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KA®EJIPA AHIIHICKOI0 A3BIKA

PacnpeneieHne 4acoB JUCHUIIIMHBI 10 ceMecTPaM / Kypcam

Cemectp
(<Kypc>.<Cemectp Ha 1(1.1)
Kypee>) Uroro
Henenn 13 1/6
Bun zanaruii v | PO | VI PIl
ITpakTrueckue 28 |28 |28 |28
HWroro ayn. 28 |28 |28 |28
KonTakTHas paborta 28 |28 |28 |28
Cawm. pabora 80 |80 |80 |80
HUroro 108 [ 108 | 108 | 108
OCHOBAHHUE

Y4eOHBIN TUTaH yTBEPKIIEH YIEHBIM cOBeTOM By3a oT 28.02.2025 mpoTtoxom Ne 9.
[Mporpammy cocraBui(u): kann. ¢pumnoin. Hayk, Jou., Knukymmna T.I.
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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
AHITIMACKOM A3bIKE; OCBOCHUE IPUHLIMIIOB COIIOCTABMTEIBHOIO aHAAM3a TEKCTAa OPUIMHANA U IEPEBOJA, CPABHUTENBHOIO
aHaTH3a IepeBOIOB OJHOTO TEKCTa; (POPMHUPOBAHHIE CIOCOOHOCTH IpeIararb COOCTBEHHbIE IEPEBOIUECKUE PEILICHUS.

2. TPEBOBAHMUA K PE3YJIbBTATAM OCBOEHUA JUCHUIIJIMHBI

IIKO-1: CnocoGeH ocyImecTBIsATh MPOGECCHOHATBHYIO ISSTETHHOCTD B IIM(POBOI 00pazoBarebHOI cpene

ITIKO- OpueHTHpYeTCs B COBPEMEHHOH IH(poBoi 00pa3oBaTeIbHOIT cpene

1.1:

[IKO- OcymecTBisieT Npo(ecCHOHANbHYIO JeATEIbHOCTh ¢ YIETOM BO3MOXKHOCTEH IU(POBOI 00pa3oBaTeIbHOM Cpebl
1.2:

ITIKP-1:  CrocoOeH OCYIIECTBIATH ITeIarorHuecKyIo IesITeIbHOCT B 00Pa30BaTeNIbHBIX OPraHU3allksaX B COOTBETCTBUH C YPOBHEM
W HaIIPaBJICHHOCTHIO MOIyYSeHHOTO 00pa3oBaHUs

TIKP- OpueHTHpYeTCs B COBPEMEHHOH 00pa3oBaTeIbHON Cpesie, OCBEIOMIIEH O TpeOOBaHUAX (heaepaTbHBIX TOCy 1apCTBEHHBIX
1.1: 00pazoBaTeIbHBIX CTAHAAPTOB

TIKP- Ocy1ecTBIseT NeJaroruIecKyo JeITeIbHOCTh B 00pa30BaTeNbHBIX OPraHU3aUAX PAa3IMYHOTO YPOBHS C yUYETOM

1.2: MOCJIEHUX NOCTH)KEHNH METOAUKH MPENoAaBaHUs

IIKP-4:  CriocoOeH aHaTM3UPOBATh PE3YNITAThl HAyYHBIX UCCICAOBAHNUHN, IPUMEHATH UX MPH PEIICHUN KOHKPETHBIX HayYHO-
HCCIIE0BaTeNIbCKUX 3a/1ad B chepe HayKu U 00pa30BaHMs, CAMOCTOSITEIIFHO IPOSKTUPOBATh U OCYIIECTBIIATH HAyIHOE
UCCcIe0BaHHE B KOHTEKCTE NMPOGheCCHOHATBHO IeaTeTbHOCTH

TIKP- W3yvaet u aHanu3upyeT pe3yNbTaTbl HayIHBIX HCCIEA0BaHUHN, MPUMEHSET UX IPH PEIIeHUH KOHKPETHBIX Hay4HO-
4.1: HCCIIEeIOBATENLCKUX 337184 B chepe 00pa3oBaHus

ITKP- [TpoekTHpyeT 1 OCYIIECTBISIET HAyYHOE MCCIIEI0BaHNE B KOHTEKCTE MTPO(PECCHOHATBHON IeATeITbHOCTH

4.2:

B pe3ysbTaTe 0CBOCHHS AMCHUILIMHBI 00y4AI0IMIAICS AO/IKEH:

3HaTh:

3HaTh COBpEMCHHBIC HWH()OPMAIMOHHBIE W TEICKOMMYHHKAITUOHHBIE TEXHOJIOTHH, MPOTPaMMHOE O0ECIeYeHUe W TEXHHUYECKHUE
YCTPOWCTBA, MpHUMEHSIEMbIE B 00pa3oBaTelbHOM IIpOIlecce, OCHOBHBIC MPUHIMIBI OpraHu3aluu MH(pPOBOro 00y4eHUs.(COOTHECEHO
¢ unaukaropom [TKO-1)

BO3MOXXHOCTH ¥ TIPEUMYIIECTBA HCIIONB30BaHUS IM(PPOBBIX 0Opa30BaTEIBLHBIX PECYPCOB, COBPEMEHHBIX HH(OPMAITHOHHBIX
TEXHOJIOTUH U OHJIAIH-CEPBUCOB B 00pa30BaTeNIbHON EATENFHOCTH. (COOTHECEHO ¢ MHauKaropoM [TKO-1.1)

COBpEMEHHBbIE LU(POBBIE HMHCTPYMEHTHl W TEXHOJOTWH, HCIOIb3yeMble B 00pa3oBaTeNbHON cpele, MX (QYHKIHOHATBHBIE
BO3MOXXHOCTH U OorpannueHus.(cooTHeceHo ¢ naaukaropom [TKO-1.2)

COBpPEMEHHBIC 00pa30BaTeNbHBIC CTaHIAPTHI, METOIMYECKHE IMOIXOABI M TPeOOBaHMS K BEACHHIO 00pa3oBaTeNbHOHM IEATeTHHOCTH B
Pa3TIHYHBIX THIIAX YUPEXKIEeHHUH (IIKOIBI, KOJUIEIKH, By3bl).(COOTHECeHO ¢ uHaukaropom [TKP-1)

TEeKyllMe TEeHACHLUUU pa3BUTHs oOpasoBaHus, TpeboBaHusi DenepaqbHOro TIOCYAAapCTBEHHOIO 00pa3oBaTeNbHOr0 CTaHJapTa
(®I'OC), coBpeMeHHBIE MeAarornIeckue TEXHOJIOTHH U TOIXO0.IbI K 00ydeHHI0.(COOTHeCeHO ¢ nHankaropom I[TKP-1.1)

COBPEMEHHBIC METOIUKH ¥ TEXHOJOTHHM IPENOAaBaHMs, OCOOCHHOCTH OOpa30BaTeNbHBIX OpPTaHM3allMi Pa3TNYHBIX ypPOBHEH
(momkonpHOE, OOIIEe CpeaHee, AOMONHUTENbHOE, MpodeccHoHanbHOEe 00pa3oBaHKE), HOPMATUBHBIE JIOKYMEHTHI, PETyJIHpYIOIIne
00pazoBarenbHYI0 ACSITEILHOCTh.(COOTHECEHO ¢ nHANKaropom [1KP-1.2)

COBpPEMEHHBIC METOABI M IOJXOABI K HCCICHOBAHMIO B Hayke W 0Opa3oBaHMH, TpeOoBaHWA K O(MOPMIICHHIO W IPEICTAaBICHHIO
pe3yIbTaTOB HAyYHBIX HMCCIIEJOBAaHWH, MpaBWiIa M CTaHIAPTHI MPOBEACHUS HAYYHBIX DKCIIEPHUMEHTOB M HAOIONEHHIA.(COOTHECEHO C
unaukaropom [TKP-4)

WUCTOYHHKHA M METOABI IOJyYeHHs Hay4yHOH HH(OPMAaIWK, COBPEMEHHBIC HCCICIOBaHHA B OOJACTH IIEHaroTMKH W TICHXOJIOTHH,
0COOEHHOCTH MTPUMEHEHHUST HAYYHBIX BEIBOJIOB B 00pa3oBarelibHON MpakTHKe.(COOTHECeHO ¢ nHanKaTopoM [TKP-4.1)

STanmbl ¥ METOABI NMPOBEICHUS HAyYHBIX HMCCICIOBAHUN, METOIOJOTHUI0 M TEXHUKY NPOBEICHMS SKCIEPUMEHTOB W HaOIIONCHHH,
CIOCOOBI aHANTM3a U MHTEPIIPETAIMH TTOJTYYCHHBIX TaHHBIX.(cooTHeceHO ¢ uHaukaropom [TKP-4.2)




YMmeTh:

YMmers paborath ¢ IHU(POBEIMH 00pa30BaTeNBHBIMH pecypcamMy, HWH(OOPMAIMOHHBIMHA CHCTEMAaMH M CETEBBIMH CEpBHCAMHU,
UHTETPUPOBaTh LU(POBBIE TEXHOJNOTMM B Y4eOHBIH TIpOIleCC, OpPraHW30BBIBaTh JAWCTAaHIMOHHOE M CMELIaHHOEe OOyd4eHHe.
(cootHeceno ¢ unaukaropom [1KO-1)

HCTIONIB30BaTh PA3IMYHbIE CEPBUCH W IUIATGOPMBI U OpPTaHU3allMd ¥ MPOBEACHHS YPOKOB, KOHCYIbTAMM, TECTUPOBAHUS,
XpaHeHHs U oOMeHa mH(opMmaryell, TUCTAHIIMOHHOTO OOYyYeHHs M 3JIEKTPOHHOTO JOKYMEHTOOOOpPOTa.(COOTHECEHO C MHAMKAaTOpPOM
ITIKO-1.1)

MHTETPUPOBaTh IM(POBBIE pecypchl B YYEOHBIN IIPOIleCC, OpPTraHM30BBIBaTH OHJIAHH-OOy4YeHHE, pa3padaTeiBaTh DJICKTPOHHBIC
ydeOHBIC MaTepHAaTbl, IPUMEHATH AUCTAHIIMOHHbIE ¥ THOPHIHEIE GOPMEBI 00yUeHHs.(COOTHECEHO ¢ MHAuKaropoM [IKO-1.2)
IUIaHWPOBaTh, OPraHWU30BBIBATH W IPOBOAUTH YPOKH, BHEKIJIACCHBIC MEPONPHATHS W BOCIHTATENbHbIE aKIWH, HaNpaBlICHHbIE Ha
pa3sBUTHE JMYHOCTH oOydaromuxcs, (OPMHpPOBaHME y HHX 3HAaHWH, YMEHHH W HAaBBIKOB, IPEIYCMOTPEHHBIX IPOrpaMMON
o0y4eHms.(cooTHeceHo ¢ nHIuKaropom [TKP-1)

UHTEPIPETHPOBaTh U  NpuMeHATh TpeboBanuss @DI'OC B  cBoelf mpodecCHOHATBHON — OESATENBHOCTH, IPOEKTHPOBATH
oOpazoBareNbHbIE INPOrpaMMbl M Y4eOHbIE MarepHalbl B COOTBETCTBHM C TOCYAApPCTBEHHBIMH CTAaHAAPTAMH.(COOTHECEHO C
uauKatopoM [TKP-1.1)

NPUMEHSTH TIPOTPECCHBHBIC IIEAarOTMUECKHE TEXHOJIOTHH, OCYIIECTBIATh BHIOOP ONTHMATGHONH METOAWKH IIPENOJaBaHUS B
3aBUCUMOCTH OT KOHTHMHIEHTa OOY4YalOIIMXCS ¥ IIOCTAaBJICHHBIX [eJield, KayeCTBEHHO IUIaHUpPOBaTb W  OPraHW30BBIBATH
negarornyeckuii npouecc.(coorneceno ¢ naaukaropom IIKP-1.2)

YMeTh aHaMM3UPOBATh pPE3yJbTaThl HAYYHBIX HCCIEIOBaHWH, WHTEPIPETHPOBaTh WX W NPHMEHATh B PEIICHUN KOHKPETHBIX 3a1ad B
chepe Hayku M 0Opa3OBaHUS, NPOCKTHPOBATH M OPraHU30BBIBATH CAMOCTOSTENbHBIC HAy4yHBIC HCCIEOBAHHSA, OCHOBBIBAICH Ha
aKTyalbHOM NpoOeMaTiKe 1 METOI0JIOTHIECKHX 110/1X0/1ax.(cooTHeCeHO ¢ HAMKaropoM [TKP-4)

AQHAIM3UPOBATh PE3YNBTAaTHl HCCICAOBAHWH, COIMOCTABIATE WX C COOCTBEHHBIMH HAONIONCHUSAMH ¥ PE3yJbTaTaMd  paboTEHI,
WHTETPUPOBaTh HAydHBbIC 3HaHWA B O0OpPa3OBaTEIBHBEIN TIPOIECC, WCIIONB30BaTh HAay4YHbIE [aHHBIC JUI YIIydIICHHS KadecTBa
MpenoJaBaHus U BOCIUTaHUsL.(CoOoTHeCeHO ¢ uHauKaropom 11KP-4.1)

CTaBUTh €M U 3aJaddl HCCIICNOBaHMs, BHIOMPaTh ONTHUMAIbHBIE METOABI M MHCTPYMEHTHI IS MX JOCTHKEHHUS, pa3pabarbiBarh
IM3aifH  WCCIICNOBaHUS, COOMparh W aHATM3WPOBAaTh MHaHHBIE, (OPMYJIHPOBATH BBIBOABI M PEKOMEHMIANH.(COOTHECEHO C
unaukaropom [1KP-4.2)

Bnanern:

Brnagers HaBBIKAMH HCIIONB30BaHUA MYJIBTHMEAWHHBIX CPEJICTB, IUIATGOPM JUIS 3JIEKTPOHHOTO OOydYeHMs, OOJaYHBIX CEpPBHCOB,
MOOWJIBHBIMH YCTPOHCTBAMH M HHTEPHET-TEXHOJOTHSMHU JJIS MOBBIIEHHS KauecTBa 0O0pa3oBaTeNIbHOTO IMpolecca U JOCTYMHOCTH
o0y4enus.(cooTHeceHo ¢ nuaukaropom [1KO-1)

HAaBBIKAMH HABUTAIMM W TIOWCKAa HYXHOM HWH(pOpPMamuy B IU(PPOBOM IPOCTPAHCTBE, HABBIKAMH Oe30macHOro ¥ 3((HeKTHBHOTO
WCTIOJIb30BaHus U(POBBIX PECYpCOB B 00pa3oBaresibHOM Iporecce.(cooTHeceHo ¢ naaukaropom ITKO-1.1)

YMEHHUSMH HCIOJb30BaHUs DJICKTPOHHBIX OHONMOTEK, 00pa3oBaTeNbHBIX IUIAT(OPM, OHJIANH-TECTHPOBAHHMN, BHICOKOH(PECPCHIMNA U
JIPYTHX IUQPOBBIX TEXHOJOTHH IS MOBHIICHHUS 3()()eKTHBHOCTH 00pa3oBaTeNIbHOTO Mporecca.(cooTHeceHo ¢ mHamkaropom [TKO-
1.2)

Brnagets mpodeccHOHATPHBIMH — KOMIETCHUUSMH, HEOOXOOUMBIMH Ui  Ka4eCTBEHHOTO  OCYIIECTBICHUS IEAaroruyeckKoi
JIEITCIIFHOCTA B COOTBETCTBUM C TpoduiIeM ¥ KBATH(OUKAMOHHBIM YPOBHEM IIOJyYCHHOTO 00OpPa30BaHMSA.(COOTHECEHO C
unaukaropom I1KP-1)

uHopMmanmeil o Begymux o0Opa3oBaTeNbHBIX ILIATGOpMax, LUPPOBEIX pecypcax U HMHCTPYMEHTAaX, OOJETdJarolIuX BEICHHE
00pa3oBaTeILHOTO MPOIIecca U MOBBIIIAIOIINX ero d3PPEKTHBHOCTL.COOTHECEHO ¢ HHauKaropoM ITKP-1.1)

METOJaMH aHaNn3a, IPOCKTHPOBAHMSA M pPEATM3alUd YYeOHBIX IPOTpaMM, IpHEMaMH OpPTaHU3allMd CaMOCTOSTEIBHONH paboTHI
o0ydJarommxcs, HaBBIKAMH IyOJMYHOTO BBICTYIUICHHS M BEICHHS TUCKYCCHH, oOecreunBaronmMu >(QQeKTHBHOE B3aUMOJCHCTBHE C
ayauTopuei.(cootHeceHo ¢ nnaukaropom [TKP-1.2)

BraneTp HaBBHIKAMH KPHUTHYECKOTO OCMBICIICHUS W aHAIW3a HAyYHOH HH(GOPMAIUH, MPOBEICHUS CAMOCTOSTEIBHBIX HCCIICIOBaHUIA,
pa3pabOTKH THUIOTE3, IUIAHWPOBAHUS SKCIIEPUMEHTA, aHAIM3a W WHTEPIPETallid IIOJyYeHHBIX TaHHBIX, O(QOPMIICHHS PE3yIbTaToB
WCCIICIOBAHM B BUJIE HAYYHBIX CTaTei, 0TYETOB U BBICTYIUICHHIA.(COOTHECEHO ¢ nHANKaropoM [TKP-4)

HaBbIKAMU KPUTHYECKOTO YTEHHS M aHAIW3a HAy4HBIX cTareil, METOAMKAaMM OLIEHKU KauecTBa MCCIEIOBaHHUM, YMEHHEM MEPEeHOCUTh
Hay4YHBIC Pe3yJIbTaThl B MPAKTHUECKUE PEKOMEHIAIMU H METOIUKH 00y4eHNUs. (COOTHeCeHO ¢ nHankaropom I[TKP-4.1)

HAaBBIKAMH IUIAHWPOBAHMSA U TIPOBEJCHUS HAyYHBIX WCCIICIOBAHUM, aHAIM3a MONYyYCHHBIX JaHHBIX, COCTAaBICHHS OTYETOB W
nyOnuKaui, BBHICTYIUICHHMEM C Pe3yJbTaraMd HCCIICAOBAaHUN Ha KOH(EpPEeHLHUSX M ceMHUHapax.(cooTHeceHo ¢ mHaukaropom ITKP-

4.2)

3. CTPYKTYPA U COAEPKAHUE IUCIIUIIJINHBI

Paznen 1. Unit 1.«OcHOBHbIE NOHATHSI HHTEPIPETAHOHHOTO0 AHATN32»

Bua 3ansaTus / Cemectp /| KosmmuectBo
Ne HaumeHoBaHHe TeMbl, KPATKOE CONEPKAHHE Komnerenuun
pa6otsl / popma IMA Kypc 4acoB
Tema 1. «OCHOBHBIE TIOHATHS HHTEPIPETALIMOHHOTO aHATTH32)» TIKO-1
Tema 1.1. «Teopernueckue Bompochl u3yueHus tekcra. Ilpenmer, TIKP-1
cofieprKaHMe | 3aa9l HHTECPIPETALIH TEKCTa. [IKP-4
IIpaxTnueckue
1.1 | Tema 1.2. « OcHOBHBIE HaPaBJICHHUSI MHTEPIPETAIHOHHOTO aHATU3a». 1 2 [IKP-4.1
3aHATHS
Tema 1.3. «OcCHOBHBIE TOHSTHS  HMHTEPIPETALMOHHOIO  AHAIM3A. [1KP-4.2
CoBpeMeHHBIE  MOAXOABl K  aHanu3dy Tekcra. KoHuenryanbHoe IKP-1.1
MIPOCTPAHCTBO XYA0KECTBEHHOTO TEKCTa». IIKP-1.2




IIKO-1.1

I1KO-1.2
[IKO-1
TIKP-1
T1KP-4
Tema 1. .«OCHOBHBIE OHATHSI HHTEPIPETALMOHHOTO AHATH3a». IKP-4.1
12 Tema 1.1. «OcHOBHbIE TIOHATHS  WHTEPIPETALMOHHOTO AHAIM3A. IIpaxTuueckue 1 ] HIKP 4'2
’ CoBpeMEeHHBIE TIO/IX0/Ibl K aHATTH3Y TEKCTa. 3aHATHS TIKP 1'1
Tema 1.2. «OCHOBHBIE HaIIPABJICHNASI WHTEPIPETAMOHHOTO AaHATH3AY. IKP 1'2
[IKO-1.1
I1KO-1.2
[IKO-1
Tema 1. CemaHTHYeCKO€ TIPOCTPAHCTBO TEKCTA M €r0  aHAIN3. TIKP-1
CemanTuka gexogupoBanusi. Poias nuntepnperaropa. TIKP-4
Tema 1.1. «Mcropuueckuil W COLMAIBHBIH KOHTEKCT IIPOM3BEICHUS. I1KP-4.1
. CamocTosTenbHas
1.3 | Temaruueckoe u HIEHHOE COEPIKAHUE TEKCT). 1 10 [1KP-4.2
N pabota
Tema 1.2. KommnoneHTs! 3HAYEHUS. [IpenmeTHO-ITOTHYECK U, TIKP-1.1
SMOLIMOHATBHO-IKCIPECCUBHBIM U OICHOYHBIH KOMIIOHEHTHI 3Ha4YeHUs TIKP-1.2
CJIOBaY. [IKO-1.1
[IKO-1.2
Pa3nen 2. Unit 2. « JIMHrBUCTHYECKHE CTIOCO0BI epeJadyy U PACKPBITHSA 3aMbICJIa aBTOPa»
Buja 3ansatus / Cemectp /| KosmmyectBo
Ne HaumeHoBaHHe TeMbl, KPATKOE CONEPKAHHE Komnerenumun
pa6otsl / popma ITA Kype 4acoB
Tema 2.«JIuHrBUCTHYECKHE CIIOCOOBI IEpefadd U PacKPhITHs 3aMbIciia IIKO-1
aBTOPa». TIKP-1
Tema 2.1 «KoMmIuiekc JHHIBUCTHYECKMX UM OKCTPATMHIBUCTHYECKUX TIKP-4
CPEICTB Ilepeflaud M PAcKpbITHs 3aMmbicia aBTopa (B XapaKTEpUCTHKE [1IKP-4.1
e pea Packp pa ( P P [IpakTuueckue
2.1 |mepcoHaxa, CO3MaHUM aTMOC(EpPBI TEKCTa)». 1 10 [1KP-4.2
3aHATHUS
Tema 2.2 « Cucrema 00pa3oB Kak BBIPOKEHHE €IMHCTBa (OPMBI U TKP-1.1
COZIEpIKaHUS. TIKP-1.2
Tema 2.3 «Ponp (kocBeHHOI) neramm/ perameil. IloHsTne M crocoObI [IKO-1.1
TEKCTOBOI1 KOTE€3HH. [IKO-1.2
[IKO-1
Tema 2.«JIMHTBHCTHYECKHE CIOCOOBI MEpeladd W PACKPBITHS 3aMbICiaa TIKP-1
aBTOpa». TIKP-4
Tema 2.1. «CocraBneHue “web-map” KIHOYEBBIX (pa3 NpPOU3BEACHHUS. [IKP-4.1
[IpakTuueckue
2.2 | Ponb JIeKCUKO-CEMaHTHYECKOTO TOBTOPA. 1 8 I1KP-4.2
N 3aHATHS
Tema 2.2. «CpeznctBa co31aHUs S3bIKOBOM BBIPA3UTEIHHOCTH TEKCTa». TIKP-1.1
Tema 2.3. « KoHBepreHuuss JHMHIBUCTHYECKHX CPEICTB CO3JAHUS TIKP-1.2
oOpazay. [IKO-1.1
[1KO-1.2
Tema 2.«JIuHrBUCTHYECKHE CIIOCOOBI IEpefadd U PACKPLITHS 3aMblciia IIKO-1
aBTOPA». TIKP-1
Tema 2.1. AccouuaTHBHBI XapakTep CBS3M MEXIY CHMBOJIOM U TIKP-4
MTOHATHEM. uddepeHuranus  CIOBapHOIO  COCTaBa  COBPEMEHHOIO [IKP-4.1
M Andepenman P P CamocrosTenbpHas
2.3 | aHrImMiACKOro S3bIKa. aGora 1 10 [1IKP-4.2
Tewma 2.2. XKaapoBo-cTHieBast OpraHu3aIus TEKCTa. p IIKP-1.1
Tema 2.3. Ananu3 ¢poHorpaduecKuX CTUIUCTUYECKUX CPE/ICTB. IIKP-1.2
Tema 2.4. AHaNM3 JTEKCUYECKUX CTUIIMCTUYECKUX PECYPCOB. [IKO-1.1
Tewma 2.5. AHanNW3 CHHTAaKCHYECKUX CTHJIMCTUYECKUX CPECTB. TIKO-1.2
Pa3znen 3. Unit 3.«TeKCeT Kak 00beKT JHHTBOCTHIHCTHYECKOr0 aHAIN32)»
Bua 3ansarTus / Cemectp /| KosmmuectBo
Ne HaumeHoBaHHe TeMbl, KPATKOE CONEPKAHHE Komnerenuun
pa6otsl / popma IMA Kype 4acoB
Tema 3. «TekcT Kak 0OBEKT JTMHTBOCTHINCTUIECKOTO aHATN3aY.
Tema 3.1. «IloHstHe u cmocoObl TeKCcTOBOW Kore3un. CTpPyKTypHas TIKO-1
OpraHu3aLus XyA0>KECTBEHHOTO TEKcTa. OcobeHHocTH TIKP-1
KOMITO3HIIMOHHOTO TIOCTPOCHUS U PACKPBITUE 3aMBICIIaY. T1KP-4
Tema 3.2. «Croker wu mpobrnemarnka. BeigeneHne JOTHYECKHX T1IKP-4.1
. CamocrosTenbHast
3.1 | cocTaBHBIX YacTel TEKCTa». 1 14 I1KP-4.2
padota
Tema 3.3. «KoMMyHUKaTHBHas OpraHM3ALUS XyJIOXKECTBEHHOIO TEKCTa. [IKP-1.1
Ponp pnanmora m moATeKcTa B KOMIIEKCHOM aHanmu3e. AHAIM3 PEd4eBOH TIKP-1.2
CTPYKTYPBI XyZJOXKECTBEHHOTO TEKCTa. IIKO-1.1
Tema 3.4. «KoHTpacT W KOHQIMKT Kak CIIOCOO pPAacKpBITHS 3aMbIClia. [IKO-1.2
BapuaHTel HHTEpIpETANN TEKCTaY.
Tema 3. «KoMIUIEKCHBIH aHaIN3- MHTEPNPETAUUs XYHOXKECTBEHHOIO IIKO-1
TERCTD. CaMocTosATeNbHAs TKP-1
3.2 |Tema 3.1. «AHamu3 TEKCTOBOM KOTEe3HH, 0co0eHHOCTEN aGora 1 14 TIKP-4
KOMITO3ULIMOHHOI'O IIOCTPOEHUS U PACKPBITHS 3aMbICIIa». p I1KP-4.1
Tema 3.2. «HTepnperanys cloXera u npooJIeMaTHKU. I1KP-4.2




Brlzenenre JIoOrnaecKuxX COCTaBHBIX YacTei TEKCTa. TIKP-1.1
Tema 3.3. «MHTepmperamust [auagora M MOATEKCTa B KOMIUIEKCHOM T1IKP-1.2
aHAITH3eY. TIKO-1.1
Tewma 3.4. BapnaHTbl KOMIUIEKCHON HHTEPIIPETALIMN TEKCTA. TIKO-1.2
Tema 3. «KoMIUIeKCHBIH aHaIM3 - HMHTEpIpETalusl XyJO)KECTBEHHOIO HKO-1
TEeKCTa. AHAIM3 NApPATMHTBUCTUYECKUX CPEICTB  XyJOXKECTBEHHOTO TIKP-1
TEKCTa». MIKP-4
Tema 3.1. OOpa3 aBTOopa. AHamM3 COLMAIBHO-ITUYECKOW MO3UIMU [KP-4.1
33 |aBTOpa. CamocTosTenbHast 1 14 TKP-4.2
Tema 3.2. ABTOpckMe Heonorusmbel. HampasneHue akumeHTyanuum B pabota TKP-1 1
cpaBHEHHsX. ABTOpCKas metadopa. ’
IIKP-1.2
Tewma 3.3. Posb netanm. MKO-1.1
Tema 3.4. Crioco0Obl XapakTEPUCTUKH OCHOBHBIX IEPCOHMKEH. ’
o . TIKO-1.2
Tema 3.5. KOMITJICKCHBII THHTBOCTUIIMCTHYCCKUN aHAITM3 TEKCTa.
TIKO-1
HroroBbie paboTHI: EE}E;I‘
1. OTBeTHI Ha BONPOCHI JIIsI CAMOKOHTPOJIAL. [KP-4.1
34 2. AHaimm3 HayyHOH crarbu 1o npobinemam  uHTeprnperauuu |  CamocTosTenbHas 1 15 MKP-4.2
Xy IO’KECTBEHHOT'O TEKCTa. pabota
TIKP-1.1
3. Pedepar. [IKP-1.2
4. AHanu3 ¥ UHTEPHPETALHsl XyA0)KECTBEHHOTO TEKCTa. MKO-1.1
IIKO-1.2
TIKO-1
TIKP-1
TIKP-4
TIKP-4.1
3.5 [IloaroroBka Kk MPOMEKYTOYHON aTTeCTalu 3auer 1 3 T1IKP-4.2
TIKP-1.1
TIKP-1.2
TIKO-1.1
IIKO-1.2

4. ®OHJ1 OHEHOYHBIX CPEJICTB

CrpykTypa W conepkaHHe (OHIA OICHOYHBIX CpPEACTB JUIS TMPOBEACHUS TEKYIIETO KOHTPOJII M MPOMEKYTOYHOW aTTecTaluu
npencrasieHsl B [Ipunoxenun 1 k pabodeil mporpaMMe TUCITUTUTAHBL.

5. YAEBHO-METOJHUYECKOE 1 TH®OOPMAIIMOHHOE OBECIIEYEHUE JUCIUIIJINHBI

5.1. YueOHble, HAY4YHbIE U METOAUYECKHE H3TAHUS

ABTOpBHI, bubnuorexa /
3armaBue UzparenscTBO, TOX
COCTaBUTEIN Konngecto
1 Kpsuiosa, Ombra JluarBUCTHYECKas CTHINCTHKA: yue0. mocobue must | M.: Beicm. mik., 2006 15 K.
AnekceeBHa CTY/ICHTOB BBICIIL. yue0. 3aBeICHUH, 00yUarOLIHXCS
o ¢uonor. crern. B 2 xH.
2 Kpsinosa, Omsra JluHrBHCTHYECKAs CTHINCTHKA: y4e0. mocobue st | M.: Beicmr. mik., 2006 15 K.
AnekceeBHa CTY/ICHTOB BBICII. yue0. 3aBEACHHUI, 00YYarOLIHXCS
10 (DHJIOJIOT. CIICHHATBHOCTSIM: B 2 KH.
3 babenko JL.T., JIMHTBUCTHYECKUIN aHATU3 XYI0KECTBEHHOTO M.: ®nunTa: Hayka, 2005 15 3k3.

Kazapun 10.B.

TEKCTa: TEOPHUsI U MPAKTHKA: yueO., TPaKTUKYM:
JUIS CTYJIEHTOB BBICII. yqeG. 3aBeICHUH,
OIOYHAIOIIHMXCS 110 clieluanbHoCcTd "Pumonorus”

4 Bpannec M. I1.

Cruuctrka Tekcra: TeopeTudeckuit Kype:
y4eOHUK

Mockga: [Iporpecc-
Tpagumus, 2004

http://biblioclub.ru/index

.php?
page=book&id=45095

5 Kyxapenko B. A.

[IpakTUKyM 1O CTUIAMCTUKE QHITIUICKOTO SI3bIKa:
y4eOHoe mocodue

Mocksa: ®JIMHTA, 2016

http://biblioclub.ru/index

.php?
page=book&id=83381

6 Bamkarosa 10. A.,
JlymnukosaI'. W.

HUctopus nureparypst Bemukoopurannu u CLIA
XIX-XXI BB.: HHTEpIIPETAUs TEKCTA: yueOHOe
nocobue

Kemeposo: KemepoBcknii
rOCYAapCTBEHHBIN
yHuBepcurer, 2014

http://biblioclub.ru/index
.php?
page=book&id=278310

7 Boaruna E. A.

CTuwiucTr4ecKuil aHamu3 TeKcTa: yuebHoe nocodue

PoctoB-Ha-/lony: FOxHBIiH
(beneparbHbIi
yHHBepcuTer, 2015

http://biblioclub.ru/index

.php?
page=book&id=462051

8 benozeposa H. H.,
[Tonomapesa E. 1O.

Approaches to text analysis: yae6HOe HocoOue

Tromens: TromMeHCKUI
rOCyIapCTBEHHBIN
yHHBepcureT, 2012

http://biblioclub.ru/index

.php?
page=book&id=571890




ABTODHI, Bubmmotexa /
3arnaBue W3narenscTBoO, rox
COCTaBUTEIN Konnuectso
9 CrypoBaE. A. AHQIMTHYECKOE YTCHHUE IIIar 3a aroM: y4eoHoe Jlumenk: JInnenxmi http://biblioclub.ru/index
nocoOue 1o aHIIMHCKOMY A3BIKY JUIS CTYJICHTOB rOCYAapCTBEHHBIN -php?
CTapIIMX KypcoB: yueOHoe mocodue e arornyeCK i page=book&id=576894
yausepcureT umenn [1.I1.
CemeHnosa-Tsn-
IIlanckoro, 2018
10 |[Muposa . A., MHOroMepHOCTb TEKCTa: IOHUMAaHHE U Canxr-IletepOypr: http://biblioclub.ru/index
lonuapoBa E. A. HHTEpIIpeTalys: yueOHoe mocodue Poccuiickuit .php?
rOCy1apCTBEHHbIIT page=book&id=577907
eIarorundecKuit
yHuBepcuteT uM. A.U.
I'epuena (PTTIY), 2018
5.1. YueOHble, HAYYHbIE U METOAUYECKHE H3TAHUS
ABTOpBHI, Bubnuorexa /
3armaBue WzparenscTBO, TOX
COCTaBUTEIN Konugecto
1 babenko JL.T'., JIMHTBHCTHYECKHMI aHATH3 XYH0KECTBEHHOTO ExarepunOypr: 131-0 5 2K3.
Bacunnes ULE. TeKcTa: Y4el. sl CTyJJeHTOB BBICII. y4e0. VYpan. yH-ta, 2000
3aBe/ieHHi, oOyJaroruxcs 1o crel. "dunonorus”
2 babenko, Jlronmuia DUITOIOTUYECKNI aHAIN3 TEKCTA: OCHOBBI TEOPHH, ExarepunOypr: U3a-Bo 4 5K3.
I'puropbeBHa NPHUHIKUIBI M aCHEKThHI aHAH3a: y4eO. 11s Vpai. yH-Ta,
CTYZIeHTOB (pHIIOJI. CIIell. By30B
3 Weanosa JI. M. JlureparypHblil aHaH3 TeKCTa (7SI CTYACHTOB Eneu: Eneuxuit http://biblioclub.ru/index
Hes13pIK0BBIX BY30B): yueOHOe mocobue rOCYIapCTBEHHBIH .php?
yHUBepcuTeT uM. 1. A. page=book&id=272129
Bbynuna, 2010
4 Xpecromarus 110 Kypcy «AHamuTHueckoe urenue»: | Cankt-IletepOypr: http://biblioclub.ru/index
METOAMYECKUE PEKOMEHAAIUH JUISL CTYAEHTOB 3-T0 | IHCTUTYT CIEHUaIbHOM .php?
1 4-T0 KypCOB I10 HAalPaBJICHUIO TOJTOTOBKU MeIarOTHKH U page=book&id=438757
6axanaBpuara 050100 «Ilemarorngeckoe [ICHXOIOrHH. 2014
o0pasoBaHue, NPOGUITb OATOTOBKA ’
«VIHOCTpaHHBIH A3BIK»: METOANYECKOE TI0CO0ue
5 Oepsnuna JI. U. Wurepnperariyst TEKCTa: IEKTPOHHOE YIeOHO- Kemeposo: Kemeposckuit http://biblioclub.ru/index
METOANYECKOE TOCOOHe: METOJMUECKOE TOCoOre rOCYAapCTBEHHBIN .php?
YHUBEPCHUTET, 2017 pageZbook&id:48 1507
6 I'ypouknna A. T'., SI3BIK U TEKCT B aHTPOIIOMEPHOIT HayKe: Cankr-IlerepOypr: http://biblioclub.ru/index
Boponmosa T. 1., MoOHOTpahus Poccuiickuit -php?
]_uI/IpOBa n. A., FOCY}IapCTBCHHLIﬁ page:book&1d=577933
Auxacos A. B., MeJaroruyecKuit
Tonuaposa E. A., yHuBepcuTeT uM. A.U.
Iluposa 1. A. Tepuena (PT'TIY), 2018
7 HWBanoBa-JIykbsiHOBa XyI0KeCTBEHHBIH TEKCT: YCIBIIIATh U MOHSITH: Mocksa: ®JIMHTA, 2018 | http://biblioclub.ru/index
I H. y4eOHOe TOcoOHe TSI CTYACHTOB (PHIIOIOTHYECKIX .php?
CIeHUATBHOCTEH: yueOHOe mocobue page=book&id=607326
8 Bonneipesa, M. M., CTIINCTHYECKUI aHATTN3 Xy I0’KECTBEHHOTO Mocksa: [Ipocsermienne, 16 7K.

Bomauna, U. A.

TEKCTa: y4eOHOE TOCOOHE sl CTYACHTOB IIe]I. TI0
CIIell. UH.53.

1988

5.2. IIpodeccnonanbHble 6a3bl AAHHBIX H HHPOPMAIMOHHBIE CIIPABOYHBIE CHCTEMBbI

Hayunas sanextponnas 6ubnuorexa (HOB)http://www.elibrary.ru/
Ku6epJlenunka http://cyberleninka.ru/
baza HayunsIx crareit m3narenbcta «I'pamorta» (http://www.gramota.net/materials.html)

5.3. IlepeyeHb NPOrpaMMHOro odecredYeHust

OpenOffice

5.4. quﬁﬂo-MeTonnqecxne MaTepuaJibl 1J1s1 06y'-[aIO]J.lI/[XCﬂ C OrpAaHUYC€HHBIMHA BO3MOKHOCTAMMU 310POBbSI

IIpu HeoOXOAMMOCTH IO 3aiBICHHIO OOYYAIOMEroCsl C OrPAaHHMYCHHBIMH BO3MOXHOCTSIMU 370pPOBbA yueOHO-METOAUUYECKHE
Marepualbl MpeOCTABISIOTCS B (pOpMax, agalTHPOBAaHHBIX K OTPaHHMUYCHHAM 3710pOBbsS M BocupusaTHs uHpopmarmu. s mmm c
HapyImIeHNSIMA 3peHHs: B (opMme aynuodaiina; B medaTHOH QopMme yBeTHMYeHHBIM ImIpupToM. s JTUI ¢ HapymICHWSIMH CIyXa: B
(opMe DIIEKTPOHHOTO IOKYMEHTa, B medarHoi ¢Qopme. s U ¢ HapyMIEHUSMH OIOPHO-IBHUIATEIFHOTO ammapara: B (opme
JJIEKTPOHHOIO JOKYMEHTa; B IIeUaTHOH dopme.

6. MATEPUAJIBHO-TEXHUYECKOE OBECIIEYEHHUE JUCHUIIJINHBI




Iomemenus s Bcex BUAOB paboT, MPEXyCMOTPEHHBIX y4eOHBIM IUIAHOM, YKOMIUIEKTOBAHBI HEOOXOIUMOM CHEenMaTn3UpOBAaHHOMN
yueOHON MeOeIbI0 M TEXHHYECKHUMH CPEJICTBAMU O0YUYEHHMS:

- CTOJIBI, CTYJIbS;

- IEPCOHAITBHBIA KOMITBIOTEP / HOYTOYK (IIEPEHOCHOIT);

- IPOEKTOpP;

- 9KpaH / MHTEepaKTHBHAs JOCKA.

7. METOJNYECKHUE YKA3ZAHUA V1A OBYYAIOIIINXCA 110 OCBOEHUIO JUCHHUIIIMHBI

Meroaudeckue YKazaHus 10 OCBOCHUIO JUCHHUIIIIMHBI IIPEACTABJICHBI B HpI/IJ'IO)I(CHI/II/I 2K pa60qeﬁ nporpamMmme JUCHUITIIUHBI.




®OH/J OHEHOYHbIX CPEJICTB

IIpuioxenue 1

1 Onucanue nmokasarejiei u KPUTEPUEB OLICHUBaAHUSA KOMIIeTEeHIIMH Ha PA3JINYHBIX 3Tanax
HX (])opanOBamm, OITHMCAHMEC IIKAJ OHCHUBAHUSA

1.1 Iloka3aTenu u KpUTEPUHU OLIEHUBAHUS KOMIETEHIIUMN:

3VH, cocrasisromiue
KOMIICTCHIIUHO

Tlokazarenu olleHUBAHUS

Kpurepun onennBanus

CpencTBa o1leHUBaHUS
P — pedepar
C — cobecenoBanue
3 — BONPOCHI K 3a4ETy
[103 — npakTuko-
OPHUEHTUPOBAHHBIC
3aJlaHus
T —Tect
IT — npe3enTanmmn

IMKO-1: CnocodeH ocymecTBJIATH NPO(ECCHOHATBHYIO 1eiTeJIbHOCTH B M poBoii 00pa3oBaTeibHOIM

cpene

3nanus: N3yuaer TpeboBanus [TonHoe, pa3BepHyTOE, I103 — npakTuko-
pa3HOYpPOBHEBbBIE 00pa3oBaTeNbHBIX rpaMOTHOE U OPUEHTUPOBAHHBIE
Pa3HOPErUCTPOBHIE CTaHJApTOB IO jjorndeckoe m3oxenue | zamaaudg — I, 11, IV
SI3LIKOBBIE CPEJICTBA; WHOCTPAHHOMY SI3BIKY BOITPOCA; TOTOBHOCTh P — pedepar (temsr 1-25)
COBPEMEHHBIE B mkose; U3ydaer pean30BbIBATH 3 — BOMPOCHI K 3a4ETy
o0pasoBaTelbHbIC WH(POPMAIIHIO O Pa3TUYHBIX | 00pa30BaTEIbHbIE (Bompocsr 1-23)

MIPOrPaMMBI 10 KypCy
MHOCTpPaHHBIX S3BIKOB B
LIKOJIE.

JMCKypcax s3bIKa, O
CTHJIMCTUYECKOM Ipajaliiu
cloBaps,

IPOrPaMMBI 110
y4eOHBIM IIpeIMeTaM B
COOTBETCTBUHU C

LOP, uzyuaer Untepuer- | TpeGOBaHUSIMEU
PECYpCHL. 00pa3oBaTeNIbHBIX
CTaHJIapTOB.
Ymenus: Pemraer nmpaktuko- Jlexcuxo- P — pedepar (temsr 1-25)
BBIpOKaTh MBICIIM Ha | OpPUEHTUPOBAHHBIE 3aJ]aHUsI | TpaMMaTHYeCcKas IT — npe3enranuu (1-18)
AHTJIMHACKOM SI3BIKE, C y4€TOM 0coOeHHOCTEN IIOJTHOTa OTBCTOB U
ANEKBATHO  HCTIONB3YS otbopa JIEKCHKH CO00pa3HO | MPaBUILHOCTH }
BBIOpAaHHOW CUTYyalluu BBITIOJTHEHHUSI 33/I1aHUH,
pa3zHooOpa3HbIe
oOmIeHMs. HAJIMYUE BHIBOJIOB.
S3BIKOBBIE CPENICTBA C
pel IIpumenser [TosnHOTA M
HCJIBEO BBIICIICHUA | oGpasoBaresibHbIC NPaBUILHOCTD
pe/IeBaHTHOM IIpOrpamMmel I10 peann3anuu
nHpopMaInH; UHOCTPaHHOMY oOpa3oBaTesbHON
KPUTHYECKH SI3BIKY B COOTBETCTBUE C POrpaMMbl, HaJTH4Ke
MepeOCMBICITHBATS TpeOOBaHUAMU COOTBETCTBUH C
00pa3oBaTeNIbHBIX TpeOOoBaHUAMU
oOpa3oBaTeNbHbIC
CTaH/apTOB. 00pa3oBaTeNbHBIX
MIPOTPaMMBI TI0 CTAHTAPTOB.

WHOCTPaHHOMY SI3BIKY B
COOTBETCTBHUE C
TpeOOBaHUSMU




00pa30BaTeIbHBIX

CTaHJapTOB.
Hagvixu: Bnaneer HaBbikaMu [TosHoE, pa3zBepHyTOE,

MHHOBAI[MOHHOM U | KOpPEKTHOTO IrPaMOTHOE U P — pedepar (Tembil-25)
IPOEKTHOI UCIIOJIb30BAHUS JICKCHKHU goruueckoe uzoxenue | [1— npesenranumn(1-18)
eATENbHOCTH B | PA3IMYHBIX PETHCTPOB BOTIPOCA; MPaBWIBHOCTE | T— 1,2

oOpa3oBanun. Brameer
cpeactBamu UKT s
MCIIOJIb30BAHUS
U(POBBIX CEPBUCOB U
pa3paboTku
AIIEKTPOHHBIX
00pa3zoBaTeNbHBIX
pecypcos.
[InanupoBanus,
OpraHH3aIiH,
KOHTPOJIS "
KOPPEKTHPOBKH
00pazoBaTeIbHOTO
nporiecca C
WCTIOJIb30BaHUEM
nudposoi
o00pazoBaTenbHON
cpenbl
00pazoBaTebHON
OpraHu3aIuu "
OTKPBITOTO
MH(POPMAITMOHHO-
00pa3oBaTeLHOTO
npocTpancTBa.Vcrnomnp3
OBaHUS pecypcoB
MEXTyHAPOIHBIX u
HAI[MOHATbHBIX
w1atropM  OTKPBITOTO
o0OpaszoBaHus B
npoheccCHOHALHOU
JESITeNbHOCTH  YUIUTENS
OCHOBHOTO o0OmIero u

CpenHero o01ero
oOpa3oBaHusl.
peanu3anum
00pa3oBaTeNbHBIX

Iporpamm Io
MHOCTPAHHOMY SI3bIKY B
COOTBETCTBUE C

CO00pa3HO CUTYaIUH
0OIIIeHHs IS JOCTHKECHUS
KOMMYHHUKATHBHBIX IICJICH.
[Ipumensier
00pazoBaTesibHbIC
MIPOTPAMMBEI TIO
WHOCTPaHHOMY

SI3IKY B COOTBETCTBHE C
TpeOOBaHUSIMU
00pa3zoBaTeNIbHBIX

CTaHJIapTOB.

BBITIOJTHEHMS 3aJIJaHUH C
ucrnoyib3oBanuem 1{OP,
UKT, UnTepuer-
pecypcoB.

Hanuuue
00pa3zoBaTeIbHBIX
IPOrPaMM I10
WHOCTPAHHOMY

SI3BIKY B COOTBETCTBHE C
TpeOOBaHUAMHU
00pa3oBaTeIbHBIX
CTaHapTOB.

3 — BONPOCHI K 3a4ETY
(Bompocsr 1-23)




TpeOOBaHUSMU
00pa30BaTeIbHBIX
CTaHJapTOB.

IKP-1: Cnocoben ocyiu

CCTBJATD NCIArOrM4eCKYI0 1€eATC/JIbHOCT B 06pa30BaTeJ’lele opramm3anusax

B COOTBETCTBHUHU C YPOBHEM H HAINIPABJICHHOCTHIO NOJTYIYEHHOI'O 06pa3013a}mﬂ

Buanus:

3HATh 0COOCHHOCTH
(hOHETHUYECKO,
JIEKCUUECKOHN 1
IrpaMMaTHYECKON CUCTEM
aHTIINHACKOTO SA3bIKa B
CUHXPOHUHU U
JTUAXPOHUU;

Hcnons3yer
TEOPETUYECKHUE OCHOBBI
JIUHTBUCTHUYCCKUX HaYK,
OCHOBHBEIC IIOHATUA u
TCPMHHBI; HoHuMacrT
0COOEHHOCTH
HWCTOPUYECKOTO PA3BUTHSA U
COBPEMEHHOE  COCTOSIHHE

[Tonnoe, pa3zBepHyTOE,
rPaMOTHOE U
JIOTUYECKOE U3JIOKEHUE
BOIIPOCA; MPaBUIBLHOCTh
BBITIOJIHEHHS TECTOBOTO
3a/1aHusl.
Hcnone3oBanue pa3sHbIX
dbopm mpe3eHTaIui

C — cobecennoBanue
(Bompocsr 1-30)

I1- (1-18)

3 — BONPOCHI K 3a4YETy
(Bompocsr 1-23)

CTpaTEeTUu YCTHOTO U HU3y4aeMoTO SI3bIKA; | MaTepHaa.

MUCBbMEHHOTO OOIIEHUST | paCKphIBaeT OCHOBHBIE

Ha aHTJIMICKOM SI3BIKE poOJIeMBI, n3yJaemble

JUTS TOCTHIKEHUS JUHTBUCTUYECKUMU

KOMMYHHKATHBHBIX HayKaMH.

Lejed B KOHKPETHOU

CUTYyaIlH OOIIEHUS Ha

H3y4aeMoM

MHOCTPAaHHOM $I3BIKE.

Pazanunbie conmansHbIC,

KYJIbTYpPHBIE,

HaIlMOHAJIbHBIE

KOHTEKCTBI, B KOTOPBIX

MIPOTEKAIOT MPOLIECCHI

00y4eHHS.

Ymenus: JleMoHCTpHpYyeT [TonHoTa n C — cobecenoBanue
YMETb Ha OCHOBE MOHUMAaHHE HpaBUIILHOCTH perienus, | (Bompocsl 1-30)
MIPOYUTAHHOTO JeNaTh JMHTBUCTUYECKUX HaJIMYUE BHIBOJIOB I1-1-18

CBOU JUCIIUIIIINH u CBsI3el 103 - |
apryMEeHTUPOBAHHBIN MEXIY HUMU; P—-1-25
BBIBOJI OTHOCUTEIILHO aHAJIM3UPOBATH  S3BIKOBBIE T —recr (1-2)

TOro Ujinu MHOIo

SIBJICHHA, IIOHHUMACT n

(hoHETHYECKOTO UCIIOJIB3YET METO/IbI

SIBJIICHUS;, IPUMEHSTh KPUTHYECKOTO aHaym3a

3HaHUS B 00J1aCTH uHdopmaruu; paboraer ¢

JIEKCUKOJIOTHH IS uHpopmanuei B

aHaJIN3a SI3bIKOBBIX rI100aTBHBIX

SIBIICHUI; TPUMEHSATH KOMIIbIOTEPHBIX ceTsax

3HAaHUS B 00JACTH (mouck, aHamuz W OTOOP

TEOPETUUECKON HE00X0 MO

rpaMMAaTUKH K aHAIU3y | HHQOpMAIIHH).

SI3BIKOBBIX SIBJICHUI;

Hasviku: [IpoBoauT Hannuue nposenennoro | C — cobecenoBanue
yMETb IPUMEHSTh JMHTBOCTUJIMCTHYECKUI aHanM3a nokasareneid | (Bompocsl 1-30)
METO UK aHAJIN3 TEKCTOB Pa3JIMYHOM | rpaMOTHas P — pedepar (Tempi1-25)




CPaBHUTEJIBHO-
HUCTOPUYECKOTO aHAIIU3
(hakTOB U ABJICHUN
SI3bIKA; UCIIOJIB30BAHMS
METOIUKH
(dhoHEeTHYECKOTO,
JIEKCUKOJIOTUYECKOTO,
rPaMMaTHYECKOTO U
CTHJITUCTUYECKOTO
aHaJTN30B (PaKTOB U
SIBJICHUU SI3bIKA

(GyHKIMOHATIBHO-CTHIICBOU
OTHECEHHOCTH; Y4aCTBYET B
IPYIIIOBBIX JUCKYCCHUSAX Ha
U3y4aeMOM HMHOCTPaHHOM
S3BIKE  TI0 TIPOOJIeMaTHKE
Kypca; BIAJCeT: HaBBIKOM
NYOJIMYHBIX BBICTYIUICHUN

nepen ayAUTOPHUEH,
ABIISTFOIIIUXCS
HEOTHbEMIIEMOM JaCTbIO

NOATOTOBKMA  JIMHTBUCTA-
MIperno/iaBaTelsi; peueBbIMU
TaKTHUKaMHU,
KOMMYHUKATUBHBIMU
HOPMaMH, peUYEeBBIM
STHKETOM B  OOIIECHUU,
HaBBIKAMHU TOMCKa, O0TOOpa
U HCMOJIb30BAHUSI HAYYHOU
nHdopmanuu o
M3y4aeMbIM IpobiieMam.

UHTEpIpeTanus
MOJIYYEHHBIX
pe3yJIbTaTOR;
000CHOBAHHOCTh
oOpareHus K
HOpMaTI/IBHLIM
NUCTOYHUKAM

IT — npesenrarmu(1-18)
I103 — npakTuko-
OpPUCHTHPOBAHHBIC
3aaHusl

(1-1Vv)

T-1,2

3 — Bompochl k 3auery (1-
23)

IIKP-4: Cnoco06eH aHAIM3UPOBATH Pe3yJbTAaThl HAYYHBIX HCCJIEI0OBAHMIA, MIPUMEHSITH UX NPH pellieHun
KOHKPETHBIX HAy4YHO-HCCJIeI0BATEIbCKHUX 32124 B cepe HAYKH H 00pa3oBaHusl, CAMOCTOSITEILHO
NMPOEKTHPOBATH H OCYLIECTBJISITh HAYYHOE HCCJIeI0OBAHNE B KOHTEKCTE NMPogecCHOHAIbLHOM

NeATEeJbHOCTH

3uanus: Hcnons3yer [TonHoe, pa3BepHyTOE, C — cobecenoBanue
3HaTh OCOOCHHOCTH TEOPETHIECKHUE OCHOBBI | TPAMOTHOE H (Bompocsr 1-30)
(hoHETHYECKOH, JMHTBUCTHYCCKUX  HAyK, | torndyeckoe uznokenue | I1- (1-18)

JIEKCUUECKOMH 1
rpaMMaTHYECKON CUCTEM
AHTJIMICKOTO S3bIKa B
CUHXPOHHUHU U JTUAXPOHUHU

OCHOBHBIE  TIOHATHA H
TEPMHHBI; ITOHUMAET
0COOEHHOCTHU

UCTOPUYECKOTO Pa3BUTHUS M
COBPEMEHHOE  COCTOSIHHE

BOIIpOCa, IMPaBUJIbHOCTD
BBITIOJIHEHHUA TECTOBOT'O
3aJaHus

3 — BOIPOCHI K 3a4€Ty
(Bompocer 1-23)

U3y4aeMoro SI3BIKA;

pacKpbIBaeT OCHOBHBIE

npoOGIIeMBl, u3ydaeMble

JMHTBUCTUYECKUMU

HayKaMH.
Ymenusa: JeMoHcTpUpyeT [TonHoTa 1
yMETh Ha OCHOBE HOHUMAaHHe npaBUIBHOCTH pemenus, | [103 - |
MPOYUTAHHOTO JIeNIaTh JMHTBUCTUYECKHUX HaJIN4YKe BBIBObI P—-1-25
CBOU JUCHUIIMH W CBsI3eH T —recr (1-2)
apryMEeHTHPOBAaHHBIN MEXTY HUMU;

BBIBOJI OTHOCUTEIHLHO
TOTO WJIA UHOTO
(oHeTHUECKOTO
SIBIICHUS; TPUMEHSTh
3HaHUs B 00JacTH

aHAJIM3UPOBATh  S3bIKOBBIC
SABJICHUS;  TOHMUMaeT |
UCTIOJb3yeT METO/IbI
KPUTHYECKOTO aHanmm3a
uHpopmanuy; paboTaer ¢




JICKCUKOJIOTHH JIJIA
aHaJIn3a sA3bIKOBBIX

nHpopManmen B
r7100aIbHBIX

SIBJICHUI; IPUMEHSATH KOMITBIOTEPHBIX CeTsIX

3HaHUs B 00JaCTH (mouck, aHamu3 M OTOOP

TEOPETUYECKOMN HEo0X0ouMoMn

rpaMMaTHKH K aHAIM3y | uHGOpMAaIHH).

SI3BIKOBBIX SIBJICHUI

Haeviku: [IpoBoaut Hamuuue nposenennoro | P — pedepar (tempil-25)
YMETh NPUMEHATH JIMHTBOCTHJIMCTUYECKH I aHanmu3a nokasareneid u | I1 — nmpesenrarun(1-18)
METOAUKHI aHaJIN3 TEKCTOB Pa3JIMYHOM | rpaMOTHas I103 — npakTuKo-
CPaBHUTEIBHO- (YHKIIMOHATIBHO-CTUJIEBON | MHTEpIIpEeTalus OPUEHTUPOBAHHBIE
HCTOPUYECKOTO aHAIM3 | OTHECEHHOCTH; y4acTBYET B | IOJYYEHHBIX 3a1aHus

(akTOB U SABICHUN IPYNIOBBIX JUCKYCCHSX Ha | pe3yJbTaToB; (1-1Vv)

SI3bIKA; UCIIOJIB30BAHUS | U3y4aeMOM MHOCTPAaHHOM | 0O0OCHOBAHHOCTD T-1,2

METOUKH S3bIKE MO TMpobOiIeMaTHKe | 0OpaIeHust K 3 — Bompochl k 3auery (1-
(dhoHeTHuecKoro, Kypca; Bja/ieeT: HaBBIKOM | HOPMaTUBHBIM 23)

JIEKCUKOJIOTHYECKOT O, MyOJIUYHBIX BBICTYIJICHUH | HCTOUHUKAM

rpaMMaTUYECKOTO U nepen ayJuTOpueEH,

CTHJINCTUYECKOTO SBIISIOLIUXCS

aHaIM30B (PaKTOB U HEOThEMJIEMOU YacThIO

SIBIICHUU SI3bIKA

MOJATOTOBKK  JIMHTBHCTA-
MPETIoIaBaTells; PEYCBHIMU
TaKTHKaMH,
KOMMYHUKATHBHBIMH
HOpMaMH, peUeBBIM
OTHKETOM B  OOIIECHMU,
HaBBIKAMHU TIOMCKa, OTOOpa
¥ HCIOJB30BAHUS HAYYHOU
uHbopmauu 1o
U3y4aeMbIM IpolIeMam.

1.2 IIIkanel OLIEHUBAHUS:

Texkymuii KOHTPOJb yCIIEBAEMOCTH U MPOMEKYTOYHAsl aTTeCTalldsl OCYIIECTBISETCS B
paMKax HaKOMHUTEJIbHOW OAJITIbHO-PEUTHHTOBOM cucTembl B 100-0aIbHOM mIKaie:

dopma KOHTPOJIA — 3a4eT:

50-100 GamoB (3a4TEHO)

0-49 6anmnoB (HE 3a4TEHO)

84-100 6ay10B (OLIEHKA «OTIUIHO)
67-83 6amioB (OLIEHKA «XOPOIIIO»)
50-66 6amnoB (OlLeHKA «YAOBIETBOPUTEIHHOY)
0-49 GanmnoB (O1IeHKA «HEYTOBIETBOPUTEIHHO))

2 TunoBble KOHTPOJIbHBbIC 3aJaHUSl MJIH HHBIC MaTepHAJIbl, HEOOXOAMMBbIE /ISl OLEHKH
3HAHUH, YMEHHH, HABBIKOB M (MJIH) ONbITAa AEATEJbHOCTH, XaPAKTEPU3YIOIIUX ITaIbI
(¢opMupoBaHHs KOMIIETEHIIMII B IIpoLecce 0CBOCHHUsI 00pa30BaTeIbHON NPOrpPaMMbl
KoHTpoJsbHbIe BONPOCHI /151 IPOBE/ICHUsI TEKYLIero KOHTPoJIs (codeceoBaHue).




Questions 1 CEMECTP

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?
11.What punctuation marks do you know and what is their stylistic potential?
12.What 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.
15.Which 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.
21.What is a simile and what is a simple comparison?
22 What semantic poles of a simile do you know?
23. Which ofthe link words have you met most often?
24 What 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?
28 What is a disguised simile?
29.What are the main functions of a simile?
30.Find examples of similes in your reading. State their type, structure and functions.
Kputepun oueHnBaHus:
HpI/I TEKYIIEM KOHTPOJIC (CO6€C€I[OBaHI/II/I Ha IIPAKTHYCCKHX SaH}ITI/I}IX) 3a OTBCT Ha BOIIPOC
CTYACHT MOJXKCT IIOJIYUYUTh MAaKCUMAJIbHO 2 Gamnna.
2 0amna BBICTaBIISIETCS CTYACHTY, €CJIU HU310KE€HHBIN MaTepual (l)aKTI/ILIeCKI/I BEpPCH,
ACMOHCTPUPYCTCA HAJINYIUC FJ'Iy6OKI/IX HNCYCPIIBIBAIOIINX 3HaHWil B oOacTu HN3y4qacMoro
BOIIpOCa, rpaMOTHOC, CB06OI[HOC " JJIOTHYECCKU CTpOfIHOC H3JIOKCHUEC MaTCpUualia
1 Ganna BBICTABIISIETCS CTYACHTY, €CJIM OTMECYACTCA HAJIINYUC HOCTATOYHO IIOJIHBIX 3HAaHUU B
paMKax TEMbI; OOMYCKAKOTCA OTACIBbHBIC JIOTUYCCKHUEC W CTHIIMCTHYCCKUC IIOIPCIIHOCTU C
OTACJIBbHBIMU OIINOKaMH
Bonpocs! k 3auery 1 CEMECTP.

1. [Tonsitre unTepnpeTayuy Tekcta. CBs3bp UHTEPIPETAIIMU TEKCTA C IPYTUMU
IUCLUATUIMHAMM.
2. TekcT Kak OOBEKT JUHTBUCTUKH.



JIuteparypHsle U HeUTEPATYPHBIE TEKCTBI. POPMBI XY10KECTBEHHOU JINTEPATYPHI.
3. Ctunb Xy/n0>KeCTBEHHOH uTeparyphl. THUIIBI TeKCTa (TOBECTBOBaHKE, ONIMCAHUE,
paccyxaenue, auanor). CTuieBble perucTpbl JeKcuku. OOpa3HbIi S3bIK
XYJ0’KECTBEHHOM JuTepaTyphl. Tponsl. Purypsl peyu.
4. CpencrBa co3/laHus CBA3HOCTH TeKcTa. KOMIIOHEHTHBIE OTHOIIEHHUSI, OPraHUUYECKUE
OTHOIIEHHUSI, CTPYKTYpHas CBA3HOCTb.
5. Croxer u cTpykTypa crokera. Croxket. Buapl koHQIMKTOB. HanpsskeHHOCTh TeKCTa
U CTIOCOOBI €€ co3aaHusl. TUIBI KOHIIOBOK U MX POJIb.
6. CTpyKTYpHBIE 2JIEMEHTHI KOMITO3UIMH: SKCIIO3HIINS, 3aBsI3Ka, KyJIbMHHALHS,
pa3Bsi3ka. TUIBI CTPYKTYpHOM OpraHu3aluy TEKCTa (IPOCTOE MOBECTBOBAHUE,
YCII0’)KHEHHOE MIOBECTBOBAHUE, KOJIbLIEBAsI KOMIIO3HIIMS, pacCKa3 B paccKase).
7. Ilepconaxu. [Ipsimble U KOCBEHHbIE XapaKTEPUCTUKH NepcoHaxeil. Tumsl
nepcoHaxeil: "muockue" u "oobeMHbIe", TMHAMUYHBIE U CTaTHYHbIC. [loHSTHS
"MpoTaroHUCT" U "aHTAarOHUCT" KaK KIHOYEBbIE IPU aHAIN3E CUCTEMBI IEPCOHAKEN U
UX pOJIK B KOH(IIHKTE.
8. «Touxka 3perusi». Turb! u3noxenus. [lorstus "aBTop" u "pacckazuuk" B CTPYKType
TekcTa. ToYKu 3peHust ¥ BBIOOP THIIA XapaKTEPUCTUKH ITEPCOHAKEN.
9. [IpocTpaHCcTBEHHO-BpEMEHHAs OPraHU3aIus TEKCTa. XPOHOTOTI U €T0 POJib B
aHayuze Tekcta. OyHKIMU IpOCTpaHCTBA U BpeMeHHu B TekcTe. Co3naHue atMoc(epsl.
10. DMOTHBHOE ITPOCTPAHCTBO TEKCTA. DMOTHBHEIE CMBICIBI B CTPYKType oOpasza
nepcoHaxa u apropa. CentumeHTanbHoCTh. FOMOp (komenus, dapc) u ero
cocTtasisionue. Buapl uponnu (BepOanbHast POHUSI, UPOHUS CUTYaIlHUH,
npaMaTudeckasi UpOHUS).
11. SI3BIKOBBIC CPEACTBA aKTyaJIM3aIluu coaepxkaHus TekcTa. CrocoObl aKTyaTn3aium
TEKCTOBOU TOMUHAHTHI. COOTHOIIIEHME TEPMUHOB "OCHOBHAs uaes" u "Mopain'.
OdopmiieHne TeKCTa COOTBETCTBYIOIMMHU JIEKCUKO-CUHTAKCUUECKUMHU CPEICTBAMU U
WX YIOTpeOJieHne B CHIIBHBIX TEKCTOBBIX MO3UIMX (3ariaBus, snurpada),
MIOBTOPSIEMOCTB B TEKCTE (MpeodiaiaHie rpaMMaTUYECKUX SIBJICHUH — TUIa
rpaMMaTHYECKON CTPYKTYpPBI, YaCTH pedu; IpeoOaaJjaHne JIEKCUKN ONpeAeIeHHOM
TEMaTU4YeCKOM IPYIIIbI, TUIIA 3HAUEHHSI — IPSIMOE€ HOMUHATUBHOE, MeTa(hOpUIECcKoe,
METOHMMMYECKOE, JIEKCHYECKOW KaTerOpUU — CHHOHUMHS, aHTOHUMUS,
(GYHKIMOHATIBHO-CTUIIMCTUYECKON OKPACKH JIEKCUKH U T.[1.).
12. Tema u uaest XyJ0KeCTBEHHOI'O IIPOU3BEICHHUSL.
13. OcHOBHBIE KaTETOPHH XYA0KECTBEHHOI'O TEKCTA.
14. ITapagurmaTyka ¥ CHHTarMaTHKa XyJ0KECTBEHHOI'O TEKCTA.
15. OyHKIMSI TEKCTOBOTO 3ar0JIOBKA.
16. ®yHKIIMOHUPOBAaHHE UMEHU COOCTBEHHOTO B TEKCTE.
17. XynoxecTBeHHast JETalb.
18. CunbHas no3uIysl.
19. Tunsl, GopMbI U CIIOCOOBI U3JI0KEHUS], IPEACTABICHHbIC B XY/10)KECTBEHHOM
TEKCTE.
20. YpoBHH aKTyaJaH3allH A3bIKOBBIX €JMHUIL B Xy/I0’KECTBEHHOM TEKCTE.
doHorpaduyeckuil ypoBeHb.
21. MophemHbIi ypOBEHb.
22. Jlexcuueckuil ypoBeHb. CHHCEMaHTUYHAs U aBTOCEMaHTUYHAsl JIEKCHKA.
23. CUHTaKCH4eCKU YpOBEHb.
Kpurepun onenuBanus:
JUia  nosydeHus TNOJIOXKUTEJIBHOM  OIEHKM BO  BpeMsl  3adeTa  CTYJIEHT  JI0JDKEH
IIPOJIEMOHCTPUPOBATh 3HAHUE OCHOBHBIX MOHATHI MCKYCCTBA W JIMTEPATYpPbl; UCTOPHUYECKHUX
9M0X, CTUJIEM M HANpaBIEHUN MCKYCCTBA M JIMTEpATyphbl; BBIJAIOLIUXCA JESATENEN Kaxaou
KYJIbTYPHOH 30X U UX MPOU3BEIEHUS; OCHOBHBIX BUJIOB XY10KECTBEHHOT'O TBOPUECTBA. A Tak
K€ JOJDKEH YMETh ONPEAEIATh OTIAENbHBIE POABI U XKaHPbI JINTEPATYPHI; UCIOIB30BATh OHATHS,



CBSI3aHHBIE CO CTPYKTYpPOH U S3BIKOM XYJOKECTBEHHOTO IPOU3BEACHUS;, CaMOCTOSITEIBHO
aHAIM3UPOBATH MTPOU3BEICHUSI HCKYCCTBA; OOBSICHITH CBS3H XYI0KECTBEHHOTO MPOU3BEACHHUS C
AMOXOW €ro co3JaHus, OOHApPY)KWBAaTh CXOACTBO NPOOJIEMAaTUKA M TEMATHKH C APYTUMU
MIPOU3BEACHUSIMH STIOXH.

[Ipu omeHke oTBeTa CTyIEHTa Ha BOMpPOC OwWiera MpPernoaaBaTelib PYKOBOACTBYETCS
CIICTYIOIIUMHU KPUTSPUSIMU

- TIOJTHOTA ¥ MPaBUJIBHOCTH OTBETA;

- CTeIeHb 0CO3HAHHOCTH, TIOHUMAaHUS N3y4EeHHOTO;

- SI3BIKOBOE O(pOPMIICHHE OTBETA;

- BJIaJICHUE HaBBIKAMH SI3IKOBOTO aHAIIN3A.

Otmerka «3auet» (50-100 6amoB) CTaBUTCS, €CIIH CTYACHT CYMEN MPOJAEMOHCTPUPOBAThH 3HAHNE
OCHOBHBIX TCOPETHUYECKUX BOIPOCOB IO TE€MaM, BEIHOCHMBIM Ha 3a4eT U MPEAyCMOTPECHHBIMU
pabodeil mporpaMMOi JUCIMILINHBL, B 1[EJIOM, IOHUMAET CIICIU(DHUKY KYIbTYPHO-HCTOPHUECKUX
MIPOIIECCOB, PA30MpPACTCs B XY/IO)KECTBEHHBIX IIOXaX, CTHISX W HAIPABICHUAX; JEMOHCTPHPYET
3HAHHE TEKCTOB MPOW3BEJICHUH, YMEET HCIIOJIh30BaTh JUTEPATYPHO-KPUTHICCKHE MaTepUabl
JUISL apTYMEHTAIlMd M CAMOCTOSITENIBHBIX BBIBOJIOB; CBOOOJHO BJAJICET JINTEPATYPOBEAUECKOU
TEPMUHOJIOTHEH; MOYKET aHAIM3UPOBATh JTUTEPATypPHOE MPOM3BEICHUE B €AMHCTBE COACPIKAHUS
u (opmBI; yMEeT u3araTh Marepuai MOCIe0oBaTeIbHO, JeNaTh HEOOXOIUMbIE 0000IICHUS U
BBIBOJIBI; apTyYMEHTHPOBAHO OTBEYAECT HA BOIPOC, BBIJABUTAs HEOOXOJUMBIC TE3UCHI, MPHBOJIS
pa3BHBAIOIIME MX JIOBOJBI M JeNiass COOTBETCTBYIOIIME BBIBOJIBI; YAOBIETBOPHTEIHLHO OTBEYACT
Ha JIOTIOJIHUTENFHBIE BOMPOCH 10 OCHOBHBIM TeMaM Kypca, 3a/laBacMble IPEToJaBaTeNieM C
[ENBI0  OTPENENIEHUs] CTETIEHW YCBOSHHUS HW3Yy4aeMoro CTyIeHTaMu wmarepuana. [ pyOsre
(akTHUecKkre OMmMUOKH B OTBETE OTCYTCTBYIOT.

Otmerka «He3auer» (0-49 OamoB) CTaBUTCS, €CIIM CTYACHT OOHAPY)KMBAeT HE3HAHHME OOJIbIICH
yacTU MaTepuana, J10ImyckaeT omuOKU B (GOopMyIHpOBKE ONpeesieHui U MOHATHH, HCKa)KaIoI1e
UX CMBICT, OECTIOPSI0YHO M3JIaraeT MaTepuall, He OPUEHTUPYETCS B XYA0KECTBEHHBIX AOXaX U
COOTBETCTBYIOIIMX MM CTWUJISIM M HamlpaBiICHUsIM B HCKYCCTBE W JHTEparype; HE 3HaeT
COJIep’KaHUs XYJI0)KECTBEHHBIX IPOU3BEIECHUMN, BHIHOCUMBIX Ha H3y4€HHE, HE B COCTOSHHUU
OTBETUTH Ha JIOTIOJHUTENIbHBIE BOIIPOCHI.

Tembl myJabTuMenuiinbIX npesentauuii 1 CEMECTP:

1. Functional styles of the English language.
2. Publicistic style.

3. Poetic, scientific and business styles.

4. Colloquial styles.

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

7. Graphical expressive means.

8. Rhythm. Alliteration.

9. Allegory. Onomatopoeia.

10.  Metaphor. Metonymy.

11.  Simile. Metonymy.

12.  Parallelism. Chiasmus.

13.  lrony. Bathos.

14.  Euphemism. Periphrasis.

15.  Hyperbole. Litotes.

16.  Antithesis. Oxymoron.

17.  Antonomasia. Personification.

18.  Zeugma and pun.

Kpurtepun onenuBanus:

e 10-8 OammoB - comepxaHue pabOThI TOJHOCTHIO COOTBETCTBYET TeMe; TIIyOOKO U



apryMEHTHPOBAHO DPACKPBIBACTCS TEMA; JOIMUYECKOE M IIOCIIEAOBATENbHOE H3JIOXKEHHE
MBICTICH; HANMCAaHO NPABUJIBHBIM  JIUTEPATYPHBIM  SI3BIKOM M CTHJIMCTHYECKH
COOTBETCTBYET COJICPKAHHIO; 3aKIIOYEHUE COJIEPKUT BBIBOJIBI, IOTHYHO BBHITEKAIOIINE U3
COJEp)KaHUs OCHOBHOM YaCTH;

e /-5 0aoB - 10CTATOYHO MOJHO U YOEJUTEIbHO PACKPBIBAETCS TEMA C HE3HAYUTEIIbHBIMU
OTKJIOHEHUSIMH OT HEE; B OCHOBHOW YaCTH JIOTUYHO, CBS3HO, HO HEAOCTATOYHO IOJIHO
JOKa3bIBaCTCSI  BBIABUHYTBIM  TE3UC, HMMEIOTCA  HE3HAYUTEIbHbIC  HApYIICHUS
MOCIIEIOBATEIILHOCTH B M3JIOKEHUH MBICIICH; 3aKITIOUEHHE COJIEPKHUT BBIBOJBI, JOTHYHO
BBITEKAOIIUE U3 COJIEPIKAHMSI OCHOBHOW YacTH;

e 4-1 OamwioB - B OCHOBHOM pacKpbIBaeTCs TeMa; JAaH BEPHbIH, HO OJHOCTOPOHHUM WU
HE/IOCTaTOYHO TOJHBIN OTBET Ha TEMY; OOHAPYKMBACTCS HEIOCTATOYHOE YMEHHUE JIENaTh
BBIBOJIBI M 000OIIEHMSI; BEIBOBI HE MOJHOCTHIO COOTBETCTBYIOT COJIEPKAHUIO OCHOBHOM
9acTH;

e () OaiioB - TeMa MOJHOCTHIO HEPACKPHITA; XapaKTEPH3YETCsl CIyJaHBIM PACIONOKEHHEM
MaTepHuasia, OTCYTCTBHEM CBSI3U MEX[Y YacTSIMH; BBIBOABI HE BBITEKAIOT M3 OCHOBHOMU

YaCTH; MHOTOYUCIICHHBIC 3aUMCTBOBAHUS TEKCTA U3 APYIUX UCTOUYHHUKOB.

IIpakTuko-opuentupoBanubie 3aganusa 1 CEMECTP
|. IlpencraBuTh B yCTHOM M MUCbMEHHOM (JOpME CleIyIOIINE aCTIeKThl HHTEePIIpeTaluu

XYAOKECTBECHHOT'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'mgoing 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.

27. ... Whispered the spinster aunt with true spinster-aunt-like envy ... .

I11. 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 blatantly 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 s 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  Kkinship  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, blinded, 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. "I 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.)

IV. Extracts for Comprehensive Stylistic Analysis

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, it is. | think
it is. 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, I used to love that. Before. In
my other life".

3. ...as her brain bristled indignantly.

4. It can't be! But it is, yes, it is. | think it is. 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
—aretired 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 | 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. | noticed that my teeth were chattering, and that
I was cold all over. | must be in shock, I 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.
* k% *
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 York. 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 I 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 | have three teenage children, |
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. I 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.

Kpurepuun oueHuBanus:

Tekyu;uﬁ KOHmMpPOJib ocyujecmejiiemcs Ha npakmud4eCKux 3anAaAmusix.

[Ipn TekymeM koHTposie (coOeceqoBaHMM Ha MPAKTUYECKUX 3aHATUSAX) 32 OTBET Ha BOIPOC
CTYIAEHT MOXET MOJIYyYUTh MaKCUMaJbHO 2 Oaia.

2 OGamna BBICTABISETCS CTYAEHTY, €CJIM 3aJaHHE BBINOJHEHO 0€3 OIMOOK, AEMOHCTPUPYETCS
HaJIN4YMe NPAaKTUYECKOTO HaBblKa B 00JACTH HM3y4aeMOIO BOIPOCA, IPaMOTHOE U CBOOOJHOE
U3JI0KEHHE MaTepuasa

1 Gasut BBICTABIISIETCSI CTYJICHTY, €CJIM OTMEUYAETCsl HAINYHE HEAOCTATOYHO YCTOMYMUBOTO HABBIKA
B paMKaxX TEeMBbI; JOMYCKAIOTCS OTACIbHBIE JIOTHYECKHE W CTHIMCTUYECKHE TOTPEIIHOCTH C
OTIENLHBIMU OIITHOKAMH.

BOOo~NoGR~WNE
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Tembl pedpeparo 1 CEMECTP

Pa3HOBUIHOCTH BHYTPEHHEU peun.

Turbl NOBECTBOBaHUS B Xy10’KECTBEHHOM ITPOU3BEACHHH.
doHorpahuyecKuil ypoBeHb aHAIH3A.

Peun nepconaka kak eraynp obpasa.

OO6pa3Has nmpupoaa XyJA0KECTBEHHOTO TEKCTa.

Jerans 1 CUMBOJI.

O06pa3 aBTOpa U peanu3aius 3aMbICIa.

Jlexcuueckuii ypoBe€Hb KaK OCHOBHOM MCTOYHHUK ITEPBUYHON 0OPa3HOCTH.
BrIpa3zutenbHOCTh CHHTaKCHCA.

OcHOBHBIE HaNIPaBJIEHUS KOMILJIEKCHOTO aHAJIU3a.

OKCIUTMIUTHOCTh U UMIUIULIUTHOCTb.

AKTyanu3auus Ha ypOBHE TEKCTaA.

TekcT — KOHTEKCT — CUMBOJI - 3ar0JI0BOK.

MopdeMHBIi ypOBEHb aKTyalu3alu1 A3bIKOBBIX €AUHUIL B XY/I. TEKCTE.
MoaallbHOCTh U KOHLIENITYaJIbBHOCTh TEKCTA.
WNHnuBuayanbHO-aBTOpCKas napajiurma.

Ponp oHOMAacTUKM B MHTEPHPETALIUH.

«IIoTOK CO3HaHUA» KaK XyJ10KECTBEHHOE SIBJICHUE.

. CDYHKI_[I/IOHI/IPOBaHI/Ie MOp(i)eMHOl"O INIOBTOPA B XyHOKCCTBCHHOM IIPOU3BCACHUU.
. «I/IHI[I/IBI/II[yaJ'IBHBIC» 3HAKU NPCIHMHAHUA B XYJOKCCTBECHHOM TCKCTC.

. MoaneHOCTh Kak KaTCropusd Xy10K€CCTBECHHOI'O TCKCTA.

. Ponp ayroauajiora B XyaHOKXCCTBCHHOM IIPOU3BCICHUU.

. Iloarekct B XYAOXKECTBCHHOM IIPOU3BCACHUU.

. cI)yHKI_[I/IOHI/II)OBa.HI/Ie AHTPOIIOHHUMOB B XYJOKECTBECHHOM TCKCTC.
25.

CTUIINCTHYECKOE NCII0Ih30BaHUE CHIDKCHHOM JIEKCHKH B MIPpOU3BCACHUN A. CCJ'II/IHI[)Kepa

«Han MMpOMaCTBIO BO PiKU».

Kpurepun onenuBanus:

12-9 GamnoB - conepkaHue pabOTHI TMOJHOCTHIO COOTBETCTBYET TeMe;, TIyOOKO U
apryMEHTHPOBAHO PACKPBIBACTCS TEMa; JIOTMUECKOE U TOCIEI0BATENFHOE H3JI0KEHHE



MBICJICH; HAMCAaHO TPABWIBHBIM  JIATCPATYPHBIM  SI3BIKOM M CTHJIMCTHYECKU
COOTBETCTBYET COJICPIKAHHIO; 3AKIFOYCHUE COJICPIKUT BHIBOJIBI, JIOTHYHO BBITCKAIONIUE U3
COJEp)KaHUs OCHOBHOM YaCTH;

8-5 0aiyIoB - JOCTATOYHO MOJIHO U YOSIUTENFHO PACKPHIBACTCS TEMa C HE3HAUUTEIbHBIMU
OTKJIOHCHHUSIMH OT HEE; B OCHOBHOW 4YacTH JIOTUYHO, CBSI3HO, HO HEJIOCTATOYHO MOJIHO
JIOKA3bIBACTCS  BBIIBUHYTBIM  TE3UC, HMCIOTCS  HE3HAYMTENIbHBIC  HAPYIICHHUS
MOCJICIOBATEIBHOCTU B M3JIOKCHUHM MBICIICH; 3aKIFOUCHUE COJICPIKUT BBIBOBI, JIOTUYHO
BBITEKAIOIIUE U3 COCPKAHHUS OCHOBHOMW YacTH;

4-1 GannoB - B OCHOBHOM pPacKpbIBAaeTCsl TEMA; JaH BEPHBIM, HO OJHOCTOPOHHUN HIIH
HEJIOCTATOYHO TIOJIHBIA OTBET HA TEMY; OOHAPY)KUBACTCSl HEJOCTATOYHOE YMEHHUE JIeIaTh
BBIBOJIbI M 00OOIICHHUST; BBIBOJbI HE MOJHOCTHIO COOTBETCTBYIOT COJACPIKAaHHIO OCHOBHOM
YaCTH;

0 OanyoB - TEMa MOJHOCTHIO HEPACKPHITA; XapaKTEPU3YETCsI CIyJaHBIM PACIOIOKEHHEM
Marepuaia, OTCYTCTBHEM CBSI3M MEX/y YacTSMH; BBIBOJBI HE BBITCKAIOT U3 OCHOBHOM
YaCTH; MHOTOYMCIICHHBIC 3aMIMCTBOBAHHSI TEKCTA U3 JAPYIMX UCTOYHUKOB.

TESTS 1 CEMECTP

Test |. 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 Il
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)  to show 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 "l 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 "I 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 his annual 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.
¢) 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) He took 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

i N =

=

Articles
business documents

N

w

the drama
4. Brief News ltems

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.

5. - 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)  Who is it? - It's Arthur.

d)  Whois it? - 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
Kputepun oueHnBaHus

3a BBITMIOJIHEHUE TeCTa (CIydalHBIN BEIOOD U3 MPETOKEHHBIX) CTYASHT nosrydaet 10
(17) 6ammoB (01HO IMPaBUIBHO BHIIOJIHEHHOE 3a1anue =1 Gasur)
3 MeToanueckue MaTepuaJibl, ONpeaesaoiue Npoueaypbl OlleHUBAHUSA 3HAHUI, YMEHM,
HABBIKOB M (MJ1H) ONBITA 1eATEJbHOCTH, XaPAKTEePU3YIOLIUX ITANbI (P)OPMUPOBAHUS
KOMIIeTeHI M i

[Ipouenypsl OleHMBAHUS BKIIOYAIOT B C€OS TEKYIIMl KOHTPOJb U MPOMEKYTOUHYIO
aTTecTaIuIo.

Texkymmii KOHTPOJIb YCIIEBAEMOCTH TPOBOJUTCS C HCIOJB30BAHUEM OLIEHOYHBIX
CPEICTB, MPEACTaBICHHBIX B M. 2 JAHHOTO MPWIOKEHHs. Pe3yiapTaTbl TEKYIIEro KOHTPOJIS
JOBOJISITCS 10 CBEACHUS CTYJCHTOB JI0 POMEKYTOYHON aTTeCTallUu.

IIpomexyTouHas aTTecTanus IpoBOAUTCA B (hopMe 3aueTa.

[IpomexxyTouHas arrecTalysi B BUJE 3a4eTa Ui OOYYaroIIMXCs OYHO-3a0UHOUM (hOPMBI
oOyueHust MPOBOJUTCS, KaK MPaBHIIO, HA TIOCIEAHEM 3aHSATHH B YCTHOM BHUJIE 10 PACIIUCAHUIO JI0
Hayala »DK3aMEHAI[MOHHOW CeCCHHU, €CId HHOE He TPEeIyCMOTPEHO YYEOHBIM IIIIAHOM.
KonnuectBo BompocoB B 3amanuu — 2. 1 Teopernueckuit BOMPOC, OJWH — MPAKTHKO-
OpUeHTHpOBaHHBI. OObsABIEHHE pE3yNbTATOB MPOU3BOAUTCA B JCHb 3auera. Pe3ynbTarhbl
aTTECTallMM 3aHOCATCA B 3aUETHYIO BEIOMOCTb M 3aU€THYIO KHMKKY CTyAeHTa. CTyIeHThI, He
MPOLIEAIINE TMPOMEKYTOUHYIO  aTTecTalMio 1o Tpaduky, [ODKHBI  JUKBHIMPOBATH
3a/10JDKEHHOCTh B YCTaHOBJIEHHOM MOPSIIKE.



Ipunoxenue 2

MCTOHI/I‘ICCKHC YKa3aHud AJd CTYACHTOB

Lenp HacTosmel y4eOHOW mMporpamMmbl — Ha OCHOBE NPUOOPETEHHBIX 3HAHUH,
YMEHUH W HaBBIKOB Pa3BUTh NMPO(PEeCCHOHATHHO-KOMMYHUKATUBHYIO KOMIIETCHIINIO; J1aTh
JOTIOJTHUTEIbHBIE HEOOXOJUMBIC CBEICHHS OO0 aHTIHMICKOM sI3bIKe, €ro OoraTcTBe,
pecypcax, CTpyKType, popMax pealu3aly; MO3HAKOMUTb C OCHOBAMH CTHJIMCTHYECKOM
KyJbTYpBHl pE€Yd, C Pa3IMYHBIMH HOPMaMH JIUTEPATYypHOTO s3bIKa, €r0 BapUaHTAMU;
U3JI0’KUTh OCHOBBI OPAaTOPCKOTO UCKYCCTBA.

Pabora B pamkax kypca «V/HTepnpeTallmOHHBIH aHAIM3 TEKCTa» 3aKIO4yaeTcs B
(OpMHUPOBAHUU CIIOCOOHOCTU MHTEPIPETUPOBATH M, CIEIOBATENBHO, 00JIee Ka4eCTBEHHO
MIEPEBOJIUTh TEKCTHI, MPUHAAJIESKALINE PA3IUUYHBIM (DYHKIIMOHAIBHBIM CTHJISIM BO BCEM
MHOTOOOpa3HOM  SI3BIKOBOM,  HJEMHOM M XYyJOXECTBEHHOM  Oorarctee, B
COBEpPIICHCTBOBAHMM HABBIKOB IEPEBOJA, B Pa3BUTUM YMEHHs Iepefadyd TEKCTa B
pa3IMYHBIX MHTEPIPETALMOHHBIX BapHaHTax — Iepenada oOuieil uaeu, 3aMpiciia aBTopa,
JUHTBUCTUYECKUN aHaln3, B NpopadoTKe YriayOJeHHs MOHUMAHUS S3bIKa B LEJIOM U
KOHKPETHOT'O TEKCTa B YACTHOCTH.

Kaxnmas Tema mo xypcy CONCPKUT yKa3aHWE Ha Ielb TNpeaIaraéMbix
MPAaKTUYECKUX 3aJaHui, OOBSICHEHHE KIIOYEBBIX TEPMUHOB, HCIOJB3YEeMBIX B HHX,
3aIaHusl ISl CAMOCTOSITEIbBHONW M MHAMBUAYAIbHOW paOOThI, KOHTPOJBHBIE BOMPOCHL, a
TaKKe CIIMCOK OCHOBHOW U JIOTIOJTHUTEIIBHON JIUTEPATYPhl K MPAKTHUECCKUM 3aHSITHSIM.

PaGoTa B pamkax Kypca BeJeTcsl Ha OCHOBE TaKUX BEIYIIUX METOJIOB OOYUCHUS KaK
IBPUCTHYCCKUH (O] PYKOBOJCTBOM TIPENOJABATENSI CTYACHTH PACCYKIAIOT, PEHIaroT
BO3HUKAIOIIME BOIPOCHI, AHAIM3HPYIOT, OO0OOMIAIOT, JEJal0T BBIBOJABl M PEHIAIOT
MOCTaBJICHHYIO 3ajJ]adyy WHTEPHpPETAllMd TEKCTa W PACKPBITHS 3aMbIciia MPOU3BEICHU),
MOKa3aTeNbHBIN (M3JI0)KCHNUE MaTepraia ¢ BBEJICHHUEM OOpasloB U MPUMEPOB, IPUEMaMHU
MoKas3a), JUAJIOTUYECKHi (HM3/10)KeHne Marepuaia B (opme Oecelbl), MOHOJIOTHYECKUMA
(M3JI0’KEHUE TEOPETHUYECKOTO M MPAKTUYECKOTO Marepuaia B (OpMe MOHOJIOTa), METOJ
POOJIEMHOTO U3JI0KEHUS (TPETMOAaBaTeNIb CTABUT MPOOJIEMY U COBMECTHO CO CTYJICHTaMHU
JOKa3aTebHO JIOCTUTAOTCS TYTH €€ PeIICHHs), KCCICIOBATEeIbCKH (CTYIEHTHI
CaMOCTOSITEIIbHO aHAJTU3UPYIOT TEKCT, UCCICIYIOT Pa3JInYHbIC IPUEMbI PEATU3alUU UJICH,
CPaBHUBAIOT Pa3JIMYHbIC BAaPHAHTHI aHAN3a, (OPMHUPYIOT OCHOBHBIC HAINPABICHHS H
MpeJICTaBJICHHS B 00JIACTH JIMYHBIX HABBIKOB B 00J1aCTH MHTEPIIPETAIIUU TEKCTA).

CrunucTuyeckuil aHaJId3 TEKCTa MOMOraeT CTYJEHTaM IPEOJOJIETh IMIKOJISIPCKYHO
TEHJCHIMIO K 3ayYMBAHUIO JIUIIb FOTOBBIX MJUIFOCTPALMil M IPEBpAIIaeT NOBEPXHOCTHOE
3HaHUE B NMPO(HEeCCHOHATILHOE YMEHHE.

HpOBO,Z[H 3aHATHA 110 (I)OHeTI/IKO-(I)OHOJIOFI/I‘-ICCKOMY, JICKCUKOJIOTUYCCKOMY HJIN
rpaMMaTU4YCCKOMY aHaJIn3y TCEKCTOB, IMPCNOAAaBaTC/Ib Ha HayaJbHOM CTaguu 06y‘-IeHI/I}I
YKa3bIBACT CTYACHTAM ABJICHU, Tpe6y101une KOMMCHTapus. B manwpHeiiem MMPAKTUKYCTCA



aHaJIN3, IPHU KOTOPOM CTYACHT CAMOCTOSATCIIbHO HAaXOAUT B TCKCTC ABJICHUSA, KOTOPLIC OH
MOXET O6’b$ICHI/ITb, H YBA3BIBACT UX C 3aMbICJIOM aBTOpaA.

AynuTOpHBIE 3aHATHS 10 MHTEPHPETALMOHHOMY AaHAJIU3y TEKCTa, Kak U
CaMOCTOSTENIbHAsE pab0Ta CTYIEHTOB HaJ TEKCTaMH, MPEACTABISAIOT co00i OmHYy U3 GopM
y4eOHO-UCCIeI0BATEIbCKON  JIEATEIIPHOCTH, pPAa3BHBAIOIIEH Yy CTYJICHTAa TBOPYECKHUH
MOAXOJ K SI3bIKYy M TEKCTY, BbIpaOaThIBAaIOIIEH y HEro yMEHHE YBS3BIBATH TEOPHUIO C
MIPAKTUKOM.

YMeHue BIyMUuBO UYMTATh U MOHUMATh XYJO0’KECTBEHHYIO JIUTEPATypy B €IUHCTBE
coziepkaHus U (GOpMBI CIIOCOOCTBYIOT BCECTOPOHHEMY LIEIOCTHOMY Pa3BUTHIO JINYHOCTH,
CTaHOBJIEHUIO TyXOBHOI'O MHpa 4eJIOBEKA, CO3AAHUIO YCIOBHUM A1 (POPMUPOBAHUS Y HETO
BHYTPEHHEl MOTPeOHOCTH B HEMPEPHIBHOM COBEPILEHCTBOBAHUH, B pEaM3alliid CBOUX
TBOPYECKHUX BO3MOYKHOCTEH.

B cBsizu ¢ 3TUM HYXHO yAensATh OOJIbIIOE BHUMAaHHUE BbIPAOOTKE IIyOOKOTO
IMIOHUMAaHUA TCKCTAa W NPUBHUTUIO HABBIKOB €TI0 CaAMOCTOATCIBHOTO aHaIM3a. Ha IEpBOM
JTame OHO MPEJCTAaBISET cCOOOM OopraHM3aIuio Oeceqbl MO BOMpOcaM, HAMpPaBIEHHBIM Ha
anemeHTapHoe ToskoBanue Kontekcta (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?)

[Tozxe ananuTHyeckas Oecesia CTPOUTCS HA IBYX YPOBHSIX:

1. ypOBHE 3HaueHUs (YMCHHUS BBIICISATH B TEKCTE OCHOBHYIO MBICIb, JETalb,
WLTIOCTPUPYIOIIYI0 OCHOBHYIO MBICIh, (DAaKTBhI, OTHOCSIIHMECS K ONPEACICHHOM TeMeE,
0000111aTh M3J10’)KEHHBIE (DaKThl, YCTAHABINBATH CBSA3H MEXKITY COOBITHUSIMU)

2. ¥ YPOBHE CMbICIIa (YMEHHS BBIBECTH CYXJICHHE Ha OCHOBE (DaKTOB, CIEIATh
BBIBOJI, OILEHHUTHh H3JIOKEHHbIE (aKThl, IOHITH TMOATEKCT, WJICK TEKCTa, HaHUTH
CTHJIUCTUYECKHE CPEJCTBA BBIPA3UTEIBHOCTH U OIPEICIUTh HMX pOJIb, MECTO B
MIOBECTBOBAHHUN ).

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; ¢) 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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