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1. HEJIX OCBOEHUA TUCHUITINHBI

1.1]cocTOHUT B 03HAKOMJICHUH CTYACHTOB C OCHOBHBIMU INOHATHUAMU KypCa, B pa3BUTUU aHAJTUTUICCKUX U KOMMYHHUKAaTUBHBIX
HAaBBLIKOB BJIaJICHHU aHIIMHCKUM S3BIKOM Ha 0ase HUHTCPIPETAIUU XYJOXKECCTBECHHOI'O TCKCTA:

1.2]- Q)OpMHpOBaHI/Ie Y CTYACHTOB yCTOﬁ'{HBBIX HaBbIKOB YTCHHSA aHTJIOA3BIYHOI'O JINTEPATYPHOI'O TEKCTA € €0 MOCICAYIOIUM
JIMHI'BUCTUYCCKUM, CTUIIUCTUYCCKHUM U JIMTECPATYPOBCAUYCCKUM aHATIU30M;

1.3]- 3HAKOMCTBO CTYJIEHTOB C KJIFOU€BBIMH JIUTEPATYPHBIMU TEKCTaMH, HAIIMCAaHHBIMU Ha aHIJIMHCKOM SI3bIKE B €0 KJIACCUYECKOU
(dopme, a TaKKe C TpyAaMU HauOoJiee BBIIAIOIINXCS YUCHBIX 110 (PUIIOIOTUU M CMEKHBIM TUCIUTUINHAM;

1.4|- pa3BuTHE y CTYA€HTOB HaBLIKOB PaOOTHI CO CIOBApPSAMU M CIIPABOYHOI JIUTEPaTypOii;

1.5]- moAroToBKa K CaMOCTOSATENEHOMY (PHIOIOTHIECKOMY aHAU3Y JINTEPATYPHOTO MPOU3BEICHHSI, HATTMCAHHOTO HAa AaHTJTUHCKOM
SI3BIKE; OCBOCHHE MPUHIIUTIOB COMTOCTABUTEIBHOTO aHAJIM3a TEKCTa OPUTHUHAJIA M TIEPEBOJIa, CPABHUTEIBHOTO aHaJIHM3a MIePEBOJIOB
OJIHOTO TeKCTa; HOPMHUPOBaHHE CHOCOOHOCTH MPEAIaraTh COOCTBEHHBIC IEPEBOAYCCKHE PEIICHUSL.

2. TPEBOBAHUA K PE3YJIbTATAM OCBOEHUSA JNCITUIIJINHBI

OIIK-4.1:MgenTHUIMPYET JUHTBOKYJIbTYPHYIO clleli(pUKY BepOaabHOIl M HeBepOAIbHOI NesiTeTbHOCTH YYACTHUKOB
MEKKYJIbTYPHOT0 B3aUMOJeiiCTBHSI

OIIK-4.2:Peanu3yeTt co0CTBeHHbIE 11eJ1U B3aUMOAeiiCTBHUSA, YHUTHIBAsI IIEHHOCTH M MpeICTABJIeHNs], MPUCYIIHE KYJIbType
H3Y4aeMoro si3bIKa U c00/1101aeT COUUOKYIbTYPHBIE H dTHYECKHE HOPMbI NIOBeeHNs1, IPUHATHIE B MHOSI3bIYHOM COLIMYMe

OIIK-4.3:Mcnoib3yeT MoJe M THIMYHBIX COUAJIbHBIX CUTYAlMii M dTHKeTHbIe OPMYJIbl, IPUHATHIE B YCTHON M MMCLMeHHOM
MEKbA3BIKOBOH M MEKKYJIbTYPHOH KOMMYHHKALMHA

YK-5.1: AHanu3upyeT cOUMOKYJIbTYPHbIE PA3INYMs COUMAIBHBIX IPYII, ONUPASACH HA 3HAHME ITANIOB MCTOPUYECKOI0 PA3BUTHS
Poccun B KOHTEKCTE MHPOBOIf MCTOPUH, COIUOKYIbTYPHBIX TPAAULMIT MUPA, 0OCHOBHBIX QUIOCOPCKHUX, PETUTHO3HBIX U ITHYECKHUX
Y4eHHii

YK-5.2:KoHCTPYKTHBHO B3aUMO/IEICTBYET C JIDAbMHU € Y4€TOM HX COHHOKYJIbTYPHBIX 0COOEHHOCTEN B IEJISIX YCHENIHOT0
BbINOJHEHHsI TPO()ecCHOHATBHBIX 32/1a4 U COL[HATbHOI HHTErpaluu

YK-5.3:Co3naTeibHO BHIOMPAET IEHHOCTHBIE OPHEHTHPBI M IPAKAAHCKYI0 MO3UINI0; APTYMEHTUPOBAHHO 00CY KIaeT U peliaeT
npoodseMbl MHPOBO33PeHYECKOr0, 001eCTBEHHOI0 U THYHOCTHOI'0 XapaKTepa

B pe3syabTare 0cBOCHMs AMCHUIIMHBI 00YYAIOLIUIiCS J0/KeH:

3HaThb:

OCHOBHBIC (DOHETHUYECKHE, JIEKCHUECKUE, TPAMMATHUYECKHE CIIOBOOOPa30BaTEIbHBIC SBICHUS U 3aKOHOMEPHOCTU (DYHKIIMOHUPOBAHUS
M3y4aeMOro HHOCTPAaHHOTO A3bIKa B €ro GyHKIMOHAIBHBIX pasHOBUIHOCTIX (CK-2, CK-4), cTpaTeruu ycTHOro ¥ MUCHBMEHHOTO OOLICHUS HA
AHTJIMHACKOM SI3BIKE JUIS IOCTHKEHUS] KOMMYHHKATHUBHBIX LIeJIeH B KOHKPETHOM CUTYaI[MK OOIECHHS HA N3y4aeMOM MHOCTPAHHOM SI3bIKE
(CK-2).

YMeTh:

BBICTpanBaTh CTPATEIUI0 YCTHOI'O U MUCBMEHHOTI'O O6IHCHI/ISI Ha N3y4a€MOM HHOCTPAHHOM A3bIKE B COOTBETCTBHUU C q)yHKLII/IOHaJ'IbHO -
CTHITICTHYECKUMH 33a49aMi U 0COOCHHOCTIME H3ydaeMoro si3bika (CK-4), pemats 3a1aun MEXIHYHOCTHOTO U MEKKYIIBTYPHOTO
B3anmoeiicteus (CK-2).

Baapners:

JIMHTBUCTUYECKHUX 3HAHMH, BKIIOYAIOINX B ce0s1 3HAHHE OCHOBHBIX (DOHETHUECKHX, JIEKCHIECKHIX, TPAMMAaTHUECKHUX CIIOBOOOPA30BaTEIBHBIX
SIBJICHUI 1 3aKOHOMEPHOCTEH (DYHKIIMOHUPOBaHHS H3y4aeMOI0 HHOCTPAHHOTO SI3bIKA B €ro QyHKIIMOHANBHBIX pasHoBHIHOCTIX (CK-4),
CTpaTeruel YCTHOTO U MTUCbMEHHOTO OOIICHHUS Ha H3y4aeMOM HHOCTPAHHOM SI3bIKE B COOTBETCTBUH KOHKPETHOM cutyarueid oomenus (CK-
2).

3. CTPYKTYPA U COAEP)KAHUE JUCIHHUIIJIMHBI

Kon HaumeHnoBaHue pa3iesioB U TeM /BU/I 3aHATHUsI/ Cemectp / | HacoB | Komneren- | Jluteparypa
| 3aHATHA Kvne 10705

Pazpean 1. Unit 1.«OcHOBHBIC NOHATHS HHTEPIPETAIIMOHHOIO
aHAIN32»

1.1 Tema 1. «OCHOBHBIE OHSTUS UHTEPIPETALHOHHOIO aHAIIM3a» 3 6 J1.1J11.2J11.3
Tema 1.1. « [Ipenmer, conepkanue u 3a1a4l HHTEPIIPETALNN TEKCTay. JI1.4 JI1.5 JI1.6
Tema 1.2. « OCHOBHbIE HaIIPaBJICHUS! UHTEPIPETALMOHHOTO aHAIH3aY. JI1.7 J11.8 JI1.9
Tema 1.3. «OCHOBHBIE NOHATUSL UHTEPIPETALUOHHOTO aHAIN3A. JI1.10J12.1
CoBpeMeHHBIC TIOAXOIbI K aHAIN3Y TeKCTay. /JIek/ J22J12.3712.4

JI12.5 J12.6 J12.7
J12.8




1.2 Tema 1. .«OCHOBHBIE TOHITHS WHTEPIIPETALMOHHOTO aHATN3a. 10 JIL.1J11.2 J11.3
Tema 1.1. «OcHOBHBIE TOHATHS WHTEPIPETANNOHHOTO aAHAJIH3A. JI1.4 JI1.5 JI1.6
CoBpeMeHHbIE OAXO0/Ibl K aHAIHU3Y TEKCTay. JI1.7 J11.8 J11.9
Tema 1.2. «OcHOBHbBIE HANIPABJIEHUS] MHTEPIIPETALIOHHOTO aHAJIU3ay. JI1.10J12.1
Mp/ J2.2J12.3 124

JI2.5 J12.6 J12.7
J12.8

1.3 Tema 1. Cemantuka nexonupoBanusi. Pons mHTEpIpETaTOpa. 4 J1.1J11.2 J11.3
Tema 1.1. «McTopuueckuii ¥ COIUATBHBIN KOHTEKCT MPOU3BEACHHUS. JI1.4 J11.5 JI1.6
TeMarnuueckoe u uAeitHOE COAEep)KaHUE TEKCTA. JI1.7 J11.8 JI1.9
Tema 1.2. KommonenTs! 3Hauenust. [IpeaqmMeTHO-TOTHYIeCKid, JI1.10J12.1
SMOLIMOHAJIBHO-3KCIIPECCUBHBIIN U OLICHOYHBII KOMIIOHEHTHI 3HAUEHUS J2.2J12.3J12.4
cioBay. /Cp/ J2.5J12.6 12.7

J12.8
Paznea 2. Unit 2. « JINHrBUCTHYECKHe CIOCOOBI MepeiaYu U
PACKPBITHS 3aMbICJIa aBTOPA»

2.1 Tema 2.«JIuHrBUCTHUECKHE CLIOCOOBI IEPEJAYU U PACKPBITUS 3aMbICIIa 6 J1.1J11.2J11.3
aBTOPa». JI1.4 JI1.5 JI1.6
Tema 2.1 «KoMIiekc JUHMBUCTUYECKUX M HKCTPAIIMHTBUCTUYECKUX JI1.7J11.8 J11.9
CPeICTB IMepeaayy U pacKphITUS 3aMbIciia aBTOpa (B XapaKTepUCTHKE JI1.10J12.1
MEPCOHAXKa, CO3JaHMK aTMOC(]EphI TEKCTa)». J12.2J12.3 J12.4
Tema 2.2 « Cucrema 006pa3oB Kak BHIpRKEHHUE €ANHCTBA HOPMBI U JI2.5 J12.6 J12.7
COZIepPIKaHUsD). J12.8
Tema 2.3 «Pounb (kocBeHHOM) netanu/ neranei. [IoHsTHE U CTOCOOBI
TEKCTOBOM Kore3uu. /JIex/

2.2 Tema 2.«JIMHTBUCTHYECKHE CIIOCOOBI Iepejadr U PACKPBITHS 3aMbICia 12 JI1.1J11.2 J11.3
aBTOpay. JI1.4 JI1.5 JI1.6
Tema 2.1. «CocTaBneHue “web-map” KI0YeBbIX (ppa3 Npou3BeeHUS. JI1.7 JI1.8 JI1.9
Ponp nexcnko-ceMaHTHYECKOrO IOBTOPA. JI1.10J12.1
Tema 2.2. «CpeznctBa co3qaHus S36IKOBOM BBIPA3UTEIBHOCTH TEKCTAY. J12.2J12.3 J12.4
Tema 2.3. « KonBepreH1ys JIMHIBUCTUYECKUX CPEJCTB CO31aHUSL J12.5 J12.6 J12.7
obpazax. /TIp/ J12.8

23 Tema 2.«JIMHIBHCTHYECKUE CIIOCOOBI TIEpeIaur M PACKPBITHS 3aMbICIIa 16 JIL.1J11.2 J11.3
aBTOpay JI1.4 JI1.5 JI1.6
Tema 2.1. AcconMaTHBHBIIH XapakTep CBA3U MEKAY CUMBOJIOM U JI1.7 JI1.8 JI1.9
nousaTHeM. JluddepeHnnanms cioBapHOro cOCTaBa COBPEMEHHOTO JIT.10J12.1
AHTJIMHACKOTO SI3bIKA. J22J12.3712.4
Tema 2.2. Ananu3 poHorpagUIecKUX CTUIMCTUIECKUX CPECTB. JI2.5 JI2.6 J12.7
Tema 2.3. AHanu3 JTeKCHUECKUX CTUIMCTUYECKUX PECYPCOB. JI2.8
Tema 2.4. AHanu3 CUHTaKCUYECKUX CTUIMCTUYECKUX CPENl
/Cp/

Pazpean 3. Unit 3.«TekeT kak 00beKT JIMHIBOCTUIMCTHYECKOTO
aHaIN3a»

3.1 Tema 3. «Tekct kak 00BEKT JIMHIBOCTHIIMCTHYECKOTO aHAIIN3a. 8 JI1.1J11.2 J11.3
Tema 3.1. « ITonsiTHe U CLIOCOOBI TEKCTOBOM KOTE3UH. JI1.4 JI1.5 J11.6
OCo0EHHOCTH KOMIO3UIIMOHHOTO MMOCTPOCHHUS H PACKPBITHE 3aMBbICIIA. JI1.7 J11.8 JI1.9
Tema 3.2. «Croxet u npodieMaTHka. JI1.10J12.1
Brinenenne 10ru4ecKnX COCTaBHBIX YaCTEH TEKCTaY. JI2.2J12.3 J12.4
Tema 3.3. « Posip auanora u moarekcra B KOMIUIEKCHOM aHAJIN3E. JI2.5 J12.6 J12.7
Tema 3.4. «kKoHTpacT U KOH(IHKT Kak cIoco0 pacKphITHS 3aMBICIIA. J12.8

BapuanTsl HHTEpIIpeTauy TekcTay. /JIex/




3.2 Tema 3. «KoMmIIeKCHBII aHAMH3- HHTEPIIPETANNS XYI0KECTBEHHOTO 3 12 JIT.1 JI1.2 JI1.3
TEKCTa. JI1.4 J11.5 JI1.6
Tema 3.1. «AHaIIN3 TEKCTOBOM KOTe€3UH, OCOOCHHOCTEH JI1.7 J11.8 JI1.9
KOMITO3UI[IOHHOT'O IOCTPOECHHUS U PACKPBITUS 3aMBICIIa. JIT.10J12.1
Tema 3.2. «HTepnpeTanus cloxeTa ¥ MpoOJIeMaTHKH. J22J12.3J12.4
Berlienenue J0ru4eckux COCTaBHBIX YaCTeH TEKCTay. JI2.5 J12.6 J12.7
Tema 3.3. «uTeprperanns Auagora v MOATEKCTa B KOMIIEKCHOM JI2.8
aHanmse».
Tema 3.4. BapuaHTbl KOMIJICKCHOHM HHTEpIIpeTaIiiu TekcTay. /TIp/
33 Tema 3. «KomriekcHBIM aHaNH3 - HHTEPIPETAIUS Xy T0KECTBEHHOTO 3 24 JIT.1JI1.2 JI1.3
TEKCTa» JI1.4 JI1.5 J11.6
Tema 3.1. O0pa3 aBTOpa. AHAJIN3 COLMATIBHO-ITHYECKOH MMO3ULINN JI.7 J11.8 J11.9
aBTopa. JIT.10J12.1
Tema 3.2. ABTopckue Heosloru3Msl. HanpasieHue akieHTyaluy B J12.2J12.3 J12.4
CpaBHEHHAX. ABTOpcKas MeTadopa. JI2.5 J12.6 J12.7
Tema 3.3. Ponb geranu. JI2.8
Tema 3.4. CiocoObl XapaKTepUCTUKHA OCHOBHBIX ITEPCOHAKEH.
Tema 3.5. KoMIieKcHBIH THHTBOCTHINCTHYECKHH aHanu3 Tekcra. /Cp/
3.4 Hroroseie paboThI: 3 10 JIT.1JI1.2 J11.3
1. Pedepar. JI1.4 J11.5 J11.6
2. AHanmu3 v UHTEpIpeTaIys XyJA0KecTBeHHOro Tekcra. /Cp/ JI.7 J11.8 J11.9
JI1.10J12.1
227123124
J12.5 J12.6 J12.7
J12.8
3.5 3auér. /3auét/ 3 0 JI.1J11.2 J11.3
JI1.4 J11.5 J11.6
JI1.7 J11.8 J11.9
JI1.10J12.1
J12.2712.3712.4
J12.5 J12.6 J12.7
J2.8

4. ®OHJI OHEHOYHBIX CPEJCTB

CrpyKTypa U conepkanue (HOoHIa OLIEHOYHBIX CPENCTB ISl IPOBEACHHUS TEKYIIeH U IPOMEXYTOUHOM aTTeCTAINH MPEICTABICHBI B
IMpunoxenuu 1 x padoueil mporpaMMe JUCHUIUINHEIL.

5. YYEBHO-METOAUYECKOE 1 HTHOOPMAIIMOHHOE OBECIIEYEHHUE JTUCHUITJIMHBI

5.1. OcHoBHas IUTEpaTYypa

ABTOpBI, COCTaBUTEIH 3arnaBue WznarensctBo, rox Konnu-Bo
JI1.1 |KpsuioBa, Onbra JIMHrBUCTHYECKAS CTUIIMCTHKA: yuel. mocobue st (M.: Beicnr. k., 2006 15
AnekceeBHa CTYJICHTOB BBICII. yue0. 3aBe/IeHHH, 00y4aromuxcs
1o ¢uiosor. crei. B 2 kH.
JI1.2  |KpsutoBa, Onbra JIuareucTHYecKas CTUITUCTHKA: yueb. mocobue amst | M.: Beicun. mk., 2006 15
AJnekceeBHa CTYAEHTOB BBICII. yueO. 3aBeICHUI, 00yJaromuxcs
10 (DUIIOJIOT. CIIEHATBHOCTSM: B 2 KH.
JI1.3 |babenko JL.I'., Kazapun |JIuHrBucTHYECKHil aHAIM3 XyI0KECTBEHHOro TekcTa: |M.: ®dnunra: Hayka, 2005 15

10.B.

TCOpHA U MIPAKTHUKA: yqe6., NPaKTUKYM: I
CTYA€HTOB BBICIII. yqe6. 3aB€Z[eHHfI, OIOYYaroumuxcst

o crnenuanbaocTu "dutonorus”




ABTOpLI, COCTaBUTCIIN

3arnaBue

W3narenscTBO, TOI

Komnnu-so

J11.4

Bbpangec M. I1.

Crunmuctuka TekcTa: TeopeTndeckuii Kype: yaeOHUK

Mocxksa: I[Iporpecc-
Tpanuuus, 2004

http://biblioclub.ru/index.
php?
page=book&id=45095
HEOrpaHWYEHHBIN JOCTYII
JUISL 3apETUCTPUPOBAHHBIX
1oJb30BaTeNnen

JI1.5

Kyxapenko B. A.

TIpakTHKyM 10 CTHIIUCTHKE aHTJIMHACKOTO SI3BIKA:
yuebHOe rocodue

Mocksa: ®JIMHTA, 2016

http://biblioclub.ru/index.
php?
page=book&id=83381
HEOTrpaHWYEHHBIN JOCTYII
JUTS 3apPETUCTPUPOBAHHBIX
TOIh30BaTENCH

JI1.6

Bamxarosa 0. A.,
Jlymmnukosa I'. .

HUcropus auteparypsl Benukobpuranuu n CILIA
XIX-XXI BB.: HHTEpIIpPETALXs TEKCTA: yuyeOHOe
nocooue

Kemeposo: Kemeposckuit
roCyJapCTBEHHBII
yHuBepcureT, 2014

http://biblioclub.ru/index.
php?
page=book&id=278310
HEOrpaHWYEHHBIH T0CTYI
JUISL 3apETUCTPHPOBAHHBIX

N0JIb30BaTeNeH
JI1.7 |Bonruna E. A. CrunucTuyeckuit aHanus Tekcra: yueoHoe nocoone |Pocrop-nHa-lony: FOxuseiid | http://biblioclub.ru/index.
(enepanbHbIi YHUBEPCUTET, php?
2015 page=book&id=462051
HEOrPaHUYCHHbIH TOCTYII
JUTSL 3apETUCTPHPOBAHHBIX
noJb30BaTeNnei
JI1.8 |Benoszeposa H. H., Approaches to text analysis: yue6HOE TOCOOHE TroMeHsb: TromeHCKUI http://biblioclub.ru/index.

ITonomapesa E. 1O.

roCy/1apCTBEHHBII
yHuBepcuret, 2012

php?
page=book&id=571890
HEOrPaHUYCHHbIH TOCTYII
JUISE 3apETUCTPHUPOBAHHBIX

TOIh30BaTENCH
JI1.9 |CrypoBaE. A. AHATUTHYECKOE YTCHHUE IIIar 3a [1aroM: yueOHoe Jlunenk: JInmenkuii http://biblioclub.ru/index.
noco0ue MO0 aHTTTUHCKOMY SI3BIKY IJISl CTYJICHTOB rOCyJIapCTBEHHBII php?
CTapIINX KypCcoB: yueOHOe mocodue e IarOrMIeCKUit page=book&id=576894
ynusepcuteT umenu ILIT. HEOIPaHMYEHHBII 10CTYII
CemenoBa-Tau-Illanckoro, |41 3apErUCTPUPOBAHHBIX
2018 T0JIb30BaTeNei
JI1.10 |Uluposa U. A., MHOTroMepHOCTh TeKCTa: TOHUMaHUE U Cankr-IlerepOypr: http://biblioclub.ru/index.

I'onuaposa E. A.

HHTEpHIpeTanyus: yaeoHoe mocobue

Poccutickuit
roCy1apCTBEHHBIN
Mearoru4ecKui
yHUBepcuTeT uM. A.U.

php?
page=book&id=577907
HEOTpaHWYEHHBIN JOCTYII
JUTSL 3apETUCTPUPOBAHHBIX

FepueHa (PFHY), 2018 I1OJIb30BaTECJICH
5.2. Jlono/IHUTe/ILHASI JIUTEPATYpa
ABTOpBI, COCTaBUTEIHN 3arnaBue W3narenscTBO, TOI Konnu-Bo
J2.1 |babenko JL.T., JIMHTBHCTHYECKHI aHATU3 XYN0XKECTBEHHOr0 TekcTa: |Exarepunbypr: M3a-o 5
Bacunnes U.E. Y4e0. A7 CTYACHTOB BBICII. yueb. 3aBeICHUH, VYpau. yu-ta, 2000
oOyyaronmxcs no cren. "®unonorus”
JI2.2 |Babenxo, Jlrommuia DUI0NIOrNYeCcKUl aHaaU3 TEKCTa: OCHOBBI TECOPHH, ExarepunOypr: 1U3a-Bo 4
I'puropnseBHa TIPHHIMIIBL M CHEKTHI aHAIM3a: y4e0. /1Sl CTYIeHTOB | Ypai. yH-Ta,
¢uoIn. cnern. By30B
JI2.3 |UBanoma 1. M. JlurepaTypHbIii aHAIN3 TeKcTa (st CTYACHTOB Enen: Enenxuii http://biblioclub.ru/index.

Hes13bIKOBBIX BY30B): yuebHoe nocobue

TOCYAapCTBEHHBII
yHuBepcureT uM. 1. A.
Bynwnna, 2010

php?
page=book&id=272129
HEOTpaHWYEHHBIIH JOCTYI
IUTS 3aPETUCTPHUPOBAHHBIX
TOJIE30BaTeIIeH




ABTOpI)I, COCTaBUTCIIN 3ariraBue I/I3H3TGHBCTBO, rog Komma-Bo

J12.4 XpecTomatus 1o Kypcy «AHanurudeckoe urenue»: |Cankrt-IletepOypr: http://biblioclub.ru/index.
METOMYECKUE PEKOMEHIALUH [Tl CTYIEHTOB 3-T0 U [IHCTUTYT CrienMa bHOM php?
4-r0 KypCcOB IO HalpPaBJIEHUIO TOJITOTOBKU MEarorvKy U ncuxonoruy, | page=book&id=438757
6akanaBpuara 050100 «ITemarornueckoe 2014 HEOrpaHWYEHHbIH JoCTyn
o6pazoBaHue», mpoduib MOAroToBKH «MHOCTpaHHbIH JUTSL 3apETUCTPHPOBAHHBIX
SI3BIK»: METOUYECKOe Iocodue noJsb30BaTeneit

JI2.5 |®Pensuuna JI. U. WuTteprperanus TekcTa: JJIEKTPOHHOE YIeOHO- KemepoBo: KemepoBckuii http://biblioclub.ru/index.
METOIUYECKOE MMOCOOME: METOANIECCKOE TTOCOOHe roCyIapCTBEHHBIN php?

yHuBepcuteT, 2017 page=book&id=481507

HEOTPAaHWYEHHBIN JOCTYI
JUISL 3apETUCTPUPOBAHHBIX

T10JIb30BaTeNei
J12.6 |T'ypoukuna A.T., SI3BIK M TEKCT B aHTPONOMEPHOI Hayke: MoHorpadus [Cankr-ITerepOypr: http://biblioclub.ru/index.
Boponnosa T. U., Poccuiickuii php?
I{uposa U. A, FOCYHapCTBeHHLIﬁ page=book&1d=577933
Aukacos A. B., NeIarornyeckuii HEOrpaHWYEHHBIH JOCTyI
T'onwapoBa E. A., yruBepenter um. A.H. JUISL 3apErUCTPUPOBAHHBIX
I{uposa U. A. Tepuena (PITIY), 2018 0JIb30BaTeNel
JI2.7 |WBanoBa-JIykesinoBa I'. | Xyq0)Ke€CTBEHHBIH TEKCT: YCIBIIATh U OHSATh: Mocksa: ®JIMHTA, 2018 http://biblioclub.ru/index.
H. yaeOHOe 1TocoOue TS CTYJEHTOB (DHIIONIOTHIECKIX php?
CHeUaNbHOCTeH: yaeOHoe mocodue page=book&id=607326

HEOrpaHWYEeHHbIH JoCcTyn
JUIs 3aPErUCTPHUPOBAHHBIX

M0JIb30BaTENEN
JI2.8 |BonneipeBa, M. M., CrunmicTraeckuii ananus XynoxecTBeHHoro Tekcra:  |M.: [Ipocsemenue, 1988 16
Bonnuna, U. A. ydeOHOe mocobue [Uisi CTYACHTOB IE. 110 CIIell.
WH.SI3.

5.3 IIpodeccronaibHbIe 0a3bl JAHHBIX H HHPOPMAILMOHHBIE CIIPABOYHbIE CHCTEMbI

Hayunas snexrponnas 6ubauorexa (HOB)http://www.elibrary.ru/

KubepJlenunnka http://cyberleninka.ru/

basa HayuHbIx crareii u3natenbctBa «I pamoTa» (http://www.gramota.net/materials.html)

5.4. llepeyeHb NpOrpaMMHOro o0ecreYyeHust

Microsoft Office

5.5. y‘leﬁHO-MeTOHl/I‘leCKI/Ie MaTepHuaJjbl Ui CTYI€HTOB ¢ OrpPaHUY€HHBIMH BO3MOKHOCTAMH 310POBbS

[Ipu HE0O0XOAMMOCTH TO 3asBICHUI0 OOYHYAIOUIEroCs C OTPaHUYEHHBIMH BO3MOKHOCTSIMH 3/0POBbsl y4EOHO-METOJMYECKHE MaTepUalbl
MIPEIOCTABISIIOTCS B (hOpMax, aAalTUPOBAHHBIX K OTPAaHUYEHHSM 3I0POBbsI U BOCTIPUATHS HHGOpManuu. s Ul ¢ HapyLIIeHUsIMU 3pSHUsS: B
dhopme aynuodaiina; B neyaTHOH popme yBeIMYeHHBIM mpUpTOM. J[JIs MLl ¢ HAPYILICHHUSIMU CIyXa: B ()OpME DJIEKTPOHHOTO JOKYMEHTA; B
neyatHOH (opme. 17 M| ¢ HapyIIEHUSIMU OTIOPHO-IBUTaTeILHOTO armapara: B (popMe JIEKTPOHHOTO JOKYMEHTa; B IeuaTHoH (opme.

6. MATEPUAJIBHO-TEXHUYECKOE OBECIIEYEHHME JUCIHUIIINHBI (MOAYJIA)

IMomentenus ayst NpOBEAEHHS BCEX BUIOB padoT, MPeayCMOTPEHHBIX YUEOHbBIM ITIAHOM, YKOMIIIEKTOBAHBI HEOOXO0TUMOTH
CHELHAIN3UPOBAHHON y4eOHON MeOebIo M TEXHUIECKUMH CPeACTBaMH 00ydeHHs. J[1s mpoBeeHns JeKIMOHHBIX 3aHATUI HCTIONb3YeTCs
JIEMOHCTPaLMOHHOE 000pYyJOBaHUE.

7. METOAUYECKHE YKA3AHUSA JJISA OBYYAIOIIIUXCA 11O OCBOEHUIO JUCHUTIJIMHBI (MOY JIS)

Meroandeckue yKazaHHs 110 OCBOSHHIO IUCHUILIMHBI IpecTaBlieHbl B [Iprnoskennu 2 k pabodeil mporpaMme AUCIUTUIHHBL

IIpuiaoxenne 1

®OH/JI OHEHOYHBIX CPEJICTB

1 Onucanue nokasareJieil U KpUTepPHeB OLEHUBAHNS KOMIIETCHIIMI HA PA3JIMYHBIX 3TANAaX UX
(popMupoBaHus, onMcaHue MIKAJ OLleHUBAHUSA



1.1 [lokazaTenu ¥ KpUTEPUU OIIECHUBAHUSI KOMIIETEHIU:

8YH, cocTaBisronue
KOMIIETECHITUIO

IloxazaTenu oneHUBaHUS

Kputepuu onenuBanus

CpencTsa olicHUBaHUS
P — pedepar
C — coOecenoBaHue
3 — BOIIPOCHI K 3a4ETY
I10O3 — mpakTuKo-
OpPUEHTUPOBAHHBIC
3aJaHUS
T —tect
I1 — npe3enTanuu

(-5: CnnocoOeHn Bocnpu

HUMATh MEKKYJIbTYpPHOE pa
TOPUYECKOM, ITHYECKOM U pui10c0PCcKOM KOHTEKCTAX

3HO000pa3ue 001ecTBa B COIUAIbHO-

AHUSA:
HOBHBIC
HETHYECKHE,
KCHYECKUE,
\MMaTUYECKUE
DBOOOpA30BaTEIIbHBIE
1CHUS u
(OHOMEPHOCTHU
HKIIMOHUPOBAHUS
/9aEMOT0
OCTPaHHOTO SI3bIKa B
(GYHKITMOHATBHBIX
SHOBUTHOCTSIX,
DATETUU YCTHOTO U
CbMEHHOTO OOIIeHUS
AHTJIMHACKOM SI3BIKE B
[AHHOM
{TUCTHYECKOM
HKIIMOHAJIBHOM
CHCTPE

N3zy4aer, umier u codbupaer
HEOOXOMMYIO
uHDOpMAITHIO

JUTSL PEIIICHUS 33124
MEKITMYHOCTHOTO U
MEKKYJIBTYPHOTO
B3aUMO/ICHCTBHS

[Tonnoe, pa3zBepHyTOE,
IrpaMOTHOE U
JIOTUYECKOE U3JI0KEHUE
BOIIPOCA; MPABUILHOCTh
BBIITOJIHEHHS TECTOBOTO
3aJlaHus

I10O3 — mpakTuKo-
OPUEHTUPOBAHHBIE
3aganus — I, 11, IV

P — pedepar (Temsr 1-25)
3 — BOIIPOCHI K 3a4€Ty
(Bompocsl 1-23)

JeHUA.
CTpauBaTh

DATETHI0 YCTHOTO U
CLMEHHOI'O OOIIEHHUS
H3y4aeMOM
OCTPAaHHOM SI3bIKE B
DTBETCTBUU C
HKI[HOHAILHO-
TIUCTHYECKUMH
[ayaMu H
DOEHHOCTSIMU
/' 9aeMOro
T1aTh

SI3BIKA,
3aJ1a9u
PKITMIHOCTHOTO Hu
PKKYJIBTYPHOTO
IMUMOJIEVICTBHA.

Pemaert IMPaKTHUKO-
OPUCHTHPOBAHHBIC 3aaHUA

IlonHoTa 1
MPaBUWIBHOCTh PEUICHNS,
HaJINYHE BBIBOIBI

P — pedepar (Temsr 1-25)
IT — npezenTanuu (1-18)

6bIKU.

CTPanNBATb

Pemaer 3aJa4un
MEXKJINYHOCTHOTO Hu

MEXKKYJIBTYPHOTO

Hanuuue nposeneHHOrO
aHaJIM3a U TpaMOTHas
UHTEpIpeTaLns

P — pedepar (tembr1-25)
IT — mpe3enTaruu(1-18)




DATETHI0 YCTHOTO U
CLMEHHOI'O OOIIEHHUS
HU3y4yaeMoOM
OCTPAaHHOM SI3bIKE B
DTBETCTBUU c
HKIIMOHAJIBHO-
TINCTUYECKUMU
[ayaMu "
DOEHHOCTSIMU
/' 7aeMOro
IMEHSTE

SI3bIKA,

1INCTHYECKH
AMOTHO
CTpOCHHBIE
HCTPYKIIMH
CTPOSHUS
HDCTBEHHBIX

B XOIE

CKa3LIBaHUM

B3aHMOJICHCTBHUS,
(dhopMynupyeT BbIBOJIbI Ha
OCHOBE aHaJIn3a
(yHKIIMOHATIBHO-
CTHJINCTUYECKUX,
CUTYaIlMOHHBIX
JIMHTBOCOLIMOKYJIBTYPHBIX
0COOCHHOCTEMH
M3y4aeMoro si3bIKa c
PUMEHEHUEM
po¢eCCHOHATBHBIX
3HAaHUW U YMEHUHI

MOJIyYEHHBIX
pe3yNbTaToB

T-1,2
3 — BOIPOCHI K 3a4eTy
(Bompocs! 1-23)

OIIK-4: Cnioco0eH oCcylecTBIATH MEKbA3BIKOBOE

U MEXKKYJbTYPHOE B3aUMO/IeliCTBHE B YCTHOM U

BBITIOJIHEHHUA TECTOBBIX

NMCbMEHHOI (hopMax Kak B 001Iel, Tak ¥ npodeccuoHANbHOM cepax o01eHHs
AHUSA: Nzyuaet undopmanuio o [Tonnoe, pa3zsepuyroe, | C —cobecenoBanue
SHOYPOBHEBBIE U Pa3IMYHBIX JUCKypCax IPaMOTHOE U (Bompocs! 1-30)
BHOPETHCTPOBBIE SI3bIKA, O CTUJIMCTUYECKON | jormueckoe uznoxenue | [1-1-18
IKOBBIE CPEJICTBA Ipajlaliiy CIoBaps BOIIpOCa; NpaBuiIbHOCTh | P-1-25

BHOOOpa3HbIC
LIKOBBIC CPEICTBA C
[IbIO BBIACIICHUSA

BBIOPAHHOM CUTYaINH
oO1eHus.

BBITIOJTHEHMS 3aJJaHUH,
HaJINYHE BLIBOJOB.

3aJIaHAN
leHUAL: Pemaer nmpaktuxo- Jlexcuxko- 103 — npakTuko-
pa’kaTh MBICITH Ha OpPUCHTUPOBAHHBIC 3aJIaHUs | FpaMMaTHYecKast OPUCHTUPOBAHHBIC
FIIMHACKOM SI3BIKE, C Y4eTOM 0COOEHHOCTEH MOJTHOTa OTBETOB U 3aaHus
PKBATHO MCTIOJNB3YS oTOOpa JIEKCUKHA COO0pa3HO | MPaBHIBHOCTH (II-1V)

] KC

c000pa3HO CUTYyaIuu
OOIIIeHN JUTA JOCTUKEHMS
KOMMYHHKATHBHBIX T[CJICH.

BBIINNOJIHCHUA SaﬂaHHﬁ.

1CBAaHTHOU

(hopmarmu.

8bIKU. Bnageer HaBbIKamMu ITomnoe, paszeepuyroe, | IIO3 — mpakTuko-
MMYHHKaTUBHO- KOPPEKTHOTO IPaMOTHOE U OPHUEHTUPOBAHHBIE
DPEKTHOE BBIPAKEHUE | HCIIOJIb30BAHUSA JIEKCUKU JIOTUYECKOE U3JI0KEHUE | 3a7aHUs

[CJTU HA AHTJIMHCKOM pa3IMYHBIX PErUCTPOB Bonpoca; npaBuiabHOCTh | (II-IV)

P — pedepar (Tembi1-25)
I1 — npe3enTanuu(1-18)
T —Tect (1-2)

3 — BOIPOCHI K 3a4ETy
(Bompockl 1-23)

2 TunoBbie KOHTPOJIbHBIC 3aJaHUSI HJIH HHbIE MAaTEPHAJIbI, HE00X0AMMbIe ISl OLCHKH 3HAHMI, YMEHHUH,
HABBIKOB M (MJIM) ONBITA AEATEIbHOCTH, XaPAKTEPHU3YIOIIHUX 3Talbl ()OPMUPOBAHUS KOMIIETEHLUHUH B

npoiecce 0CBOEHHs 00pa30BaTeIbHON NPOrpaMMbl
KoHTpoJibHbIe BONpoCHkI A5 POBe/leHus TEKYyIero KOHTPoJis (codeceoBaHme).

Questions




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 ofrepetition 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?
19. What 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?
25.  What is the key of the simile?
26. What is a trite simile? Give examples.
27.  What 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.
Kpurepun oueHuBanus:
[Tpu TexymeM KoHTpolie (cobeceOBaHMM Ha MPAKTUYECKUX 3aHATHSAX) 32 OTBET HA BOMPOC CTYIEHT MOXKET
MOJYYUTh MaKCUMaJIbHO 2 Oasia.
2 Gania BBICTABIISICTCS CTYJEHTY, €CJIA U3JI0KEHHBIN MaTeprall (PaKTUYECKU BEPEH, IEMOHCTPUPYETCS HATTHIHE
rITyOOKHMX HMCUEpPIBIBAOIINX 3HAHWUN B OOJIACTH HM3y4aeMOTro BOIPOCA, TPaMOTHOE, CBOOOJHOE W JIOTUYECKU
CTPOMHOE U3JIOKEHUE MaTepHUalla
1 Gamta BBICTAaBIISIETCSI CTYJCHTY, €CIIM OTMEUYaeTCs HAJIMYHME JOCTaTOYHO TIOJHBIX 3HAHHWWA B paMKaX TEMBI;
JIOTTYCKAIOTCS OT/ICTbHBIC JIOTHYECKHUE U CTHITUCTHYECKHUE MTOTPEIIIHOCTH C OTJEIBHBIMU OITHOKaAMHU
Bomnpocs! k 3auerty.

1. ITonaTne naTEepnperanuu Tekcta. CBsI3b HHTEPIPETALIMU TEKCTA C APYTUMH TUCIMUILUIMHAMH.

2. TekeT Kak 0ObEKT JTMHTBUCTUKH.

JluteparypHbie u HemuTEpaTypHbIE TEKCThI. POPMBI Xy10)KECTBEHHOM JINTEPATYPHI.

3. CTuiib Xy10KECTBEHHOM JTUTEepaTypbl. TUIBI TEKCTa (IOBECTBOBAHUE, OMMCAHNUE, PACCYKIECHUE,
nuasor). CTuneBble perucTpbl JeKcuku. OOpa3HbIN S3BIK XYI0KECTBEHHOUM JTUTEPATYPHI. TPOTIHL.
@urypsl peuu.

4. CpexncrBa co3aaHMs CBA3HOCTH TeKCTa. KOMIIOHEHTHBIE OTHOLLIEHNS, OPraHUYECKHE OTHOILICHMUS,
CTPYKTYpHas CBSI3HOCTb.

5. CroxeT u cTpykTypa croxeta. CroxkeT. Bunbl koH(auKTOB. HanpsmkeHHOCTh TEKCTa U CITOCOOBI €€
co3nanusl. TUnbl KOHIIOBOK U UX POJIb.



6. CTpyKTypHBI€ 3JI€MEHThI KOMIIO3UIMU: SKCIIO3UIIMS, 3aBsI3Ka, KYJIbMUHALIMS, pa3BsizKa. THUIIbI

CTPYKTYpPHOI OpraHuzanuu TeKcTa (IIpocToe MOBECTBOBAHHE, YCI0KHEHHOE TOBECTBOBaHHE,

KOJIbLIEBasi KOMIIO3ULIKS, PacCKa3 B paccKase).

7. Ilepconaxku. IIpsiMble 1 KOCBEHHbIE XapaKTEPUCTUKHU NIepcoHaxel. Tumbl mepcoHaxei: "miockue"

u "oO0beMHbIe", TMHAMUYHBIC U cTaTU4HbIe. [[oHATHS "MpoTaroHuCT" U "aHTarOHUCT" KaK KITIOYCBBIC

IIPU aHAJIKM3€ CUCTEMbI MIEPCOHAXKEHN U UX POJIU B KOH(IUKTE.

8. «Touka 3peHus». Tunel n3noxenus. [lonarus "aBrop" n "pacckazuuk" B CTpykType TekcTa. Touku

3peHUs U BHIOOP THUIIA XapaKTEPUCTUKU MEPCOHAXKEH.

9. [IpocTpaHCTBEHHO-BpEMEHHAs OpraHU3alUs TeKCTa. XPOHOTOII U €ro POJib B aHAIIM3€ TEKCTa.

@OyHKIHUU TPOCTPAHCTBA U BpeMeHHU B TekcTe. Co3aaHue aTMocdepsl.

10. DMOTHBHOE MPOCTPAHCTBO TEKCTa. DMOTUBHBIE CMBICIIBI B CTPYKTYpE 00pa3a nepcoHaxa u

aBTopa. CeHTMeHTaNBHOCTh. FOMOp (KoMenus, ¢hapc) u ero coctapisromnye. Buasl npoHun

(BepOasibHAst UPOHUS, UPOHUS CHUTYAIUH, TpaMaTUIECKasi UPOHUS).

11. SI3pIKOBBIE CpECTBA aKTyaau3alKK coaepkanus TekcTa. CriocoObl akTyaau3alui TeKCTOBOU

noMuHaHThl. COOTHOIIEHHE TEPMUHOB "OCHOBHas uzes" u "Mopans". OpopmieHre TeKcTa

COOTBETCTBYIOIIUMH JEKCUKO-CUHTAKCUYECKUMU CPEJCTBAMH U UX YIIOTPEOJIEHHE B CHIIbHBIX

TEKCTOBBIX MO3ULUAX (3ariaBusi, snurpada), MoBTOPSIEMOCTh B TEKCTE (IIpeodiiaianue

rpaMMaTHYECKHX SIBJICHUM — THIIa TPaMMaTHYEeCKON CTPYKTYpbI, YaCTH peuH; MpeodiajaHue JeKCUKH

OTIpe/ICIEHHOM TeMaTUYeCKON TPYIIIIBI, TUIIA 3HAYSHUS — IPSIMOE HOMUHATUBHOE, METadOpUIECKOE,

METOHUMUYECKOE, TEKCUUECKON KaTeropiui — CHHOHUMUS, aHTOHUMUS, (PYHKIIMOHAIBHO-

CTUJIMCTUYECKON OKPACKU JIEKCUKH U T.1.).

12. Tema u uaest Xy105)K€CTBEHHOT'O MPOU3BEICHUSI.

13. OcHOBHBIE KaTEropuu XyA0KECTBEHHOI'O TEKCTA.

14. [TapagurmMaTuka ¥ CMHTarMaTHKa XyJA05KECTBEHHOTO TEKCTA.

15. ®yHKIMSA TEKCTOBOIO 3aroj0BKa.

16. ®yHKITMOHUPOBAHNE UMEHU COOCTBEHHOTO B TEKCTE.

17. XynoxecTBeHHas 1€Talb.

18. CunibHast mO3ULMSL.

19. Turmsbl, popmbl U cTIOCOOBI U3II0KEHHUS, IPEICTABICHHBIE B Xy10)KECTBEHHOM TEKCTE.

20. YpoBHM aKTyaHM3alliy S36IKOBBIX €AMHUI] B XYI0)KECTBEHHOM TeKkcTe. DoHorpadudeckuii

YPOBEHb.

21. MopdemHbIif ypOBEHB.

22. Jlexcuueckuil ypoBeHb. CHHCEMAHTHUHASI U aBTOCEMAHTUYHAS JIEKCHKA.

23. CHHTaKCHYECKUI YPOBEHb.

Kpurepun onenuBanus:
Jnst monmy4deHus! TOJOKUTENBHON OLIGHKH BO BpEMsl 3adeTa CTYACHT JOJKEH MPOJAEMOHCTPUPOBATH 3HAHHE
OCHOBHBIX TOHSTHI HCKYCCTBa M JHUTEPATYPhl, UCTOPUUECKUX SIOX, CTHJIEW W HANpPaBICHUN HCKycCTBa U
JUTEPaTyphl; BBIOAIOMIMXCS AesTeNel KaXJAOoW KyJIbTYpPHOM 3MOXM M UX NPOU3BENCHHS; OCHOBHBIX BHJIOB
XYJI0)KECTBEHHOT'O TBOPYECTBA. A TakK K€ JOJKEH YMETh ONpPEACNIATh OTAEIbHbBIE POJbI U KaHPbI TUTEPATYPHI;
UCIIONIb30BAaTh MOHSTHS, CBSI3aHHBIE CO CTPYKTYpOM U  S3BIKOM XYJI0)KECTBEHHOTO IPOU3BENICHUS;
CaMOCTOSITEILHO ~ QHAJM3UPOBATh  MPOW3BEICHHS  HCKYCCTBA, OOBSCHATH CBSI3U  XYAOXKECTBEHHOTO
MIPOU3BENICHUSI C 3IMOXOH ero co3gaHus, OOHapy>KMBAaTh CXOACTBO NPOOJEMAaTHUKH M TEMaTUKU C JIPYTUMU
IIPOU3BENECHUSMH AIIOXH.
[Tpu onieHke oTBETa CTYJIEHTa Ha BONPOC OWsieTa MmpenojaBaTesib PyKOBOACTBYETCS CIEAYIOIIMMU KPUTEPUSIMU:
- MIOJIHOTA U MPABUIILHOCTh OTBETA;
- CTeNeHb OCO3HAHHOCTH, TOHUMAHUS U3yUYEHHOT0;
- SI3bIKOBOE O()OPMIIEHUE OTBETA;
- BJIaZICHHE HAaBbIKaMU SI3bIKOBOT'O aHAJIM3a.
Otmetka «3auger» (50-100 GamnoB) CTaBUTCS, €CJIM CTYIEHT CyMeN MPOJEMOHCTPUPOBATh 3HAHHE OCHOBHBIX
TEOPETUYECKUX BOMPOCOB MO TEMaM, BHIHOCHUMBIM Ha 3a4eT U MPEeAyCMOTPEHHBIMH pabouel mporpammoit
TUCIUIUIMHBI, B II€JIOM, TMOHMMAET CHEIMU(PUKY KyJIbTypHO-UCTOPUYECKUX IMPOIIECCOB, pa3Oupaercs B
XYJI0’KECTBEHHBIX 3I10XaX, CTUISX U HAIpaBJICHUAX; JIEMOHCTPUPYET 3HAHME TEKCTOB MPOM3BEICHHI, yMeeT
UCIIOJIb30BaTh JIUTEPATYPHO-KPUTHUECKUE MaTepHaslbl JUIsl apryMEHTAlldd U CaMOCTOSITENIbHBIX BBIBOJIOB;
CBOOOJAHO BNAJEET JUTEPATypOBEAYECKONM TEPMUHOJIOTHEW; MOXKET aHaJu3UpOBaTh JIUTEPATypHOE
MPOM3BEICHUE B €IUHCTBE COACpKaHWs M (OPMBI; yMEET H3JaraTh MaTepuan IOCIeIOBATENbHO, AENaTh
HeoOXoauMbIe O0OOIICHUS W BBIBOJBI, apTyYMEHTHPOBAHO OTBEYAET Ha BONPOC, BBIJBHUTas HEOOXOIUMBIC



TC3UCBI, IMPUBOJAA PA3BUBANOIIMC KX HOOBOAbI M AC€JIasd COOTBETCTBYIOINWE BBIBOJbI; YAOBJICTBOPUTCIBHO
OTBCYACT Ha AOIOJHHUTEIBHBIC BOIIPOCHI IO OCHOBHBIM TEMaM KypcCa, 3alaBaC€MbIC IIPEIOAABATEIIEM C ICJIIBIO

OTIpeIeJIeHNUs CTETIEHH YCBOCHUS U3y4aeMoro cTyieHTaMu MaTtepuaina. [ pyOsie hakTuueckue ommOKu B OTBETE
OTCYTCTBYIOT.
Otmerka «He3auer» (0-49 06amioB) CTaBUTCS, €CIM CTYAEGHT OOHApy>KMBAaeT HE3HaHUE OoJbLIel YacTu
Marepuana, JOMyCKaeT OMMUOKH B (OPMYIMPOBKE OINpENeNeHUH M TOHATHH, WCKaKAlOIIUEe WX CMBICIH,
Oecrops/I04HO M3JIaraeT Marepuai, He OPUEHTHPYETCS B XYJ0KECTBEHHBIX 3I10XaX M COOTBETCTBYIOLIMX UM
CTWJISIM M HAIPaBJICHUSM B MCKYCCTBE U JINTEpaType; He 3HAET COJAepP KaHHs XyI0KECTBEHHBIX NPONU3BEICHUH,
BBIHOCHMBIX Ha N3y4Y€HHUE, HE B COCTOSIHUM OTBETUTH HA JIOTIOJIHUTEILHBIE BOIIPOCHI.
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TemMbl MyJbTUMEIUIHBIX NIPEe3CHTAIIHI:
Functional styles of the English language.
Publicistic style.

Poetic, scientific and business styles.
Colloquial styles.

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

Graphical expressive means.

Rhythm. Alliteration.

Allegory. Onomatopoeia.

Metaphor. Metonymy.

Simile. Metonymy.

Parallelism. Chiasmus.

Irony. Bathos.

Euphemism. Periphrasis.

Hyperbole. Litotes.

Antithesis. Oxymoron.

Antonomasia. Personification.

Zeugma and pun.

Kpurepun onenuBanus:

10-8 GammoB - comepxkaHue pabOTHI MOJHOCTHIO COOTBETCTBYET TeMe; IIyOOKO M apryMEHTHPOBAHO
packpeIBaeTCs TeMa; JIOTHYECKOE M TIOCJICIOBATEIIBHOE W3JIOKCHUE MBICIICH; HAIMCAHO MPaBUIHHBIM
JUTEPATYPHBIM SI3BIKOM M CTHJIMCTUYECKH COOTBETCTBYET COJACPIKAHHIO; 3aKIIOYCHHE COJEPIKUT
BBIBOJbI, IOTUYHO BBITCKAIOIIHWE U3 COACPIKAHUSA OCHOBHOH HacCTH,

7-5 OamioB - JOCTaTOYHO TIONIHO M YyOEAWTENBHO pACKPBIBACTCSI TeMa C HE3HAYUTEIHHBIMU
OTKJIOHCHHSIMH OT HEE, B OCHOBHOHN YaCTH JIOTUYHO, CBSI3HO, HO HEIOCTATOYHO TOJHO JOKA3bIBACTCS
BBIJIBUHYTBIA TE3WC; WMEIOTCS HE3HAYUTEIbHBIC HAPYIICHHUS IOCIICAOBATEIILHOCTH B H3JIOKCHHUU
MBICHCﬁ; 3aKIIIOYCHHUEC COACPIKUT BBIBOJbI, IOTUYHO BBITCKAIOIINUEC U3 COACPIKAHUA OCHOBHOH qacTH,

4-1 GamyoB - B OCHOBHOM pAacCKpBIBAaeTCS TeMa; JaH BEPHbIH, HO OJHOCTOPOHHHUI WM HEIOCTATOYHO
MOJTHBI OTBET HAa TeMy; OOHAapyKMBAaeTCS HENOCTATOUYHOE YMEHHE JellaTh BBIBOJBI U 000OIIEHUS;
BBIBOJIbI HE TTOJTHOCTBHEO COOTBETCTBYIOT COJICPIKAHUIO OCHOBHOM YacTH;

0 GamyoB - TeMa IOJHOCTBIO HEPACKPBITA; XapaKTEPHU3YyeTCs CIlydallHBIM PacIlOIOKEHHEM MaTepuaa,
OTCYTCTBHUEM CBA3U MCKIAY YaCTsAMHU, BBIBOJbI HC BBITCKAIOT H3 OCHOBHOI1 qaCcTHu, MHOI'OYHCJICHHBIC
3aMMCTBOBAHUS TEKCTa U3 IPYTHX HCTOYHHUKOB.

HpaKTI/IKO-OpI/IeHTI/IPOBaHHbIe 3aJJaHusA

L HpeI[CTaBI/ITB B YCTHOﬁ U IHCbMEHHOM (bopMe CJICAYIOIHUC aCIICKThl MHTCPHPCTALNUN XYHOKCCTBECHHOI'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. I 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, I hope," Tom said. "Touring the
lines on an armoured car, my great belly shaking like a jelly. Hey, did you hear that? That's poetry."

9. Her family is one aunt about a thousand years old.

10.  The girl gave him a lipsticky smile.

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

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

13. "I'm going to give you some good advice." - "Oh! Pray don't. One should never give a woman

anything she can't wear in the evening."
14.  Up came the file and down sat the editor, with Mr. Pickwick at his side.

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

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

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

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

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

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

21. I 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 ... .
III. 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" I 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 is necessarily linear (since words come out

of the mouth one at a time), but referential order is at least poten-

tially simultaneous.

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

3. Techniques of comparison form a natural part of the
literary critic's analytic and evaluative process: in discussing one
work, critics frequently have in mind, and almost as frequently
appeal to, works in the same or another language. Comparative
literature systematically extends this latter tendency, aiming to
enhance awareness of the qualities of one work by using the
products of another linguistic culture as an illuminating context;
or studying some broad topic or theme as it is realized ("trans-
formed") in the literatures of different languages. It is worth
insisting on comparative literature's kinship with criticism in gen-
eral, for there is evidently a danger that its exponents may
seek to argue an unnatural distinctiveness in their activities
(this urge to establish a distinct identity is the source of many
unfruitfully abstract justifications of comparative literature); and on
the other hand a danger that its opponents may regard the
discipline as nothing more than demonstration of "affinities"
and "influences" among different literatures - an activity which is not critical at all, belonging rather to the
categorizing spirit of literary history. (R. F.)



4. Caging men as a means of dealing with the problem of crime

is a modern refinement of man's ancient and limitless inhumanity,

as well as his vast capacity for self-delusion. Murderers and

felons used to be hanged, beheaded, flogged, tortured, broken

on the rack, 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. I think
itis. A lump.

And after — doctors, visits, surgery, chemo, hair loss, pain.

Chloe will be reminded of these conversations in four minutes.

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

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

<>

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. "I 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. I 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.
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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
* k%

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 I kept my stockings, knowing I
would be the one to find them.

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

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

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

What I 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;

¢) very angry;

d) clear thinking;



¢) 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.
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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 Faberge 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 I have neither your looks

nor your figure, not to mention the fact that I have three teenage children, I
don't suppose I'll be returning to the market to select the latest brand."
Consuela smiled as a salade ni¢oise 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.

Kpurepun onenuBanus:

Tekymuﬁ KOHmMpOJb ocyulecmejisiiemcs Ha npakmudeCKux 3anaAmusix.

[Tpu TekymeM KoHTpoiie (cobeceJoOBaHMM Ha MPAKTUYECKHX 3aHSATHSAX) 32 OTBET HA BOMPOC CTYIEHT MOKET
MOJIyYNUTh MaKCUMaJbHO 2 Oana.

2 Oamna BBICTABISIETCS CTYJEHTY, €CIM 3aJaHUE BBHINOJHEHO Oe3 OHIMOOK, IEMOHCTPUPYETCS HaIUYue
IIPAKTUYECKOI0 HaBbIKa B 00JIACTU U3y4aeMOro BOIIPOCa, TPaMOTHOE U CBOOOHOE M3JI0KEHUE MaTepuaa

1 Gann BBICTaBISETCS CTYIEHTY, €CIIM OTMEUYaeTCsl HaJM4he HEJOCTaTOYHO YCTOMYMBOTO HaBbIKa B paMKax
TEMBI; JIOIYCKAIOTCS OT/ICIbHBIC JIOTHYECKUE U CTHIMCTUYECKHE TIOTPEITHOCTH C OT/IEIbHBIMU OITHOKaMHU.
Tembl pepepaTon

Pa3sHoBUAHOCTH BHYTpEHHEN PEUH.

Tunbl NOBECTBOBAHUS B Xy/10’KECTBEHHOM ITPOU3BEICHUN.

®oHorpaduuecknuil ypoBeHb aHaJIH3A.

Peun nmepconaxa kak JeTans oOpasa.

OG6pa3zHas npupoja Xy 10KeCTBEHHOTO TEKCTa.

JleTanp 1 CUMBOJIL.

OG6pa3 aBTOpa U peaan3alus 3aMbICia.

Jlexcuueckuil ypoBeHb Kak OCHOBHOM MCTOYHUK MEPBUYHON 00pa3HOCTH.

BeIpa3uTenbHOCTE CHHTAKCHCA.

0. OCHOBHBIE HAIIPAaBJICHUS] KOMIUIEKCHOTO aHAJIN3a.

S0 hR WO~



11. DKCIUIUIUTHOCTL U UMILIAIIUTHOCTD.

12. AKTyanu3aiusi Ha ypOBHE TEKCTa.

13. TeKCT — KOHTEKCT — CUMBOJI - 3ar'0JIOBOK.

14. MopdemHBIi ypOBEHBb aKTyaTH3alluU SI3bIKOBBIX €IUHUI] B XY/I. TEKCTE.
15. MonanbHOCTE U KOHLENTYaJIbHOCTh TEKCTA.

16. NunuBuyansHO-aBTOpPCKas apaaurma.

17. Posb OHOMACTUKM B UHTEPIIPETALIUN.

18. «IToTOK CO3HaHUM» KaK XyA0KECTBEHHOE SIBJICHHUE.

19. ®yHkunoHnpoBaHue MOp(HEMHOr0 OBTOPA B Xy I0’KECTBEHHOM ITPOU3BEICHUH.
20. «IHnuBuAYyaIbHBIE» 3HAKY MIPENIMHAHUS B Xy10KECTBEHHOM TEKCTE.
21. MogaJlbHOCTb KaK KaTeropusi Xy10)KECTBEHHOT'O TEKCTA.
22. Ponib ayToauanora B Xy/10’K€CTBEHHOM MPOU3BEICHUH.
23. IloaTekcT B Xy0KECTBEHHOM IPOU3BEICHUM.
24. OyHKIMOHUPOBAHUE AHTPONIOHUMOB B XYJI0KECTBEHHOM TEKCTE.
25. CTUIUCTUYECKOE UCII0JIb30BAaHNE CHIXKEHHOM JIeKCHKH B npousBeaeHnn A. Cenunkepa «Hax nponacTtsio
BO PXKI».
Kpurepun onenuBanus:

e 12-9 GamnoB - comepkaHue padOTHI MOJTHOCTHIO COOTBETCTBYET TE€ME; INIyOOKO W apryMEHTHPOBAHO
packpeIBaeTCs TeMa; JIOTHUECKOE M TIOCJICIOBATEIIBHOE W3JIOKCHHWE MBICIICH; HAIMCAHO MPaBUIHHBIM
JUTEPATYpPHBIM SI3BIKOM M CTHJIMCTUYECKH COOTBETCTBYET COJCPIKAHHIO; 3aKIIOYCHHE COJEPIKUT
BBIBOJbI, IOTUYHO BBITCKAIOIIHWE U3 COACPIKAHUSA OCHOBHOH HacCTH,

e §8-5 0amioB - JOCTAaTOYHO TIOJHO W YOEOUTEIHHO pPACKPHIBACTCS TeMa C HE3HAYUTEIbHBIMU
OTKJIOHCHHSIMH OT HEE; B OCHOBHON YaCTH JIOTUYHO, CBS3HO, HO HEJIOCTATOYHO TOJHO JOKA3bIBACTCS
BBIJIBUHYTBIA TE3UC; WMEIOTCS HE3HAYUTEIbHBIC HAPYIICHHUS IOCIICAOBATEIILHOCTH B H3JIOKCHHU
MBICHCﬁ; 3aKIIIOYCHHUEC COACPIKUT BBIBOJbI, IOTUYHO BBITCKAIOMIUEC U3 COACPIKAHUA OCHOBHOU qacTH,

e 4-1 GayyIOB - B OCHOBHOM PAacCKpBIBAETCS TEMa; JaH BEPHbIH, HO OJHOCTOPOHHUI WM HEIOCTATOYHO
MOJTHBIA OTBET HAa TeMY; OOHAapyKHMBAaeTCSd HENOCTATOYHOE YMEHHE JellaTh BBIBOJABI U 000OIIEHUS;
BBIBOJIbI HE TTOJTHOCTHIO COOTBETCTBYIOT COJICPIKAHUIO OCHOBHOM YacTH;

e () OamIoB - TeMa MOJHOCTBIO HEPACKPBITA; XapaKTEPHU3YETCsl CIIydallHBIM PACIIOJIOKEHHEM MaTepuana,
OTCYTCTBUEM CBA3U MCXKIAY YaCTsIMHU, BBIBOJbI HC BBITCKAIOT H3 OCHOBHOI1 qaCcTHu, MHOI'OYHCJICHHBIC
3aMMCTBOBAHUS TEKCTA U3 IPYTHX HCTOYHHUKOB.

TESTS

Test I. Stylistic Semasiology

1. Stylistic semasiology deals with:

a) shifts of meanings and their stylistic functions;
b) stylistic functions of shifts of meanings and combinations of meanings;
¢) 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) theironic 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;
¢) to make the speech less monotonous.

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

a) metonymy;
b) metaphor;

c) irony.



TEST 11

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) to stress 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;

¢) 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 "I 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) a transfer 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 "4 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

¢) Newspapers

d) Scientific prose

e) Official documents

zeugma
epithet
metonymy
oxXymoron

el e

[

. Articles
business documents

N
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the drama
4. Brief News Items

VARIANT 2

1. Terms belong to

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

2. If bookish words are used in colloquial context

a) they elevate the speech;

b)  they produce humorous effect;

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

3. A deliberate exaggeration of some quantity or quality is



a)  hyperbole;
b) metonymy;
c) metaphor.

4. The sentence "The long arm of the law will catch him in the end" contains
a)  hyperbole;

b)  epithet;

c)  personification.

S5 - 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.

¢)  An explosion 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) Myra and Paul decided to give an extravagant dinner.

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

a) 1did not see George again till just before my death, five years ago.
b) In the quietness of these winter evenings there is one clock: the sea.
¢) To be or not to be-that is the question.

d)  Press the knob "Display"

e)  Turn the unit "Off'

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

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

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



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

d) 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.

¢) 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
Kpurepuu oneHuBanus

3a BBIMOJHEHUE TeCTa (CIyIalHBIA BEIOOP U3 MPEIOKEHHBIX) CTyIeHT nosrydaeT 10 (17) 6amios
(01HO TIPABUIILHO BBITIOJIHEHHOE 3a/1aHue =1 Ga)
3 Metoan4eckrue MaTepHaJIbl, ONpele/solue Npoue1ypbl OUCHUBAHUS 3HAHUI, YMEHHUI, HABBIKOB U
(1K) onbITA NeATEILHOCTH, XapaAKTEePU3YIOIIUX ITANbl GOPMUPOBAHUS KOMIIETEeHIN

[Ipouenyps! olleHMBaHMsI BKJIIOYAIOT B ¢€051 TEKYILIUN KOHTPOJIb U MPOMEKYTOUHYIO aTTECTAIHIO.

Texkymmuii KOHTPOJIb YCIIEBAEMOCTH IIPOBOJUTCA C MHCIIOJNB30BAHMEM OLICHOYHBIX CPEICTB,
IIPEJICTABICHHBIX B II. 2 JAHHOTO NPUJIOKEHUS. Pe3ynbTaThl TEKyIIEro KOHTPOJI JOBOJAATCSA /10 CBEICHUS
CTYJIEHTOB JI0 IPOMEKYTOYHON aTTECTALlUH.

IIpomeskyTOUHasI aTTeCTAIUS TIPOBOJIUTCS B GOpME 3a4eTa.

[IpomerxyTouHas aTTecTalys B BUJE 3a4eTa Ul 00yJaromuxcs 04HOM popMbl 00yueHHs IPOBOJUTCS,
KaK IPaBUJIO, HA TOCIEIHEM 3aHATUU B YCTHOM BHJIE 110 PACIMCAHUIO 10 Hayala 3K3aMEHALMOHHOW CECCHH,
€ClIM MHOE He MPEeJyCMOTPEHO y4eOHbIM IUIaHOM. KonmdecTBO BONpOCOB B 3afaHuu — 2: 1 TeopeTHuecKuit
BOTIPOC, OAMH — MPAKTUKO-OPUEHTHPOBAHHBIA. OOBsBIEHUE pPE3yJIbTATOB IMPOU3BOAMUTCS B JCHb 3ayeTa.
Pe3ynpTarhl aTTecTanuy 3aHOCATCS B 3a4€THYH0 BEJOMOCTb M 3a4ETHYIO KHUXKKY CTyAeHTa. CTyIOEeHTBHI, HE
NPOIIEAIINEe TMPOMEKYTOUHYIO aTTeCTalrio Mo TpaduKy, HAODKHBI JIMKBHIMPOBATH 3a/I0JKEHHOCTH B
YCTaHOBJICHHOM IOPSKE.

MeTOIlI/I‘IeCKI/Ie YKa3daHuda AJs CTYACHTOB

Lens HacTosmiei yueOHOM mporpaMmbl — Ha OCHOBE MPUOOPETEHHBIX 3HAHUM, YMEHHUI 1 HABBIKOB
pa3BUTh MPO(hecCHOHATbHO-KOMMYHUKATUBHYIO KOMIIETEHIMIO; JaTh JOTOJIHHUTEIbHbIE HEO0OXOIUMbIC
CcBelleHUs 00 aHTJIMHCKOM sI3bIKe, ero OoraTcTBe, pecypcax, CTPYKType, Gdopmax peanu3aium;
MO3HAKOMHUTH C OCHOBAMHU CTHJIUCTHUYECKON KYyIbTYpBI PEUH, C Pa3IMYHBIMH HOPMaMH JIUTEPATYPHOTO
A3bIKa, €r0 BapHaHTaMU; U3JI0KUTh OCHOBBI OPATOPCKOI0 UCKYCCTBA.

PaGora B pamkax Kypca « MHTepripeTallMOHHBINA aHAJIW3 TEKCTa» 3aKiIrovaercs B (OpMUPOBAHUU
CIIOCOOHOCTH HWHTEpPIPETHUPOBaTh U, CJIEA0BAaTENbHO, 00Jiee KAueCTBEHHO IEPEBOAUTH TEKCTHI,
MPUHAJICKAIINE PA3IMYHbIM (YHKIIMOHAIBHBIM CTHJISIM BO BCEM MHOTOOOpa3HOM SI3BIKOBOM, MICHHOM
U XYyJO0XECTBEHHOM OOTaTCTBE, B COBEPIICHCTBOBAHMM HABHIKOB IEPEBOJIa, B PA3BUTHH YMCHUS
neperayd TEKCTa B Pa3IMYHBIX MHTEPIPETAlMOHHBIX BapuaHTaX — Iepenada oOIlel ujew, 3aMbiciia



aBTOpa, JMHIBUCTUYECKHH aHaIW3, B MpPOpadOTKe YIriyOJeHWs IOHMMAHHs S3bIKa B LEJIOM H
KOHKPETHOI'O TEKCTa B YaCTHOCTHU.

Kancz[aﬂ TEMa II0 KypCy COACPKUT YKA3aHUC HaA LCJIb MPpCAJIaraCMbIX HPAaKTUYCCKUX 33)18.HPII:I,
00BSACHEHHE KIIOYEBBIX TEPMHUHOB, HCIIOJB3YEMBIX B HHUX, 3aJaHusd I CaMOCTOSITCILHON |
HHﬂHBHHyaHLHOﬁ pa60TI:>I, KOHTPOJIBHBIC BOIIPOCBHI, a TAKXKC CIIMCOK OCHOBHOM M JOIIOJHHUTEILHOI
JIUTCPATYPLI K IPAKTUICCKHUM 3aHATHUAM.

PaGora B pamkax Kypca BeIeTCS Ha OCHOBE TAaKMX BEAYIIMX METOAOB OOydYCHHS Kak
IBPUCTHUECKUH (0] PYKOBOJICTBOM TIPENOIABATENsI CTYJACHTHI PACCY’KAAIOT, PEIIAlOT BO3HUKAOIIUEC
BOITPOCHI, AaHATN3UPYIOT, 0000IIAIOT, AETal0T BBIBOJBI M PELIAIOT MOCTABICHHYIO 3a/1ady HHTEPIPETAIH
TEKCTa M PACKPBITHS 3aMBbICJIa MPOM3BEICHHS), TOKA3aTeIbHbBIN (M3JI0KEHHEe MaTepuaia ¢ BBEJACHHEM
00pa31i0B U NPUMEPOB, NMPUEMaMH MOKa3a), TUAIOTHYeCKU (M3J0XKeHHe MaTtepuana B Gopme Oecensl),
MOHOJIOTUYECKHUH (M3JI0)KEHHE TEOPETHYECKOTO M MPAaKTHUECKOTro MaTepuaia B popMe MOHOJIOTa), METOT
poOJIEMHOT0 M3JI0KEHUs (IIPeroiaBaTellb CTABUT MIPOOJIEMY U COBMECTHO CO CTYACHTaMH JI0Ka3aTeIbHO
JOCTHTAIOTCS ITyTH €€ PEIICHHMs), UCCIEI0BATEIbCKUN (CTYACHTH CaMOCTOSTEIHHO aHATM3UPYIOT TEKCT,
UCCIICAYIOT pa3iMyHble NpPUEMBbl peaju3allMd WACH, CPAaBHUBAIOT pas3iMyYHbIe BapHaHThl aHAIU3a,
(GOpPMHUPYIOT OCHOBHBIC HANpaBICHHS M TPEACTABICHUS B OOJIACTH JIMYHBIX HAaBBIKOB B 00JaCTH
MHTEPIIPETALNN TEKCTA).

CtunucTuyecKkuil aHamu3 TEKCTa MOMOTaeT CTYJEHTaM IMPEeoJ0JIeTh IIKOISPCKYI0 TEHIEHIUIO K
3ay4MBAHMIO JIMIIb TOTOBBIX WIITIOCTPALMK U MpeBpaIlaeT MOBEPXHOCTHOE 3HAHKUE B MPOQEeCcCCHOHAIBHOE
yMEHHE.

[IpoBoass  3aHsaTHS 1O (hoHeTUKO-(HOHOJIOTHIECKOMY, JIEKCUKOJIOTHUECKOMY  WJIU
IrpaMMaTHYECKOMY aHAJIN3y TEKCTOB, IPEMNOJiaBaTelib Ha HA4YaJbHOM CTaauud OOYYEHHs YKa3bIBacT
CTyJIEHTaM SIBJICHUs, TpeOyroline KOMMEeHTapusi. B nanmpHeillieM NpakTHKyeTcs aHalu3, NMPH KOTOPOM
CTYJICHT CaMOCTOSTEJIbHO HaXOJHUT B TEKCTE SIBJICHUS, KOTOPHIE OH MOXXET OOBSICHHUTH, U YBSI3bIBAET UX C
3aMBICJIOM aBTOpA.

AyIHUTOpPHBIC 3aHATHUS 110 UHTSPIIPETAIMOHHOMY aHAIM3Y TEKCTa, KaK U CAMOCTOSITEIIbHAS padoTa
CTYICHTOB HaJ TEKCTaMH, TWPEACTABISAIOT CO00M oaHy w3 ¢opM ydeOHO-HCCIIeI0BATEIbCKON
JIeSITEIbHOCTH, pa3BUBAIOIIEH y CTyJE€HTa TBOPUYECKHM MOJAXOA K S3bIKY U TEKCTY, BbIpaOaThIBaroOIIeH y
HETO YMEHHE YBS3bIBATh TEOPHUIO C MMPAKTHKOU.

YMeHue BIyMUuBO YNTaTh U IOHUMATh XYJI0’KECTBEHHYIO JINTEPATYPy B €IMHCTBE COJEPIKAHUA U
¢dopMBI CHIOCOOCTBYIOT BCECTOPOHHEMY IIEJIOCTHOMY Pa3BUTHIO JIMYHOCTH, CTAHOBJICHUIO JTYXOBHOTO
MHpa YeJIOBEKa, CO3/aHUI0 YCIOBUM Ui (OPMHUPOBAHUS y HEro BHYTpEHHEH NOTpeOHOCTH B
HEIPEPHIBHOM COBEPIIEHCTBOBAHUH, B PE€AIN3aLMU CBOUX TBOPUYECKUX BO3MOXKHOCTEM.

B cBs131 ¢ 3TUM HYXXHO yAeIATH 0OJBIIIOE BHUMAHNE BEIPAOOTKE TITyOOKOT0 TOHUMAaHHS TEKCTa U
NPUBUTHIO HABBIKOB €0 CAMOCTOSATENLHOTO aHaiu3a. Ha mepBoM sTame OHO TpejacTaBisieT coOoi
OpraHu3anuio Oeceabl MO BOIIPOCaM, HANPaBICHHBIM Ha 3JIEMEHTAapHOE TOJKOBaHME KoHTeKcTa (What is
implied and what is directly expressed by the author? What is the message of the story? Which details
contribute to the realization of the message?)

ITo3:xe anamuTHuecKas Gecella CTPOUTCS Ha JIByX YPOBHSAX:
1. yYpOBHE 3HaueHWs (yMEHMsS BBLIEIATh B TEKCT€ OCHOBHYIO MBbICHb, JETalb,

WUTIOCTPUPYIONIYI0O OCHOBHYIO MBICIB, (DAaKThl, OTHOCSIIMECS K OMpPEIEICHHOM TeMe, 0000maTh
U3TI0KEHHBIE (DAKThI, YCTAHABIUBATH CBS3U MEKITY COOBITHSIMH )



2. U ypOBHE CMbIcia (YMEHHsS BBIBECTH CYXXICHHME Ha OCHOBE (DaKTOB, CIENaTh BBIBOJ,
OLICHUTb M3JIOKEHHbIE (DaKThl, MOHATh MOATEKCT, HACI0 TEKCTa, HAWTH CTUIMCTUYECKHE CpEICTBa
BBIPA3UTEIbHOCTHU U OIIPENEIUTH UX POJIb, MECTO B IOBECTBOBAHHUN).

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

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

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

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

What to Remember About Paraphrasing?

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

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

3. A good paraphrase must fit these requirements: a) It must be definite; b) It must be worded
in clear, simple language; c) It must not repeat the author's wording; d) It must contain all the main ideas
of the original; e) It must not add any new ideas.

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

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



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

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

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

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

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

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