TEKCT, HCCICAYIOT pa3IMuHbIC TPHEMbI pealli3allii UJIeH,
CPaBHHMBAIOT pa3JIMYHBIC BAPUAHTHI aHaINM3a, (OPMHUPYIOT OCHOBHBIC HAIPABICHHS U
MPE/ICTABJICHUS B 00JIACTH JIMYHBIX HABBIKOB B 00JIACTH MHTEPIPETAIINN TEKCTA).

CTUIIMCTHYECKHI aHaJin3 TEKCTa IIOMOTaeT CTYyACHTaM IIPCOJO0JICTh HKOJIAPCKYIO
TCHACHIHIO K 3aYUYUBAHHIO JIMIIb I'OTOBbIX I/IJ'IJ'IIOCTpaL[I/Iﬁ U OpeBpaliaCT IMMOBEPXHOCTHOC
3HaHHC B HpO(bCCCHOHaHbHOC YMCHHUEC.

HpOBOI[ﬂ 3aHATHUA 110 (bOHeTI/IKO-(bOHOJ'IOFI/I‘leCKOMy, JICKCUKOJIOTHYCCKOMY MIJIN
IpaMMaTH4YCCKOMY aHaJIM3y TCKCTOB, IPCIIOAAaBATC/Ib Ha HayaJabHOM CTaJguM o6yquI/1;1
YKa3bIBACT CTYACHTAM SABJICHUA, Tpe6y}0mne KOMMCHTapus. B nanpHeiimem IIPAKTUKYCTCs
aHaJIu3, IIphu KOTOPOM CTYACHT CAMOCTOATCIIbHO HAXOAUT B TCKCTC ABJICHUSA, KOTOPLIC OH
MOXKET O6’E>SICHI/ITL, " YBA3BIBACT UX C 3aMBICJIIOM aBTOPA.

AyIuTOpHBIE 3aHATHS 110 UHTEPHPETAIMOHHOMY aHalM3y TEeKCTa, KaKk W
CcaMOCTOsATENIbHAsL pa0d0Ta CTYyJICHTOB HaJl TEKCTaMHM, IIPEICTABIIIOT CO00i onHy U3 (popm
y4eOHO-UCCIIEIOBATENILCKON  NIEATEIbHOCTH, pAa3BUBAIONICH Yy CTyJEHTa TBOPYECKHIA
MOJIXOJ K S3BIKY M TEKCTY, BbIpaOaThIBAIONIEH y HEro yMEHHE YBS3BIBATH TEOPHIO C
MPAKTUKOM.



YMeHue BIyMUUBO YUTAaTh U NOHUMATh XYA0KECTBEHHYIO JINTEPATYPy B €IUHCTBE
cozlep>kaHust U (POPMBI CIIOCOOCTBYIOT BCECTOPOHHEMY LIEJIOCTHOMY Pa3BUTHUIO JIMYHOCTH,
CTAHOBJICHHUIO JYXOBHOI'O MUPA YE€JIOBEKA, CO3aHUI0 YyCIOBUHI JUIsl (POPMUPOBAHUS y HETO
BHYTpEHHEIl NMOTpeOHOCTU B HENMPEPHIBHOM COBEPIICHCTBOBAHMM, B peaM3allUd CBOUX
TBOPUYECKHX BO3MOKHOCTEH.

B cBsi3u ¢ 3TUM HYXHO YAENATh OONbIIOE BHUMaHHE BBIPAOOTKE TJIyOOKOro
IMOHUMAaHHUs TCKCTa W HNPUBUTHIO HABBIKOB €0 CaMOCTOSATCIIBHOI'O aHalivu3a. Ha IEpBOM
JTafe OHO MpeJcTaBisieT co0ol opraHu3auio Oecelbl MO BOMpPOCAM, HANpaBIECHHBIM Ha
aneMeHTapHoe TojkoBanue koHTekcTa (What is implied and what is directly expressed by
the author? What is the message of the story? Which details contribute to the realization of
the message?)

ITo3:xe ananmuTHUyecKas 6ecez[a CTPOUTCA Ha IBYX YPOBHAX:

1. YpOBHE 3HaueHUs (YMEHHS BBIACIATh B TEKCT€ OCHOBHYIO MBICIb, JI€Talb,
WUTIOCTPUPYIOIIYI0 OCHOBHYIO MBICHb, (DAKThI, OTHOCSALIMECS K ONpPENEJICHHOM TeMe,
000011aTh U3NOKEHHBIE (PAKTHI, YCTAHABIUBATH CBSI3U MEXKY COOBITHIMH)

2. U ypOBHE cMbIcia (YMEHHs BBIBECTH CYXJICHHE Ha OCHOBE (haKTOB, CIETATh
BBIBOJl, OIICHUTHh W3JOKEHHBbIE (AKThI, IOHATh TMOATEKCT, HJACD TEKCTa, HalTH
CTUITUCTHYECKUE CPEACTBA BBIPA3UTEIBHOCTH H ONPEACTUTh HX pOJib, MECTO B
TOBECTBOBAHUMN ).

The value of the language lies in the fact that it is an interpretation of life. A
great writer is one who interprets life greatly, one who is exquisitely responsive to the most
subtle impressions of the outside world. He sees things far more clearly, and feels them far
more deeply than do men of the common stock, and he endeavors to convey this
heightened sense of the wonder and glory of the world to our duller and grosser
perceptions.

In studying a work of any writer the first thing to do is to gain an impression of the
work as a whole. When you have gained the general impression, you should next proceed
to a closer and more detailed examination of the work, you should look for certain definite
qualities and characteristics.

The value of a writer's work can therefore be to a large extent determined by the
test of truth. This relates to the subject matter of the work. The next quality has reference
to the form of the work, whether it is well constructed, whether every part of the work
contributes to a unity of impression.

One of the best ways to determine how well you understand what a writer says
is by paraphrasing.



What to Remember About Paraphrasing?

1. The purpose off a paraphrase is to express clearly, in definite, easy-to-
understand language, exactly what an author is saying.

2. A paraphrase is not a shortened form; it paralleles the section, that it
interprets. It may be longer than the section itself.

3. A good paraphrase must fit these requirements: a) It must be definite; b) It

must be worded in clear, simple language; c) It must not repeat the author's wording; d) It
must contain all the main ideas of the original; e) It must not add any new ideas.

Although evaluation is partly an unconscious process, we can make it
more deliberate and more fully conscious. We simply need to ask ourselves how we
respond to the values a work supports, and why. In doing so we should be able to consider
our own values more clearly and perhaps discuss more sensibly and fairly why we agree or
disagree with the values a story displays.

When we evaluate a story, we appraise it according to our
own special combination of cultural, moral, and aesthetic values. Our cultural values
derive from or live as members of families and societies. These values are affected by our
race and gender and by the language we speak. Our moral values reflect our ethical norms
- what we consider to be good and evil, right and wrong. These values are influenced by
our religious beliefs and sometimes by our political convictions. Our aesthetic values
determine what we see as beautiful or ugly, well or ill made. Over time, with education and
experience, our values often change.

As our lives and outlooks change, we may change the way we view particular
literary works. Just as individual tastes in literature change over time, so do collective
literary tastes. Literary works, like musical compositions and political ideas go in and out
of fashion.

Our evaluation may also be linked to our first experience of the story, to first
impressions based on unconsidered reactions. If our initial reaction to a story or a character
is unsympathetic, we may be reluctant to change our interpretation later, even if we
discover convincing evidence to warrant such a change.

Of the kinds of evaluations we make in reading fiction, those about a story's
aesthetic qualities are hardest to discuss. Aesthetic responses are difficult to describe
because they involve our memories and sensations, our subjective impressions. They also
involve our expectations, which are further affected by our prior experience of reading
fiction. And they are additionally complicated by our tendency to react quickly and
decisively to what we like and dislike, often without knowing why. Our preference for one
kind of fiction over another complicates matters still further. When we evaluate a story, we
should judge it against what it attempts to do, what it is, rather than against something it is
not.



How we arrive at an aesthetic evaluation is no easy matter. We develop our
aesthetic responses to fiction by letting the informed responses of other experienced
readers enrich our own perceptions, by determining the criteria for what makes a story
"good"”, and by gradually developing our sense of literary tact - the kind of balanced
judgment that comes with experience in reading and living coupled with thoughtful
reflection on both. It comes only with practice and patience. What we should strive for in
evaluating fiction is to understand the different kinds of values it present and to clarify our
own attitudes, dispositions, and values in responding to them.

When we evaluate a story we do two different things. First,
we assess its literary quality; we make a judgment about how good it is, how successfully
it realizes its intensions, how effectively it pleases us. Second, we consider the values the
story endorses or refuses.

An evaluation is essentially a judgment, an opinion about a
work formulated as a conclusion. We may confirm or deny the models of behavior
illustrated in stories. However we evaluate them, though, we invariably measure the story's
values against our own.
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