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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

OIIK-4: CrocoOeH OCYIIECTBIATh MEXBI3BIKOBOE i MEKKYIBTYPHOE B3aNMO/ICHCTBIE B yCTHOI 1 MMCBMEHHON (hopMax Kak B
oOuielt, Tak 1 mpodeccuoHanbHOI chepax oduieHus

OIIK- WneHTuduuupyeT IMHIBOKYIbTYPHYIO cielu(UKy BepOanbHON U HeBepOATbHOM AesITeIbHOCTH YHaCTHUKOB

4.1: MEXKYJITYpPHOTO B3aUMOJICHCTBHS

OIIK- PeanusyeT coOCTBeHHBIE IIENTN B3aMMOICHCTBHIS, YUUTHIBAS IIEHHOCTH W TIPECTABICHIS, TIPHCYIIHE KYIbTYpe

4.2: M3y94aeMOro SI3bIKa U COOTIONAET CONMOKYIBTYPHBIE U STHYECKUE HOPMBI IIOBEICHHUS, IPUHATHIC B HHOS3BITHOM COLILYME
OIIK- Vcrionp3yeT MOAeNny THIHYHBIX COIHATBHBIX CUTYallUi U STUKETHbIE ()OPMYIIBI, IPUHATHIC B YCTHOW M MHCEMEHHOMN

4.3: MEKbA3BIKOBON U MEXKKYJIBTYPHON KOMMYHUKAIHH

YK-5: Cnoco0eH BOCIIPHHUMATh MEXKYIIBTYpPHOE pa3HOOOpasue 001IecTBa B COLIMATEHO-HCTOPUUECKOM, STHUECKOM U

¢mmocockoM KOHTEKCTaX

VK-5.1: AnanusupyeT COIHOKYIbTYPHBIE Pa3IMYUs COUUATBHBIX TPYIIIL, OMMUPAICh HA 3HAHHE 3TAIOB HCTOPUYECKOTO Pa3BUTHS
Poccun B KOHTEKCTE MUPOBOW MCTOPUH, COLMOKYIBTYPHBIX TPAIULIUI MUPA, OCHOBHBIX (PUIOCO(CKUX, PETUTHO3HBIX U
TUYECKUX YUECHUH

VK-5.2: KOHCTPYKTHBHO B3aMMOJICHCTBYET C JIFOIBMH C YYETOM HX COIIHOKYJIETYPHBIX OCOOCHHOCTEH B IIENSAX YCIEIIHOTO
BBITOJTHEHHS IPOPECCHOHATBHBIX 33129 ¥ COIMATLHON HHTETPAInu

VYK-5.3: Co3zHarensHO BEIOMPAET EHHOCTHBIE OPHEHTHPEI U TPAKIAHCKYTO MTO3UIINIO; apTyMEHTHPOBAHHO 00CYK/IaeT U permIaeT
po0IeMbl MUPOBO33PEHYECKOT0, OOIECTBEHHOTO ¥ JINYHOCTHOTO XapaKkTepa

B pe3yabTraTe 0CBOCHUA NTUCHUIIIMHBI oﬁyqaloumﬁca JOJIZKEH:

3HaTh:

3Hare: MCTOPHKO-KyIBTypHBIE IPOLECCHl, 3THUYECKHE W PEIUTHO3HBIE OCOOCHHOCTH DA3IMYHBIX HapOJOB, ITI00ATH3alMOHHEIE
TEHACHIIMM M TpoOJeMbl MYJIbTUKYIBTYPAIU3Ma, O3THUYECKHE HOPMBI M MOpPAIbHBIE IIEHHOCTH, OIpeleNsieMble KYJIbTypHBIM
KOHTEKCTOM. (COOTHECEHO ¢ MHAMKaropoMm YK-5)

Vcropudeckne 3Tambl pa3BUTHSA POCCHHCKOTO TOCYNapcTBa M €ro BKIIQN B MHPOBYIO HCTOPHIO, TPAAWIMH W IIEHHOCTH Pa3INIHBIX
MHPOBBIX IUBHIM3ALUA, OCHOBHBIC (PUIOCOPCKO-MHPOBO33PEHUECKUE TEUCHHUS M PEIUTHO3HBIE KOH(ECCHHU, OIpeIemsIoNe
COBPEMEHHOE COCTOSIHUE MUPOBOTO COOOIIECTBA. (COOTHECEHO ¢ mHaAnKaropom YK-5.1)

OCOOEHHOCTH MEXKYJIBTYPHOTO B3aUMOJICHCTBHS, CONMOKYJIBTYpHBIE OCOOCHHOCTH Ppa3IMYHBIX OJTHHYSCKUX M HAIIMOHAIBHBIX
Tpymm, oOmmue IpaBmMia TOJEPAHTHOCTH W YBOKCHHS K IPEICTaBUTEIAM HHBIX KyJIbTyp W TPAIWINH, TPHHIUIEI KyJIbTYPHOU
WHKJTIO3UBHOCTH U MYJIBTUKYJIBTYpaIu3Ma. (COOTHECEHO ¢ nHANKaropoMm YK-5.2)

ba3oBble HPaBCTBEHHO-(PHIOCOPCKHE KAaTerOPUH M MOPATBHBIC THJICMMBI, OCHOBBI TPXIAHCKOTO CO3HAHHMS W MPABOBOH KYIBTYPBI,
NPUHIUIB  JEMOKPAaTHYEeCKOTO yCTpoiicTBa 0OIIEeCTBa, CHCTEMy IIEHHOCTEH W WOealsl TyYMAaHHCTHYECKOH HalpaBJICHHOCTH.
(cooTtHeceHo ¢ nHauKaropoM YK-5.3)

3Harte: OCOOCHHOCTH W Pa3id4dsi MEXKKYJIbTYPHOTO OOIICHHS, OCHOBHBIC MOJEIHM M CTPATETHH MEKKYJIBTYPHOH KOMMYHHKAIIUH,
COITMOKYJIBTYPHBI KOHTEKCT WCIIONB30BaHMS S3BIKA B TPOQECCHOHATBFHON cpenie, OOIMIENpHHATHIE HOPMBI OQHIHATEHOTO U
HEO(pHUIUATFHOTO OOIIEHNS Ha M3y9aeMOM si3bIKe. (cooTHeceHO ¢ nHankaropoM OITK-4)

KynbtypHBIE 0COOEHHOCTH BepOATEHOTO M HEBEpOATLHOTO OOIIEHHS Pa3HBIX HApOIOB. (cooTHeceHo ¢ uHaukaropoMm OIIK-4.1)
HopMmaruBbl ¥ IGHHOCTH KyJIbTYPbl H3y4aeMOro si3bika. (cooTHeceHo ¢ uHaukaropom OITK-4.2)

TunmmuHble CcONMATbHBIC CHUTYallUd, MOJENHM TIOBEICHUS W OSTHKETHBIC (OPMyNBl, XapakTepHBIE JUII MEXKBI3BIKOBOH N
MEXKYJIbTYPHOH KOMMYHHKAIIMH, KOHBEHIIMM BEXIIHBOTO OOIICHMS M JEJIOBOTO ITHUKETA, PACIPOCTPAHEHHBIE pPEUEBHIC IMIA0JIIOHBI U
(hopMyJIBl BEKIUBOCTH. (COOTHECEHO ¢ uHIuKaropom OITK-4.3)




YMmeTh:

YMeTs: AHATH3HPOBATh SBICHHUS MEXKKYJIBTYPHOTO B3aUMOJCHCTBHSA, YBOKUTEIBHO OTHOCHTBCA K HHBIM MHPOBO33PEHHSAM U
BEPOHCIIOBEIaHUSIM, H30erarh KOH(IUKTOB Ha MOYBE KYJIbTYpHBIX Pa3lUuni, pa3sBUBaTh CIIOCOOHOCTH K DMIIATUU M TMOHHUMAaHUIO
JIpyroro. (COOTHECeHO ¢ uHuKaTropoM YK-5)

AHaMM3UPOBaTh M HHTEPIPETHPOBATh HCTOPHUYECKHE COOBITHSA M SBIEHUS, CONOCTABIATH CONMOKYIBTYPHBIC OTIMYMS COIHAIBHBIX
TPYIII, OCO3HABAaTh B3aMMO3aBUCHMOCTb HCTOPHYECKUX 3MOX U COBPEMEHHOCTH, MPUMEHSTH 3HAHUS O KyIbType M (GUIOCOGHH IIpU
M3Y4YCHHUU HOBBIX KYJIBTYp U 001IeCTB. (COOTHECEHO ¢ nHAnKaropom YK-5.1)

AZEKBaTHO pearupoBarh Ha TMPOSBICHHS MEXKITHHYECKHX W MEXKKYIBTYPHBIX pa3IM4Mii, YCHECNIHO WHTETPHPOBAThCI B
MHOTOHAITMOHATbHEIE KOJUICKTHBBl M COLHATBHBIE CPEIbl, OPTaHW30BBIBATH INPOAYKTHBHOE COTPYJHHYECTBO M KOHCTPYKTHBHBIN
JUATOT C JIObMH Pa3HBIX KYJIBTYP U MUPOBO33pEHUH. (cooTHECEHO ¢ nHAuKaTopoM YK-5.2)

ITposBAATE CO3HATENBHOCTh M OTBETCTBCHHOCTh B IPUHATHH PEHICHUH, CaMOCTOATENBHO ()OPMUPOBATh M 3alllUIIATh JIHIHBIC
B3MJLIABI M yOXKNEHMs, BCTYIAaThb B JAWUCKYCCHIO M OOCYXIEHHE OCTPHIX OOIIECTBEHHBIX BOINPOCOB, KPHTHYECKH OIICHUBATH
uHpopMarmio u GopMHpOBaTH CBOE COOCTBEHHOE MHEHHE. (COOTHECCHO ¢ nHAnKaropoM YK-5.3)

YMerh: DOGEKTUBHO YCTaHABIMBATh KOHTAKT C 3apyOC)KHBIMHU IapTHEPAMH, KOJUIETaMH ¥ KIMCHTaMH, KOPPEKTHO IepeiaBaTh U
MOoJTydYaTh HEOOXOAMMYI0 HH(OPMAIHWIo, IMPeojoieBarh Oaphephl B NMOHMMAHHHM KYJNBTYPHBIX ¥ S3BIKOBBIX HIOAHCOB, TI'PaMOTHO
(hopMyTHpPOBATh U IIPE3EHTOBATH UICH HAa HHOCTPAHHOM SI3BIKE. (COOTHeCeHO ¢ nHankaropom OITK-4)

Ono3HaBaTh U HHTEPIPETUPOBATH KYJIbTYPHBIE Pa3IHUUs B MEXKKYJIbTYPHOM OOLICHUU.

(cootHeceno ¢ unaukaropom OITK-4.1)

Peann30BBIBaTH IIENTM B3aMMOIEHCTBHS € YI€TOM KYJIBTYPHBIX 0COOCHHOCTEH.

(cootHeceno ¢ naaukaropom OIIK-4.2)

[MpumeHsATh W3BEeCTHBIE MOIETHM W (OPMYNIBl B pEAIbHOW KOMMYHHKAIIWH, IPaBWIBHO BBIOMPAaTh JSTHKETHBICE (QOPMYJBI B
3aBHCUMOCTH OT CHTyallid W CTaryca IapTHepa, HM30erarb paclpOCTPaHEHHBIX OIMHOOK W JIOBYIIEK MEXKYJIBTYPHOTO OONICHUS.
(cootHeceno ¢ namukaropom OITK-4.3)

Bnangern:

Bramers: HaBblkaMM OCO3HAaHHOTO BOCHIPHATHSA KYJIBTYPHBIX ()CHOMEHOB, YMEHHEM CaMOCTOSATENLHO OCBAaHBaTh HOBBIE 3HAHUS O
JIpYTUX KyIbTypaX, TOTOBHOCTBIO OTKPBITO OOIaTbci U OOMEHUBATHCSA IIEHHOCTAMH C JIOABMH pasHOH HAIMOHATBHOMN
NPUHAUIEKHOCTH U PEUTUO3HON OpUEHTAIMU. (COOTHECEHO ¢ HHAuKaropoM YK-5)

MeTonoM CpaBHUTENBHOTO aHaIW3a W HCTOpHOTpadWy, HABBHIKAMH WHTEPIPETANNN HCTOPUYECKHX W KYJIBTYPHBIX (DEHOMEHOB,
YMEHHEM apryMEHTHPOBAaHO OTCTAWBaTh CBOIO MO3WIMI0 B IOJEMHKE W THCKYCCHSX, CIOCOOHOCTSIMH KPHTHYECKH OCMBICIIATH
UCTOPUYECKUHN OIBIT YeIOBeUeCTBa. (COOTHECEHO ¢ MHANKaTopoM YK-5.1)

HaBblkaMu COIMaIbHO-NICUXOJIOTHUECKOH afanTaluu K Pa3sHbIM COLMATBHBIM CPefaM, SMIMATHEH M TEPIUMOCTBIO K MHBIM B3ITIsIaM
M 00bIYasiM, HaBBIKAMH KOHCTPYKTHBHOTO B3aHMMOJCHCTBHS B YCIOBHSX IHOJNHUKYJIBTYPHOTO OKPYXXEHHs, CIIOCOOHOCTBIO BBICTYIATh
MOCPEIHUKOM B Pa3pelIeHUH MEXKYIbTYPHBIX KOH(IUKTOB. (COOTHECEHO ¢ MHAUKaTopoM YK-5.2)

HaBplkamMu rpaxkIaHCKOIl aKkTHMBHOCTM M TIaTPHOTU3Ma, CHOCOOHOCTBIO ApryMEHTHPOBAHHO M YB@KHUTENBHO BECTU IUANOT,
HaBBIKAMH aHAIM3a W OIIEHKH WHQOpMaIuu, cCBOOOIONH COBECTH M NMPHUBEP)KEHHOCTHIO BBHICOKHM JIyXOBHO-HPaBCTBEHHBIM HJICaiaM.
(cootHeceHo ¢ naauKaropom YK-5.3)

Bnaners: Ilpuemamu mnpeonosieHuss BO3MOKHBIX 3aTpy[HEHHUH B MEXKKYJIbTYPHOM B3aUMOAECWCTBHUM, HABbIKAMU OpraHU3alUUd H
BEJICHUS JEJIOBBIX IIEPErOBOPOB, IIEPENNCKM M KOHCYJbTalMid Ha TPO(QECCHOHATLHOM YPOBHE, MCKYCCTBOM IyOIMYHOH
MPE3EeHTAIlH Ha HHOCTPAHHOM sI3bIKe. (COOTHecCeHO ¢ mHankaropom OITK-4)

Hagbikamu 3¢ (eKTUBHOTO B3aUMOAEHCTBUSI C IPEACTaBUTENAMH PA3HBIX KyIbTyp. (cooTHeceHo ¢ nHaukaropom OIIK-4.1)

HaBbikamu criejoBaHHs ATUYECKUM M COLIMOKYIBTYPHBIM HOpMaM MHOSI3BIYHOTO 00IecTBa. (CooTHECeHO ¢ nHAuKaropoM OITK-4.2)
OTHKETHRIMA (OPMYyJIaMH ¥ PEUbI0, HCIOIB3YEeMBIMH B MEXBSI3BIKOBOM H MEXKKYJIBTYPHOM OOIICHWM, HABBIKAMH aJIalTalliH
CBOCTO TOBEICHHSA M PEYM K OCOOEHHOCTSM APYTOro S3BIKA WM KyIbTYpHI, IIPHEMaMH MPEOAOJICHHS BO3MOXKHBIX KyJIbTYpPHBIX
0GapbepoB 1 HEAOTIOHUMaHUS. (COOTHEeceHO ¢ nHankaropom OITK-4.3)

3. CTPYKTYPA U COAEPKAHUE JTUCIUIIJINHBI

Pazgea 1. Unit 1.«OcHOBHBIE IIOHATHUS! HHTEPIPETALMOHHOI0 AHAIU32>

Bup 3ansrus / Cemectp /| Kommuectno
Ne HaumeHoBaHHe TeMbI, KPaTKoe co/lepKaHUe Komnerenunn
pa6otsl / popma ITA Kypc 4acoB
YK-5
OIIK-4
Tema 1. «OcHOBHBIE MOHATHUS HHTEPIPETAOHHOTO aHATHU3) OIK-4 1
Tema 1.1. « IIpenmer, conepskaHue U 3aa4y HHTEPIPETALUH TEKCTa). OIK- 4'2
1.1 | Tema 1.2. « OcHOBHBIEC HAPaBIECHUS HWHTEPIPETAOHHOTO AHATH3. JlexunoHHBIE 3aHATHA 2 8 OIK- 4'3
Tema 1.3. «OcHOBHBIE TOHATHA  HMHTEPNPETAUOHHOIO aAHAIM3A. VK-5 1
CoBpeMEeHHBIE TIO/IX0/IbI K aHATTH3Y TEKCTa. VK-5.2
YK-5.3
YK-5
OIlK-4
Tema 1. .«OcHOBHBIE OHATHS HUHTEPIPETALNOHHOTO AHATH3A». OIIK-4.1
12 Tema 1.1. «OcHOBHBIE TIOHATHA  WHTEPIPETANMOHHOTO AHAIM3A. [IpaxTnaeckue 2 6 OIIK-4.2
: CoBpeMeHHbIE MOAX0AbI K aHATHU3Y TEKCTay. 3aHATHSA OIIK-4.3
Tema 1.2. «OcHOBHBIE HANPABICHHS HHTEPIPETALUOHHOTO aHATH3a». YK-5.1
YK-5.2
VYK-5.3




VK-5

Tema 1. CemanTuka nekoaupoBanusi. Poib uHTEepmpeTaropa. OIIK-4
Tema 1.1. «McTopuyeckuii ¥ COLMATBHBIA KOHTEKCT IPOU3BEICHHUS. OITK-4.1
Temaruueckoe U UEeHHOE COAEPIKAHNE TEKCTa. CamocrosTenbHas OIIK-4.2
1.3 . 2 18
Tema  1.2. KOMIOHEHTHI  3HA4YEHHS. IIpenMeTHO-IOTUYECKUIA, pabora OIIK-4.3
SMOLIMOHATEHO-)KCIIPECCUBHBI M OIICHOYHBIH KOMIIOHEHTHI 3HAYCHHS VK-5.1
CIIOB@). YK-5.2
YK-5.3
Paznes 2. Unit 2. « JINHrBUCTHYeCKHEe CIOCO0BI IepeAayd U PACKPLITHA 3aMbICJIa aBTOPa»
Bua 3ansartus / Cemecrtp /| KosmuectBo
Ne HanmeHoBaHHe TeMbl, KPaTKOE cOdep:KaHNe Komnerenuun
patotsl / popma IMA Kypce 4acoB
Tema 2.«JIMHIBUCTHYECKHE CIIOCOOBI IEPEladd W PACKPHITHS 3aMbICiia VK-5
aBTOp. OIK-4
Tema 2.1 «KoMmmiekc JIMHIBUCTHYECKHX U JKCTPATMHIBUCTHYECKUX OIK-4 1
CPEACTB TEpedadyd M PacKpBITHA 3aMbIcia aBTOpa (B XapakTEpPHCTHKE OIK 4'2
2.1 |mepcoHaxa, CO3MaHUM aTMOC(EPBI TEKCTa)». JlexunoHHBIE 3aHATHA 2 10 OIK 4'3
Tema 2.2 « Cucrema 00pa3oB Kak BBIPLKEHHE €IMHCTBa (OPMBI U VK-5 1
COJIEPIKAHU. VK 5'2
Tema 2.3 «Pomp (kocBeHHOI) neramm/ perameil. [lonstne u crocoObI VK 5'3
TEKCTOBOI1 KOTe3HH. )
VK-5
Tema 2.«JIMHTBHCTHYECKHE CIIOCOOBI INEpeladd M PACKPBITHSA 3amblciia OITK-4
aBTOp).
P « . OIIK-4.1
Tema 2.1. «CocraBneHue ‘“‘web-map” KIHOYEBBIX (pa3 MpPOU3BEACHHS.
IpakTHyeckue OIIK-4.2
2.2 | Ponp NEKCHKO-CEMaHTHYECKOTO ITOBTOPA. 2 12
. 3aHATHS OIIK-4.3
Tema 2.2. «Cpencra co3aHus S36IKOBON BBIPA3UTEIBHOCTH TEKCTa). VK-5.1
Tema 2.3. « KoHBepreHIuss JIHHTBUCTHYECKUX CPEACTB CO3TAHHSI VK 5'2
oOpazay. VK 5'3
Tema 2.«JIMHTBHCTHYECKHE CIIOCOOBI INEepeladd M PaCKPBITHSA 3amblciia YK-5
aBTOPA» OIIK-4
Tema 2.1. AccouuaTHBHBII XapakTep CBS3M MEXKIY CHMBOJIOM U OIIK-4.1
53 |mOHATHEM. Juddepennmanust  cioBapHoro cocraBa coBpeMeHHOro [ CamocTosiTenbHas 2 18 OI1K-4.2
’ AHTJIMHCKOTO SI3BIKA. pabota OI1K-4.3
Tema 2.2. Ananu3 poHOrpadMuecKuX CTUITUCTUUECKUX CPE/ICTB. YK-5.1
Tewma 2.3. AHanu3 JeKCUYECKUX CTHIINCTHYECKUX PECYPCOB. VK-5.2
Tema 2.4. AHaIN3 CUHTaKCUUECKUX CTUIIMCTUYECKUX CPejl YK-5.3
Paznean 3. Unit 3.«TekeT kak 00beKT JMHIBOCTHIMCTHYECKOI0 AHATHU3A)
Bup 3ansus / Cemectp /| KommyectBo
Ne HanmeHoBaHHe TeMbI, KPaTKoe colepKaHUe Komnerenunn
pa6otsl / popma ITA Kypc 4acoB
Tema 3. «TekcT Kak 0OBEKT JIMHIBOCTHIMCTUYECKOTO aHATTH3aY. YVK-5
Tema 3.1. « IlorsTHe U cIOCOOBI TEKCTOBOI KOTE3HH. OIIK-4
Oco0eHHOCTH KOMITO3HIIMOHHOTO TIOCTPOCHHUS M PACKPBITHE 3aMbICIa. OIIK-4.1
Tema 3.2. «Croxet u npobiemaruka. IpaxkTuueckue OIIK-4.2
3.1 . 3 16
Brienenne 10ruueckux COCTaBHbIX YacTel TEKCTay. 3aHATHS OIIK-4.3
Tema 3.3. « Ponp quanora v moarekcra B KOMIIIEKCHOM aHAITH3EY. VK-5.1
Tema 3.4. «KoHTpacT W KOH(IMKT Kak CIIOCOO PAcKpBITHS 3aMbiClia. YK-5.2
BapuanTel HHTEpIIpETaUU TEKCTaY. YK-5.3
Tema 3. «KoOMIUIEKCHBIM aHaIM3- MHTEPIpPETalys XyJ0XKECTBEHHOIO VK-5
TEKCTa. OTIK-4
Tema 3.1. «AHanmu3 TEKCTOBOU KOTe3H1H, ocoOeHHOCTe! OIK-4.1
KOMIO3UIIHOHHOT'O TIOCTPOCHUS U PACKPBITHS 3aMbICII». ’
t p packp [pakTHyeckue OIIK-4.2
3.2 [Tema3.2. «MuTepnperaius cioxera u npooIeMaTHKU. 3 18
N 3aHATHS OIIK-4.3
Be1ienienne 10rn4ecKux COCTaBHBIX YacTeH TEKCTa). VK-5.1
Tema 3.3. «MHTepmperamust [auagora M MOATEKCTa B KOMIUIEKCHOM VK 5'2
AHAIIU3e. VK 5'3
Tewma 3.4. BapuaHTbl KOMIUIEKCHON WHTEPIIPETAIIMN TEKCTA. )
Tema 3. «KoMIulekCHBI aHaIM3 - HMHTEpPIpETanus XyJOXKECTBEHHOTO VK-5
TEKCTa» OTK-4
Tema 3.1. OOpa3 aBTopa. AHamM3 COLMATBHO-ITUYECKOW MO3UIMU OIK-4 1
aBTOpA. ’
P CamocTosTenbHast OIIK-4.2
33 |Tema 3.2. ABropckue HeoJOrH3Mbl. HampaBieHue akueHTyaluuu B 3 24
pabota OIIK-4.3
cpaBHeHHMsX. ABTOpCKas MeTadopa. VK-5.1
Tema 3.3. Ponb petanu. VK 5'2
Tewma 3.4. CriocoObl XapaKTepUCTHKNA OCHOBHBIX IEPCOHAKEH. VK 5'3
Tewma 3.5. KommekcHBIH THHTBOCTHIIMCTHYECKUI aHATN3 TEKCTA. )
YK-5
HroroBbie paboTHI: CaMOCTOSTe b A OIIK-4
3.4 [1.Pedepar. 3 14 OIIK-4.1
pabota
2. AHaU3 U HHTEPIPETanus Xy10KEeCTBEHHOTIO TeKCTa. OIIK-4.2

OIIK-4.3




YK-5.1
VK-5.2
VK-5.3

35

HOI{FOTOBKa K HpOMe)I(yTOqHOﬁ arTeCTauuu

3auer 3

VK-5
OIIK-4
OIIK-4.1
OIIK-4.2
OIIK-4.3
YK-5.1
YK-5.2
YK-5.3

4. ®OHJ1 OHEHOYHBIX CPEJICTB

CrpykTypa W colepkaHue (OHIA OIICHOYHBIX CpPEACTB JUIS TMPOBEACHUS TEKYLIEr0 KOHTPOJII M HMPOMEXKYTOYHOW arTecTaluu
npencrapieHsbl B [Ipunoxenun 1 k pabodeid mporpaMMe TUCIUTUTAHBL.

5. YAEBHO-METOJHUYECKOE 1 TH®OPMAIIMOHHOE OBECIIEYEHUE JUCIUIIJINHBI

5.1. YueOHble, HAyYHbIE U METOAUYECKHE U3TAHUS

ABTOpBHI, bubnuorexa /
3armaBue UzparenscTBO, TOX
COCTaBUTEIN Konugecto
1 Kpsuiosa, Ombra JluarBuCcTHYECKas CTHINCTHKA: yueb. mocobue must | M.: Beicmr. mik., 2006 15 axs3.
AnekceeBHa CTYJICHTOB BBICIIL. yue0. 3aBeICHHUH, 00yYarOLIHXCS
o ¢uonor. cret. B 2 xH.
2 Kpsinosa, Onbsra JluHrBucTHYECKast CTHINCTHKA: yueb. mocobue st | M.: Beicmr. mik., 2006 15 oK.
AJnekceeBHA CTYJICHTOB BBICII. yueO. 3aBeICHUM, 00yYarOIIIXCs
10 (DHIIOJIOT. CICHHATBHOCTSIM: B 2 KH.
3 BbaGenko JL.T., JIMHTBUCTHYECKHI aHATHU3 XY10KECTBEHHOTO M.: ®nunTa: Hayka, 2005 15 oK3.
Kazapun 10.B. TEKCTa: TEOPHs U MIPAKTHUKA: yued., IPaKTUKYM:
JUISL CTY/ICHTOB BBICII. yueO. 3aBeCHHH,
OIOYHAOIIMXCS TI0 crieluanbHoCcTy "Dumonorus”
4 Bpannec M. I1. CrunucTrka TekcTa: TeopeTHaeckuii Kypce: Mockga: [Iporpecc- http://biblioclub.ru/index
YYEOHUK Tpanurus, 2004 -php?
page=book&id=45095
5 Kyxapenko B. A. IMpakTHKyM IO CTHIMCTUKE AHTITMACKOTO S3bIKA: Mocksa: ®JIMHTA, 2016 | http://biblioclub.ru/index
y4eOHoe mocodue .php?
page=book&id=83381
6 Bamkarosa FO. A., HUcropus nureparypst Beraukobpuranuu u CIIA Kemeposo: Kemeposckuit http://biblioclub.ru/index
Jlymankosa I'. U. XIX-XXI BB.: HHTEpIIPETAUS TEKCTA: yueOHOe rOCYAapCTBEHHBIN .php?
rnocooue yHmBepcnter, 2014 page=book&id=278310
7 Bonruna E. A. Crunuctrueckuil aHanu3 TekcTa: yueOHoe mocodbue | Poctos-ua-Jlony: FOxwubrii | http:/biblioclub.ru/index
(beneparbHbIi .php?
YHUBEPCHUTET, 2015 page:book&1d=462051
8 Benozeposa H. H., Approaches to text analysis: yaeOHOe TocOOHE Tromenb: TroMeHCKuUI http://biblioclub.ru/index
oxomapesa E. FO. rOCYIapCTBEHHBIH -php?
yHHuBepcureT, 2012 page=book&id=571890
9 CrypoBa E. A. AHaTMTHYECKOE YTCHHUE LIAT 3a IIaroM: ydyeOHoe JIunenx: Jlunenknii http://biblioclub.ru/index
nocoOue Mo aHITMHCKOMY SI3BIKY JUIS CTYICHTOB roCyIapCTBEHHBIH -php?
CTapIIMX KypCcOB: y4eOHOE TIocoOme e IarOTHIeCKHUi page=book&id=576894
yHuBepcuteT umenu ILI1.
CemeHoBa-TsH-
IITanckoro, 2018
10 [[Iuposa M. A., MHOroMepHOCTb TEKCTa: HOHUMAHHUE U Cankr-IletepOypr: http://biblioclub.ru/index

I'onuapoBa E. A.

UHTepIpeTanys: yaeOHoe mocodue

Poccuiickuii
TOCYIapCTBEHHBIN

e Jaroru4eCcKuii
yHuBepcuteT uMm. A .
I'epuena (PI'TIY), 2018

.php?
page=book&id=577907

5.1. YueOHble, HayYHble H METOAMYECKUE U3TAHUSA

ABTODHI, Bubnmorexa /
3arnasue H3narenscTBo, rof
COCTaBUTEIHN Komuuectso
1 babenxo JL.T'., JIMHrBUCTHYECKUI aHATN3 Xy 10)KECTBEHHOTO Exarepun0ypr: U3a-o 5 9K3.

Bacunbses U.E.

TekcTa: Y4el. A1 CTYJeHTOB BBICII. yuel.
3aBefieHnH, o0y4aronmxcs 1o cren. "dunonorus”

VYpan. ya-ta, 2000




ABTODHI, Bubmmotexa /
3arnasue W3 parenscTBO, TOJI
COCTaBUTEIHU KomnngectBo
Babenko, JlrogMuia OUIIOIOTHYECKU I aHATN3 TEKCTA: OCHOBBI TEOPHUH, ExarepunOypr: U3a-Bo 4 5K3.

I'puropseBHa NPUHIIMIBI ¥ ACTICKTHI aHATH3a: y4e0. 11 VYpan. yH-ta,
CTYZAEHTOB (HIIOIN. CIiel. By30B
UBanosa JI. M. JluteparypHblii aHaM3 TEKCTa (IS CTYACHTOB Eneu: Eneuxwuit http://biblioclub.ru/index

Hes13bIKOBBIX BY30B): yueGHOe mocoOue

TOCYIapCTBEHHBII
yHuBepcutet um. 1. A.
Bynuna, 2010

.php?
page=book&id=272129

XpecToMarus 10 Kypcy «AHATHTHUECKOE YTCHHEN:
METOJUIECKHE PEKOMEHAINN JUIS CTYAEHTOB 3-TO
1 4-r0 KypCcOB II0 HalPaBICHUIO TIOJTOTOBKI
OakanaBpuara 050100 «Ilenarormueckoe
o0pazoBaHue», IPOYHITH TTOATOTOBKI
«VHOCTpaHHBIH SA3BIK»: METOIUYECKOE TT0CO0He

Cankr-IletepOypr:
WuctuTyT crienuanbHON
Ie1IarOTUKU U
ncuxojioruu, 2014

http://biblioclub.ru/index

.php?
page=book&id=438757

Depanuna JI. U.

WHTepnperarys TeKCTa: IEKTPOHHOE YIeOHO-
METOIMYECKOE II0cO0Ue: METOJUYECKOe 110codue

Kemeposo: Kemeposckuii
rOCyIapCTBEHHBIN
yHuBepcurert, 2017

http://biblioclub.ru/index
.php?
page=book&id=481507

I'ypoukuna A. T.,

SI3BIK ¥ TEKCT B aHTPOIIOMEPHOM HayKe:

Cankr-ITetepOypr:

http://biblioclub.ru/index

Boponmosa T. U., MoOHoOTpahus Poccuiickuit -php?
[uposa U. A., FOCy,I[apCTBeHHHﬁ page:book&id:577933
Aukacos A. B., MeAarorHYecKuii
lonuaposa E. A., yHHUBepcHUTET uM. A.U.
[luposa M. A. Tepuena (PTTIY), 2018
7 HBanosa-JIykpssHOBa XyIn0o)KeCTBEHHBIH TEKCT: YCIBIIATh U MOHSTH! Mocksa: ®JIMHTA, 2018 | http://biblioclub.ru/index
I' H. yaeGHOe ocoOue It CTyJeHTOB (DHIIOIOTHIECKIX .php?
CHeNUaTbHOCTEH: yueOHOe mocoone page=book&id=607326
8 Bonneipesa, M. M., CTUIMCTUYECKUH aHAIN3 XY10°KECTBEHHOTO Mocksa: [Ipocemenue, 16 2k3.

Bonnuna, 1. A. TEKCTa: yueOHOE OCOOHe sl CTYACHTOB e/, IO

CIICILI. UH.A3.

1988

5.2. IIpodeccuoHanbHbie 6a3bl JAHHBIX U HH(POPMALMOHHBIE CIIPABOYHbIE CHCTEMBbI

Hayunas snexrponnas 6ubimmnoreka (HIb)http://www.elibrary.ru/
KubGepJlennnka http://cyberleninka.ru/
baza HayuHbIxX crareit n3marenbcTBa «I'pamorta» (http://www.gramota.net/materials.html)

5.3. [lepeveHb MPOrpaMMHOro obecreyeHust

OpenOffice

5.4. YueOHO-MeTOAMYECKHE MaTepuaJabl 1/ oﬁyqammnxcﬂ C OrpaHUYC€HHBIMH BO3MOKHOCTSIMH 310POBbSA

IIpn HeoOXOAMMOCTH IO 3aiBICHUIO OOYYAOMETOCS C OrPaHMYCHHBIMH BO3MOXHOCTSIMH 37I0pPOBbS  y4eOHO-METONUYECKHE
MaTepHanbl MPeAOoCTaBIAIOTCA B (OpMax, agaNTUPOBAHHBIX K OTPaHMYEHHUSIM 3I0pOBbs M BocHpusTus uH(opmarmu. [ns mui c
HapyIICHUSIMU 3peHus: B Qopme ayanodaiina;, B medarHoid ¢opme yBenudeHHbIM mpudrom. s num ¢ HapyIICHHSIMH CIyXa: B
(opMe HIIEKTPOHHOTO IOKYMEHTa, B IedarHod ¢Qopme. s U ¢ HapyMICHHSMH OIOPHO-IBHTATEIFHOTO ammapara: B (opme
3JIEKTPOHHOTO JOKYMEHTa; B EUaTHOH opme.

6. MATEPUAJIBHO-TEXHUYECKOE OBECIIEYEHUWE JUCHUIIJINHBI

IMomemeHus Ui BceX BUIOB pabOT, MPEIyCMOTPCHHBIX yYEOHBIM IUIAHOM, YKOMIUICKTOBaHBI HEOOXOIMMOW CHENHaTN3UPOBAaHHON
y4eOHOI MeOeTbIO M TEXHUUECKUMH CPEICTBaMU O0YUICHUS:

- CTOIIBI, CTYJIBS;

- MEPCOHATBHBINA KOMITBIOTEDP / HOYTOYK (TIEpEeHOCHOH);

- IPOEKTOP;

- 9KpaH / UHTepaKTUBHAS TOCKA.

7. METOAUYECKHUE YKA3AHUSA 1JISA OBYYAIOIIUXCA IO OCBOEHHUIO JTUCIIUITJINHBI

Mertoauueckre yKa3aHuUs 0 OCBOCHHIO UCIUILIMHEI IPEACTaBICHHI B [Ipunoxkennn 2 x pabodel mporpaMmMe JUCIUILIAHEL.




®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

YK-5: Cnioco0eH BOCIPUHUMATH MEKKYJIbTYPHOE Pa3Ho00pa3ue 0011eCTBA B COLUAIBLHO-
HCTOPUYECKOM, 3ITHYECKOM M (p1j10coPCcKOM KOHTEKCTaX

3nanus:

OCHOBHBIE
(dhoHeTnueckue,
JIEKCUYECKHe,
rpaMMaTHYecKue
CJIIOBOOOpa30BaTEIbHBIC
SIBJIICHUS u
3aKOHOMEPHOCTH
(hYHKIIMOHUPOBAHUS
H3y4aeMoro
MHOCTPAHHOTO S3bIKa B
ero (hyHKIIMOHAJIBHBIX
Pa3HOBUIHOCTSIX,
CTpaTeruu YCTHOTO U
MUCBMEHHOTO OOIIEeHUs
Ha aHTTUHCKOM SI3bIKE B
3aJJaHHOM
CTHJIMCTUYECKOM
(YHKIIMOHATTBHOM
peructpe

N3yuaer, umiet u cobupaer
HEOOXOUMYIO
nH(pOpMaLTUIO

JUTS peIIeHUs 3a1a4
MEKJINYHOCTHOIO U
MEXKYJIbTYPHOTO
B3aMOJIEHCTBUA

[TonmHoe, pa3BepHyTOE,
TPaMOTHOE U
JIOTUYECKOE U3JIOKEHUE
BOIIPOCA; MPAaBUILHOCTh
BBITIOJTHEHHS TECTOBOTO
3aaHus

I103 — npakTuko-
OPHUEHTUPOBAHHBIC
samaaudg — I, 11, IV

P — pedepar (temsr 1-25)
3 — BOIPOCHI K 3a4ETy
(Bompocsr 1-23)

Ymenus:
BBICTPauBAThH

CTpaTerni0 YyCTHOTO U
MUCBMEHHOTO OOIIeHUs
Ha H3yd4aeMoM
WHOCTPAaHHOM SI3BIKE B
COOTBETCTBUU C
(G yHKIIMOHATBHO-

CTHJIMCTUYECKIUMHU

Pemaer IIPaKTUKO-
OPUCHTHPOBAHHBIC 3aIaHNA

ITomaoTa n
MIPAaBUJILHOCTb PELIEHHUS,
HaJIN4YHhe BBIBOJIBI

P — pedepar (temsr 1-25)
IT — nmpesenrarmu (1-18)




3agadyaMu n

0COOCHHOCTSIMHU
M3y4aemMoro SI3BIKA,
pemiaTh 3aJjaun
MEKJIUYHOCTHOTO i
MEXKYJIbTYPHOTO
B3aHUMO/JICHCTBHSL.
Haesvixu: Pemraer 3agaun | Hamruwme npoBeaeHHOTO
MEKITHIHOCTHOTO U | aHaIM3a ¥ rpaMOTHAs P — pedepar (Tembil-25)
BBICTPANBAaTh MEKKYITBTYPHOTO UHTEpIpEeTanns IT — npe3enrarmu(1-18)
CTPATerHiO YCTHOTO H | paapnioneiicTBy, IIOTy4CHHBIX T-1.2
ITHCHMEHHOTO OOIICHHS pe3ynbTaToB 3 — BOIPOCHI K 3a4€Ty

Ha n3y4aeMoM
MHOCTPAaHHOM $I3BIKE B
COOTBETCTBUU C
(GyHKIIMOHATIBHO-
CTHITMCTUIECKUMU
3a/layaMu "
0COOEHHOCTSIMU
U3y4aeMoro
IIPUMEHSATh

CTUJIMCTHYCCKH

SI3BIKA,

IPaMOTHO
BBICTPOCHHBIC
KOHCTPYKIIUH
MTOCTPOCHHUS
COOCTBEHHBIX

B XOJE

BBICKA3bIBAHUI

(dhopMyIUpyeT BBIBOJIBI HA
OCHOBE aHAIIN3a
(yHKIIMOHATIBHO-
CTHJINCTUICCKHX,
CUTYAITMOHHBIX
JIMHTBOCOITMOKYJIBTYPHBIX
ocobeHHoCTEH
M3y4aeMoro si3bIKa C
MIPUMEHEHUEM
pohecCHoHATBHBIX
3HAHUN U YMEHUU

(Bompockr 1-23)

OIIK-4: Cnoco6eH ocylniecTBIATh MEXKbA3BIKOBOE
NUCbMEHHOM

¢popmax kak B 001eii, Tak U npodeccoHAIbHOI cde

U MEXKKYJbTYPHOE B3aMO/IelicTBHEe B YCTHOM U

ax o0LIeHHus

Bunanus:
pa3HOYpPOBHEBBIE U
Pa3HOPErUCTPOBHIC
SI3LIKOBBIE CPEJICTBA

Nzyuaer unpopmanuio o
pa3IMYHBIX AUCKYypcax
SI3BIKA, O CTUIIUCTUYECKOMN
rpajaiuy cioBaps

[TonHoe, pa3BepHyTOE,
rpaMOTHOE U
JIOTUYECKOE U3TIOKEHUE
BOIIPOCA; MPAaBUIBLHOCTD
BBITIOJTHEHHSI TECTOBBIX

C — cobecenoBanune
(Bompocsr 1-30)
I1-1-18

P-1-25

3alaHUui
Ymenua: Pemraer nmpaktuko- Jlexcuxo- I103 — npakTuKo-
BBIPAKaTh MBICIIU Ha OpUEHTUPOBAHHbIE 33/1aHUS | FpaMMaTHYECKast OpUEHTHPOBAaHHbBIE
aHTJIMICKOM SI3BIKE, C yueToM 0cobeHHOCTEH HOJIHOTa OTBETOB U 3aJjaHus
a/IEKBaTHO HCIIOJIB3YS 0TOOpa JEKCUKH cOOOpa3HO | MPaBUIIbHOCTh (1n-1v)

pa3HooOpa3HbIe
S3BIKOBBIE CPE/ICTBA C
LEJIBbIO BBIJICTICHUS
peneBaHTHOM
nH(bOopMaluu.

BBIOPAHHOW CUTYyaIllK
oO111eHUsL.

BBITIOJTHCHU A SaﬂaHHﬁ,
HaJIM4HU € BBIBOJOB.

Hasvixu:

Bnageer HaBeIkaMu

[losiHOE, pa3BepHyTOE,

1103 — npakTHUKo-




KOMMYHHUKaTHBHO- KOPPEKTHOTO
KOPPEKTHOE BBIPAKEHHUE | UCIIOJIb30BAHUS JIEKCUKH
MBICJIM Ha QHIVIMMCKOM | pa3JIMYHbIX PETUCTPOB

IrpaMOTHOE U
JIOTHYECKOE U3JI0KEHUE
BOIIPOCA; NPABUIIBHOCTD

OpI/IeHTI/IpOBaHHBIe
3alaHusA
(11-1V)

SI3BIKE CO00pa3HO CUTyaIuu BBITIOJTHEHUSI 3a]JaHUM. P — pedepar (Tembil-25)
OOIICHNUS TSI TOCTHXKEHUS [T — npe3enranmu(1-18)
KOMMYHHUKATHBHBIX LIEJICH. T —Tect (1-2)

3 — BONPOCHI K 3a4ETy
(Bompocsl 1-23)

1.2 IIkaabl OLleHUBAHUSA:

Texymmuii KOHTPOJIb YCIIEBAEMOCTH W MPOMEKYTOYHAS aTTECTAIMs OCYIIECTBISIETCS B
pamMKax HaKOMUTEIbHON OAJUIbHO-PEUTUHTOBOM crucTeMbl B 100-0aiiibHOM HIKae:

dopma KOHTPOJISI — 3a4eT:

50-100 6amnnoB (3a4TeHO)

0-49 GayoB (He 3a4TEHO)

84-100 6anoB (OLEHKa «OTIMIHO)

67-83 6ayIoB (OIIEHKA «XOPOIIIO)

50-66 6am1oB (OIEHKA «YIOBICTBOPUTEIHHO))

0-49 GayoB (OIICHKA «HEYIOBICTBOPUTEIHLHO))

2 TumnoBble KOHTPOJIbHbIC 32JaHUSl WJIM HHBbIE MaTepHaJbl, HEOOXOAUMBIE /ISl OLEHKH
3HAHMH, YMEHHUI, HABBIKOB M (MJIM) ONbITA JEATEJbHOCTH, XaPAKTEPU3YIOLIUX 3Talbl
(popMupoBaHNs KOMIIETEHIUI B IIpoLecce 0CBOEHHs 00pa30BaTeIbHOM POrpPaMMBbl
KoHTpoJibHBIE BONIPOCHI /IJIsl MPOBEeHUs] TEKYLIEro KOHTPoJis (codeceqoBanme).

Questions 2,3 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.
2L.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\Nhat is the foundation of the simile?
25What is the key of the simile?
26.What is a trite simile? Give examples.
27What is an epic simile?
28What is a disguised simile?
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:
[Ipn TekymeM koHTposie (coOeceqoBaHMM Ha MPAKTUYECKUX 3aHATUSAX) 32 OTBET Ha BOIPOC
CTYAEHT MOXET MOJyYUTh MaKCUMaJIbHO 2 Oasa.
2 Oamna BBICTaBISIETCS CTYAEGHTY, €CIM UW3JIOKEHHBIM MaTepuan (DaKTUYECKH BEPEH,
JEMOHCTPUPYETCS HaJIW4YMe TIJIYOOKMX MCUEpPIBIBAOIINX 3HAHUM B 00JacTH H3y4yaemoro
BOIIpOCa, rpaMOTHOC, CB060I[H0€ " JIOTUYECKU CTpOfIHOG H3JIOKCHUEC MaTcpHraia
1 Ganna BBICTAaBIISIETCS CTYACHTY, €CIIM OTMCYACTCA HAIWNYHUEC AOCTATOYHO ITOJIHBIX 3HaHUN B
paMKax TEMbI; OOMYCKArOTCA OTACIBHBIC JIOTUYECKHUE W CTHIIMCTHYCCKHUEC IIOTPCIIHOCTU C
OTACIIBHBIMU oIMOKaMu
Bomnpocsl k 3au4ery 2, 3 cemectp.

1. ITonstue naTEepIpeTanuy TekcTa. CBsA3b MHTEPIIPETALIMU TEKCTA C APYTUMH
JUCHUIIIIMHAMH.

2. TekcT Kak 0OBEKT JTUHTBUCTHKH.

JluteparypHbie U HETUTEPATYPHBIE TEKCTh. DOPMBI XYI0KECTBEHHOM JIUTEPATYPHI.

3. CTuib Xy/I0)KECTBEHHON JTUTEPaTyphl. THIIBI TeKCTa (MIOBECTBOBAHUE, ONUCAHUE,
paccyxkaenue, quanor). CTuiaeBbie perucTpbl JJeKcuku. OOpa3HbI S3bIK
XyJI0’)KECTBEHHOM JIuTeparypsl. Tponbl. DUrypsl peuu.

4. CpenctBa co3/laHusi CBA3HOCTH TeKcTa. KOMIOHEHTHBIE OTHOIICHHUSI, OpraHUYECKUe
OTHOLLUEHUS, CTPYKTYpHAasi CBA3HOCTb.

5. Croxer u cTpykTypa crokera. CroxkeT. Buabl konuukToB. HanpsbkeHHOCTD TekcTa
U crocoObl ee co3iaHusl. TUIbl KOHIIOBOK U MX POJIb.

6. CTpyKTypHbIE 3JIEMEHTHI KOMIIO3UIUU: SKCIIO3ULINSA, 3aBSI3Ka, KyJIbMUHALUSA,
pasBsi3ka. TUIBI CTPYKTYpPHOM OpraHu3aluu TeKCTa (IpoCToe MOBECTBOBAHUE,
YCII0’KHEHHOE TIOBECTBOBAHUE, KOJIbIIEBAsI KOMITIO3UIIMS, PacCKa3 B PaccKase).

7. Ilepconaxu. [Ipsimbie U KOCBEHHBIE XapaKTEPUCTUKH MepcoHaXKel. THIIbI
nepcoHaxeit: "mockue" u "o0beMHbIe", TMHAMUYHBIE U CTaTHYHbIC. [[oHITHS
"mpotaroHuct" 1 "aHTAroHUCT" KaK KIIFOYEBbIC MTPU aHAJIU3E CUCTEMbI IEPCOHAXKEN 1
WX POJIK B KOH(IIHKTE.

8. «Touka 3penus». Tumnbl uznoxenus. [lonstus "aBTop" u "pacckazuuk" B CTpyKType
TekcTa. TOYKM 3peHust U BEIOOD TUIA XapaKTEPUCTHUKH MEPCOHAKEN.

9. [IpocTpaHCTBEHHO-BPEMEHHAsI OpraHU3allHsl TeKCTa. XPOHOTOM U €r0 POJib B
aHanuze Tekcta. OyHKIIMU IPOCTPaHCTBA U BpeMeHHU B TekcTe. Co3aanue atMocdepsl.
10. DMOTHBHOE MPOCTPAHCTBO TEKCTA. DMOTHUBHBIE CMBICIBI B CTPYKTYpe 00pasa
nepcoHaxa u aBropa. CenTumeHTanbpHOCTh. FOMOp (komenus, dapc) u ero
cocTtaBistonue. Buabl uponnu (BepOanbHast HPOHUS, UPOHUS CUTYAIIHH,
JpaMaTudecKasi HpOHUS).

11. SI3bIKOBBIE CPECTBA AKTYyAIH3AIMH COAepKaHus TeKcTa. CocoObl aKTyann3auu
TEKCTOBOM ToMUHAHTHI. COOTHOIIEHHE TEPMUHOB "OCHOBHAs uaed" u "Mopaib".
OdopmieHne TekcTa COOTBETCTBYIOIIUMU JIEKCUKO-CUHTAKCHUECKUMHU CPEJICTBAMU U
WX yIOTpeOIeHNe B CHIIbHBIX TEKCTOBBIX MO3UIUSX (3ariaBusi, snurpada),



IIOBTOPSIEMOCTH B TEKCTE (Mpeoliaianne rpaMMaTHUECKUX SIBJICHUN — TUIIA

rpaMMaTHYeCKON CTPYKTYpPHI, YACTH peur; peoOiIagaHne JIEKCUKU OTpeaeTICHHOM

TEMaTUYEeCKOH TPYIIIbI, TUIIA 3HAYCHHSI — IPSIMOE HOMHUHATUBHOE, MeTahopruIecKoe,

METOHMMMYECKOE, JIEKCUYECKOW KATErOpUN — CHHOHUMUS, aHTOHUMUS,

(GYHKIMOHATBHO-CTUIIUCTUYECKON OKPACKH JIEKCUKH U T.1I.).

12. Tema u unes Xy10’KECTBEHHOI'O IPOU3BEICHUSI.

13. OcHOBHBIE KATETOPUH XYJ0KECTBEHHOTO TEKCTA.

14. ITapapurmaTika 1 CHHTarMaThKa XyJ105K€CTBEHHOI'O TEKCTA.

15. @yHKIMS TEKCTOBOTO 3aroJjIOBKa.

16. ®yHKIIMOHUPOBAHHE UMEHU COOCTBEHHOTO B TEKCTE.

17. XynoxecTBeHHast J€TaIb.

18. CunbHas no3urusl.

19. Tunel, opMbl U cIIOCOOBI U3JI0KEHUS, IPEACTABIEHHBIE B Xy/J0’KECTBEHHOM

TEKCTE.

20. YpoBHH aKTyaJH3allH SI3bIKOBBIX €IHHII B XyJJO)KECTBEHHOM TEKCTE.

®oHorpapuyeckuil ypoBEHb.

21. MopdemHblil ypOBEHb.

22. Jlexcnueckuii ypoBeHb. CHHCEMAaHTHUYHAS M aBTOCEMaHTUYHAS JICKCHKA.

23. CHHTaKCUYeCKUH YPOBEHb.

Kpurepun oueHuBanus:
JUia  monmydeHUs  MOJOXKUTEJNBbHOM  OIEHKM BO  BpeMsl 3adeTa  CTYIEHT  JIOJDKEH
MIPOJIEMOHCTPUPOBATh 3HAHHE OCHOBHBIX MOHSATHI MCKYCCTBAa M JINTEPATYpbl; MCTOPHUUYECKUX
3MO0X, CTWUJIEHM W HaNpaBICHHM HCKYCCTBA W JIMTEPATYPHI; BBIJAIONIUXCS JEATENEH KaKIOH
KYJBTYPHOU 3MOXH U UX MPOU3BEIEHHS; OCHOBHBIX BUI0B XY/10’KECTBEHHOI'O TBOpYECTBA. A Tak
K€ JI0JDKEH YMEThb ONPEENATh OT/EIbHBIE POJbI U )KaHPbI JINTEPATYPhI; UCIIOIb30BaTh MOHATHS,
CBSI3aHHBIE CO CTPYKTYpPOH M S3BIKOM XYIO0’KECTBEHHOTO IPOU3BEICHUS; CaMOCTOSITEIBHO
aHAJIM3UPOBATh MPOU3BEICHHS UCKYCCTBA; OOBSICHAThH CBSI3U XY/105KECTBEHHOTO IIPOU3BEICHUS C
SMOXOH €ro co3JaHus, OOHApyKUBaTb CXOACTBO MNPOOJIEMAaTHMKM M TEMATUKU C JAPYTMMHU
MIPOU3BEJCHUAMU OXH.
IIpu oueHke oTBeTa CTyJIeHTa Ha BONpoc Owiera IpernojaBaTellb PYKOBOACTBYETCS
CIICAYIOIIMMHU KPUTEPUSIMHU:
- II0JIHOTA ¥ NTPABUJILHOCTh OTBETA;
- CTEIIeHb OCO3HAHHOCTH, IOHUMAHUS U3y4EHHOTO;
- SI3bIKOBOE O(POPMIICHHE OTBETA;
- BJIQJICHUE HAaBbIKAMM S13bIKOBOTO aHAJIM3a.
Otmetka «3ader» (50-100 6ansioB) cTaBUTCS, €CIH CTYACHT CyMe [IPOJIEMOHCTPHPOBATH 3HAHHE
OCHOBHBIX TEOPETUYECKUX BOIPOCOB IO TEMaM, BBIHOCHUMBIM Ha 3a4eT U IMPelyCMOTPEHHBIMU
pabouell mporpaMMoi JUCLUIUIMHBL; B 1IEJIOM, IOHUMAET CeUU(UKY KyIbTYPHO-UCTOPUUECKUX
IIPOLIECCOB, Pa30UpaeTcs B XyJOKECTBEHHBIX 3M0XaX, CTUISAX U HAIIPABIECHUAX; IEMOHCTPUPYET
3HaHUE TEKCTOB NPOU3BEJICHUH, YMEET HCIOJb30BaTh JUTEPATYpPHO-KPUTHUECKUE MaTepHallbl
IUIL apryMEHTAallud M CaMOCTOSITEJIbHBIX BBIBOJOB; CBOOOJHO BIAJEET JUTEPATypOBEIUECKOM
TEPMHUHOJIOTUEN; MOXKET aHAIU3UPOBATh JINTEPATYPHOE MPOU3BEACHUE B €IUHCTBE COJCPKAHUS
u GOopMBI; YMeeT u3jaraTb MaTepual MOCIeJ0BaTEeNbHO, JeNaTh HeoOXoaumble 0000IIeHUs U
BBIBO/Ibl; apr'yMEHTHPOBAHO OTBEYAET Ha BOIPOC, BBIABUrash HEOOXOJUMBIE TE3UCHI, MPUBOJS
pa3BHBAIOIIME MX JOBOJBI M J€NIasi COOTBETCTBYIOUINE BBIBOJIbI; YOBJIETBOPUTEIBHO OTBEYAET
Ha JIONOJIHUTENIBHBIE BOIPOCHI 10 OCHOBHBIM TE€MaM Kypca, 3a/JaBacMbI€ IPENOJABATEIEM C
LIEJIbI0  OTpEJINIEHUs] CTENEeHHM YCBOEHHUS H3y4yaeMoro CTyJAeHTaMu Matepuana. [pyOble
(akTHYeCcKre OMMOKU B OTBETE OTCYTCTBYIOT.
Otmetka «He3auer» (0-49 OamioB) CTaBUTCS, €CIIM CTYACHT OOHAPY)KMBAaeT HE3HAHHUE OOJIbIICH
YacTH MaTepuaa, J0MycKaeT OMMOKU B (POPMYIMPOBKE ONPEACTICHUN U MOHATHH, HCKaXKaroIue
UX CMBICH, OECIIOPSI0YHO U3JaraeT MaTepual, He OPUEHTUPYETCS B XYHA0KECTBEHHBIX 3I10XaX U
COOTBETCTBYIOIIMX MM CTHJISM M HaNpaBICHUSIM B HCKYCCTBE U JIMTEpAType; HE 3HAET



COACPKaHUA XYHOKCCTBCHHBIX HpOHSBCIICHPIfI, BBIHOCUMBIX Ha HU3Y4YCHUC, HC B COCTOSAHHU
OTBCTUTH HA JOIIOJIHUTCIBHBIC BOIIPOCHI.

Tembl MyJIbTUMeIMAHBIX NPE3eHTALIUH:

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.

Kputepun oueHuBaHus:

e 10-8 OamnoB - coxepkaHWe pabOTHl TOJHOCTBIO COOTBETCTBYET TeMe; TIyOOKO U
apryMEHTHPOBAHO DPACKPBIBACTCS TEMa; JOTMYECKOE M IIOCIIEAOBATEIFHOE HW3JIOKEHHE
MBICTICH; HANHMCAaHO TPAaBWIBHBIM  JIUTEPATYPHBIM  SI3BIKOM W CTHJIMCTHYECKH
COOTBETCTBYET COJICPYKAHHIO; 3aKIIOYCHUE COJCPIKUT BBIBOJIBI, IOTHYHO BBHITECKAIOIINE M3
COJIepKaHUsI OCHOBHOM YacTH;

e 7-5 0aioB - JOCTATOYHO IMOJIHO M YOSIUTEILHO PAaCKPhIBACTCS TEMA C HE3HAUYNUTEIIbHBIMU
OTKJIOHCHUSIMH OT HEe; B OCHOBHOW YaCTH JIOTUYHO, CBSI3HO, HO HEIOCTATOYHO TOJHO
JOKa3bIBACTCSI  BBIABUHYTBI ~ TE3UC, HMMCIOTCS  HE3HAYMTEIbHBIC  HApYIICHUS
MOCIIEIOBATEIILHOCTH B M3JIOKEHUHM MBICIICH; 3aKIIIOYEHUE COJCPXKUT BBIBOJIBI, JIOTUYHO
BBITCKAOIIUE U3 COJICPIKAHMSI OCHOBHOW YacCTH;

e 4-1 GasioB - B OCHOBHOM PACKpPBIBACTCS TeMa; JIaH BEPHBIA, HO OJHOCTOPOHHUN WIIU
HEJIOCTATOYHO TOJHBIN OTBET HAa TEMY; OOHAPYKUBACTCS HEIOCTATOYHOE YMCHHUE JIENIaTh
BBIBOJIBI U 00OOIIECHUS; BBIBOABI HE MOJIHOCTHIO COOTBETCTBYIOT COJIEPYKAHHIO OCHOBHOM
YacTH;

e () Oa/IOB - TEMa MOJIHOCTHIO HEPACKPHITA; XapPAKTEPU3YETCS CIIyUaitHBIM PACIIOJIOKEHUEM
MaTepualia, OTCYTCTBHEM CBSI3U MEX/Y YacTSIMH; BBIBOJBI HE BBITEKAIOT U3 OCHOBHOMU
4acTH; MHOTOYHCIIEHHBIE 3aMMCTBOBAHUS TEKCTA U3 APYTUX UCTOUHUKOB.

IIpakTnKoO-OpHeHTHPOBaHHbIE 3aJaHus 2,3 cemecTp
|. IIpencTaBuTh B YCTHOM M MUCHbMEHHOW (hopMe CIIEAYIOIIHNE aCeKThl MHTEPIIPETALH

XYAOXKECTBCHHOTO 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* 1 do not mean some such timid evasion
as "not too Dblatantly immoral®. It is not enough to say, with the
support of mountains of documentation from sociologists, psychi-

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

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

simultaneous, must be sequenced in the report. In some cases, a
chronological or logical sequence can in  English be partially or
completely  changed in  presentational order (e. g. told backwards);
when this is done, the referential structure of the tale is unaffected,
rut  the grammatical structure of the telling is radically altered.
Grammatical order 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  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. "l believe,” wrote Charles Dickens, after visiting such an
institution, "that very few men are capable of estimating the immense amount of torture and
agony which this dreadful punishment, prolonged for years, inflicts upon the sufferers.”
Yet, the idea persisted that men could be reformed (now we say "rehabilitated”) in such



hellholes - a grotesque derivation from the idea that man is not only perfectable but
rational enough to determine his behavior through self-interest.

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

IV. Extracts for Comprehensive Stylistic Analysis 2,3 cemecTp

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, | 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, | 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.

* % %

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.
| 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 | 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. I noticed that my teeth were chattering, and that
I was cold all over. I 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.

Kpurepuun oueHuBanus:

TeKyu;uﬁ KOHmMpPOJIb ocyuiecmejiiemcs Ha npakmudeCKux 3anaAnusix.

[Ipu Texymem KoHTpose (cobecenoBaHMM HA TPAKTHUECKUX 3aHATHAX) 32 OTBET Ha BOTPOC
CTYIEHT MOXET MOJIyYUTh MaKCUMaJbHO 2 Oasia.
2 Oaiia BBICTABISIETCS CTYICHTY, €CIU 3aJlaHHE BBITIOJIHEHO 0e3 OIMMOOK, NEMOHCTPUPYETCS
HAJIMYHE TPAKTUYECKOTO HAaBBIKA B 00JACTH HM3y4aeMOTO BOTPOCA, TPAMOTHOE W CBOOOJHOE
U3JI0KEHHE MaTepHasa
1 Gart BBICTABIISIETCS CTYJICHTY, €CJIM OTMEUYAETCsl HAIMYHE HEAOCTATOYHO YCTOMYMBOTO HAaBBIKA
B paMKaxX TEeMbI; JOMYCKAIOTCS OTACIbHBIE JIOTHYECKHE M CTHIMCTUYECKHE TOTPEIIHOCTH C
OTIENbHBIMU OIIHOKAMH.

Tembl pedepartos 2,3 cemecTp

1. Pa3sHoBHIHOCTH BHYTpEHHEHN pEeUn.

2. TuIBI TOBECTBOBAHUS B XYI0)KECTBEHHOM ITPOU3BEICHUH.

3. ®oHorpaduyecknil ypoBeHb aHaIM3a.

4, Peub nepconaka kak fneTanb oOpasa.

5. OO6pa3Has nmpupoa XyJA0>KECTBEHHOTO TEKCTa.

6. JleTanb 1 CUMBOJL.

7. OO6pa3 aBTOpa U peaau3anus 3aMbICIa.

8. Jlexcuueckuii ypoBEeHb KaK OCHOBHOM MCTOYHHUK MEPBUYHON 0Opa3HOCTH.
9. BrIpa3uTenbHOCTh CHHTAKCHCA.

10.  OcHoBHbIC HampaBJICHUS KOMIIJIEKCHOTO aHaJN3a.

11. OKCIUTAILIUTHOCTS U UMILUIHIIATHOCTb.

12. Axryanu3anus Ha YpOBHE TEKCTa.

13.  TekcT — KOHTEKCT — CUMBOJI - 3ar0JIOBOK.

14. MopdemHblil ypOBEHb aKTyallU3alllH SI3bIKOBBIX €IHMHHUIL B XYJI. TEKCTE.
15. MoaansHOCTh U KOHIENTYAJIbHOCTh TEKCTA.

16.  MunuBuayanbHO-aBTOpPCKas Mmapaaurma.

17. Poap OHOMAacTHUKH B UHTEPIPETALIUH.

18.  «lloTok co3HaHU» KaK Xy/I0’)KECTBEHHOE SIBJICHHUE.

19. ®yHKIMOHUPOBaHUE MOP(HEMHOI0 IOBTOPA B XYA0KECTBEHHOM IPOU3BEICHHUH.
20. «HnuBUAYaIbHBIC) 3HAKU IPENUHAHUS B Xy10’KECTBEHHOM TEKCTE.
21. MoanbHOCTb KaK KaTeropus Xy105KeCTBEHHOTO TEKCTa.
22. Posnb ayrouasiora B XyJ105KeCTBEHHOM IIPOU3BEICHUH.
23. IloaTeKCT B XyJO’KECTBEHHOM ITPOU3BEICHUU.
24. ®yHKIMOHUPOBAHNUE AaHTPOIIOHUMOB B XY/10KECTBEHHOM TEKCTE.
25. CTUIMCTHYECKOE HCIIOIb30BaHNE CHIKEHHOM JIeKCUKH B ITpou3BeaeHnu A. CennHmakepa
«Han mponacTsio BO pokm».
Kpurtepun onenuBanus:

e 12-9 OGammoB - coaepxkaHHe pabOThl TMOJHOCTHIO COOTBETCTBYET TeMe; TIIyOOKO U
apryMEHTHPOBAHO PACKPBIBACTCA TEMa; JIOTMYECKOE W TOCIEeI0BATEIbHOE HU3IOKEHUE
MBICIIEH; HANMUCAaHO TPABWIBLHBIM  JUTEPATYpHBIM  SI3BIKOM W CTHJIUCTHYECKU
COOTBETCTBYET COJCPNKAHUIO; 3aKIIOYCHHUE COJIEPKUT BBIBOJIBI, JIOTUYHO BBHITEKAIOIINE U3
COJIep>KaHusl OCHOBHOM 4acTH;

e 8-5 0aioB - 1OCTaTOYHO MOJHO U YOSTUTENLHO PACKPHIBACTCS T€Ma C HE3HAYUTEIHbHBIMU
OTKJIOHEHHSMH OT Hee, B OCHOBHOH YacTH JIOTMYHO, CBSI3HO, HO HEAOCTATOYHO ITOJIHO



JIOKa3bIBAa€TCSl  BBIABUHYTBIH  TE3UC;  HMMEIOTCS  HE3HAUUTENIbHbIE  HAPYIIECHHUS
IIOCJIEOBATEIBLHOCTH B U3JI0)KEHUM MBICIIEH; 3aKIOYEHUE COJIEPKUT BBIBOJIBI, JIOTMUHO
BBITEKAIOLIUE U3 COJEPKAHUS OCHOBHOM 4acTy;

4-1 6amioB - B OCHOBHOM pAacKpbIBAaeTCS TE€Ma; JaH BEPHBIA, HO OJHOCTOPOHHHN WIH
HEJ0CTAaTOYHO IOJIHBIM OTBET HAa TEMY; OOHapY)KMUBAETCsl HEIOCTATOYHOE YMEHHE JIeNIaTh
BBIBOJIBI U 00O0OIIEHUS; BBIBOIBI HE MOJHOCTHIO COOTBETCTBYIOT COJECPKAHUIO OCHOBHOMU
4acTy;

0 6ayuI0B - TEMa MOJIHOCTHIO HEPACKPHITA; XapAKTEPU3YETCS CIyYallHbIM PACIIOJIOKEHUEM
Marepuaga, OTCYTCTBUEM CBSI3M MEXIY YacTsIMH; BbIBOJbI HE BBITEKAlOT U3 OCHOBHOM
4acTH; MHOTOYMCIIEHHBIE 3aMMCTBOBAHUS TEKCTA U3 IPYTMX UCTOUYHUKOB.

TESTS

Test I. Stylistic Semasiology 2 cemecTp

1. Stylistic semasiology deals with:

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

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

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

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

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

4. Figures of quantity include:

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

c) antithesis, oxymoron.

5. Periphrasis is based upon:

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

C) transfer by contrast.



6. Epithet belongs to

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

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

8. Simile belongs to

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

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

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

a) metonymy;
b) metaphor;
C) irony.
TEST 11 3 cemecTp

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;

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) ,a description 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.
c) Rain fell in dark diagonals across the summer lawn.

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

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

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

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



15. The colloquial (informal) structures are:

a)  Alice remembers who she saw yesterday.

b)  Alice remembers whom she saw yesterday.

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

f) What did you do that for?

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

b) The hall applauded

c) 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
0Xymoron

el 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 "lce 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.
¢) Whois 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
Kpurepun oueHuBanus

3a BBITIOJTHEHUE TeCTa (CIydalHBIN BEIOOP U3 MPETOKEHHBIX) CTYASHT nosrydaet 10
(17) 6ammoB (01HO MPaBUIIBHO BBITIOJIHEHHOE 3aManue =1 Oasur)
3 MeToanueckue MaTepuaJibl, ONpeaeaoimue Npoueaypbl OlleHUBAHUS 3HAHUH, YMEHUI,
HABBIKOB M (MJ1H) ONBITA 1eATEJbHOCTH, XaPAKTEePU3YIOIIHX 3TANbl (POPMUPOBAHUS
KOMIIeTeHI M ii

[Ipouenypsl OleHMBAHUSI BKIIOYAIOT B C€OS TEKYIIMl KOHTPOJb U MPOMEKYTOUHYIO
aTTeCcTaluIo.

Texkymmii KOHTPOJIb YCIIEBAEMOCTH TPOBOJIUTCS C HCIOJB30BAHUEM OLIEHOYHBIX
CPEICTB, MPEACTaBICHHBIX B I. 2 JAHHOTO NPUIOKEHUS. Pe3ynpTaThl TEKyIIEro KOHTPOJIS
JOBOJISITCS 10 CBEACHUS CTYJCHTOB JI0 IPOMEKYTOYHON aTTeCTallUu.

IIpomexyTouHas aTTecTanus IpoBOAUTCA B (hopMe 3aueTa.

[IpomexxyTouHas aTTecTanus B BUAE 3aueTa Jjs 00y4yaronmxcs 04Hoi GopMbl 00ydeHUs
MIPOBOJMTCS, KaK MPaBUIIO, HA MOCIEAHEM 3aHSATUH B YCTHOM BHUJE MO PACIMCAHUIO JI0 HAavyaia
9K3aMEHALIMOHHOW CECCHM, €CIM WHOE HEe MPEAyCMOTPEHO Y4eOHbIM IUIaHoM. KomnuecTBo
BONPOCOB B 3adaHuu — 2! 1 TeopeTudeckuii BOMpOC, OJUH — MPAKTHKO-OPUEHTUPOBAHHBIM.
OObsBIeHHE PE3yABTATOB MPOU3BOIUTCS B JICHb 3aueTa. Pe3ynbTaThl aTTecTallMy 3aHOCSTCA B
3a4E€THYI0 BEJIOMOCTh M 3a4eTHYK0 KHWXKKY cTyAeHTa. CTyIeHThl, HE MpOoIIeAlne
MPOMEXYTOUYHYIO aTTeCTalui0 Mo TrpaduKy, TODKHBI JHKBUIUPOBATH 3aJ0JKEHHOCTh B
YCTaHOBJIEHHOM IOPSIKE.

IIpuioxenne 2

MeTozmquKne YRKazaHud 1Jid CTYACHTOB



Lenp HacTosimied y4eOHOUM MporpamMmbl — Ha OCHOBE NPUOOPETEHHBIX 3HAHUH,
YMEHUH W HABBIKOB Pa3BUTh MPO(PECCHOHATHHO-KOMMYHUKATUBHYIO KOMIIETCHIIMIO; J1aTh
JOTIOJTHUTEIbHBIE HEOOXOJUMBIE CBEICHHS OO0 aHTIHUIICKOM sI3bIKe, €ro OoraTcTBe,
pecypcax, CTpyKType, GpopMax pean3aliy; MO3HAKOMHTh C OCHOBAMM CTUJIMCTHUYECKOM
KYyJIbTYpbl pe€4M, C pa3jIMYHbIMU HOPMaMH JIMTEPaTYpHOIO S3bIKa, €r0 BapUaHTaMU;
U3JI0KUTh OCHOBBI OPaTOPCKOTO UCKYCCTBA.

Paborta B pamkax Kypca « VIHTepHnpeTalmoHHBIH aHaIN3 TEKCTa» 3aKII0YaeTCs B
(bopMHPOBaHUU CIOCOOHOCTH MHTEPIPETHPOBATH W, CIEAOBATEIbHO, 00Jee KaueCTBEHHO
MEPEeBOJANUTH TEKCTHI, MPHUHAICKANINE PA3IUYHBIM (YHKIIMOHAIBHBIM CTHJIIM BO BCEM
MHOTOOOpa3HOM  SI3BIKOBOM,  HJEMHOM M  XyJOXECTBEHHOM  Oorarctse, B
COBEpPIICHCTBOBAHUM HABBIKOB I€PEBOJA, B Pa3BUTUHM YMEHHs IEpeladyd TEKCTa B
Pa3IMYHbIX MHTEPIPETALMOHHBIX BapHaHTax — Iepenadya oOuieil niaeu, 3aMpiciia aBTopa,
JIUHTBUCTUYECKUN aHallu3, B NpopadoTKe YriayOJeHHs MOHMMAHUS S3bIKa B LEJIOM U
KOHKPETHOT'O TEKCTa B YACTHOCTH.

Kaxnmas tema mno kypcy COACPKUT YKAa3aHWE Ha LEIb IpeJIaraéMbx
MPaKTUYECKUX 3aJlaHui, OOBSCHEHHE KIIOYEBBIX TEPMUHOB, HCIOJB3YEMbIX B HUX,
3a/laHus 711 CAMOCTOSITENIbHOW M MHJMBUIYalbHOM pabOThl, KOHTPOJbHBIE BOMPOCH], a
TaKXe CIMCOK OCHOBHOM U JOTIOJHUTENIBHOM JIUTEPATYPhI K MPAKTHYECKUM 3aHITHUSM.

Pabora B pamkax Kypca BeleTCsl HA OCHOBE TaKUX BEIYIINX METOJI0B O0y4YCHHUS KaK
IBPUCTHYCCKUH (TIOJ] PYKOBOJCTBOM TIPENOJABATENSI CTYACHTHI PACCYKIAIOT, PEIIaroT
BO3HUKAIOIIME BOIPOCHI, AHAIM3HPYIOT, OOOOMIAIOT, JAENal0T BBIBOJABI M PEHIAIOT
MOCTaBJICHHYIO 3aJ]adyy WHTEPHpPETAllMd TEKCTa M PACKPBITUS 3aMbICia MPOU3BEICHHUS),
MoKa3aTeNbHBIN (M3JI0)KCHNE MaTepraia ¢ BBEJICHHUEM OOpa3loB W MPUMEPOB, IPUEMaMH
MoKasa), JUAJIOTUYECKHi (HM3J10)KeHne Marepuanga B (opme Oecenbl), MOHOJIOTHYECKUM
(M3JI0’KEHUE TEOPETHUYECKOTO M MPAKTUYECKOr0 Marepuaia B (opMe MOHOJIOTa), METO.
POOJIEMHOTO U3JI0KEHUs (TIPEToIaBaTellb CTABUT MPOOJIEMY U COBMECTHO CO CTYJICHTaMHU
J0Ka3aTebHO JIOCTUTAIOTCS TYTH €€ pEIIeHHs), HCCICIOBATEeIbCKHA (CTYIEHTHI
CaMOCTOSITEIIEHO aHAM3UPYIOT TEKCT, UCCICAYIOT PAa3IMYHbIC TPUEMBbI PEATU3alluU UJICH,
CPaBHHUBAIOT pa3lIMYHbIC BapHaHTHl aHAW3a, (OPMHPYIOT OCHOBHBIC HAINpaBICHUS |
MPEJCTaBICHHS B 00JIACTH JIMYHBIX HABBIKOB B 00JIACTH MHTEPIIPETALIUH TEKCTA).

CTHIMCTHYECKUH aHaJIM3 TEKCTa IOMOracT CTYACHTaM IIPCONOJICTh HIKOJIAPCKYHRO
TCHACHIUIO K 3ayUUBAHHUIO JIMIIb I'OTOBBIX I/IJ'IJ'IIOCTpaI_[I/Iﬁ " [IpeBpaacT IMOBECPXHOCTHOC
3HaHHC B HpO(bCCCI/IOHaJ'IBHOG YMCHHUCE.

HpOBO,Z[SI 3aHATHA 110 q)OHeTI/II(O'q)OHOJ'IOl"I/I‘IeCKOMy, JICKCUKOJIOTUYCCKOMY HJIN
rpaMMaTUYCCKOMY aHaJin3dy TEKCTOB, MPCNoJaBaTciib Ha HadYaJbHON CTaauu O6y‘{eHI/I$I
YKa3bIBACT CTYACHTAM ABJICHU, Tpe6yf011me KOMMCHTAapHus. B nanesHelimem MMPAKTUKYCTCA
AaHAJIN3, TIPU KOTOPOM CTYACHT CAMOCTOATCIIbBHO HAXOAUT B TCKCTEC ABJICHUS, KOTOPBIC OH
MOXKCET O6’LHCHI/ITB, " YBA3BIBACT UX C 3aMBICJIOM aBTOPaA.

Ay,Z[I/ITOpHLIe 3aHATUSA TI0 HHTCPIIPCTAIUOHHOMY aHAJIMU3Yy TCKCTA, KaK U
CaMOCTOATCIIbHAsA pa60Ta CTYACHTOB HAaA TCKCTaMH, MPCACTABIIAKOT coboii OJIHY U3 (I)OpM
yqe6HO-HCCHeHOBaTCHLCKOﬁ JACATCIIBHOCTH, paSBI/IBaIOH_[Cﬁ Y CTYACHTA TBOp‘ICCKI/II‘;I



MOJIXOJ K S3bIKY M TEKCTY, BhIpaOaTBIBAIOUICH y HETO0 YMEHHE YBS3BIBATH TEOPHIO C
IIPAKTUKOM.

YMeHue BIyMUuBO YNTaTh U MOHUMATh XYJO0KECTBEHHYIO JUTEPATypy B €IUHCTBE
coziepkaHus U (OpMBbI CIIOCOOCTBYIOT BCECTOPOHHEMY LIEIOCTHOMY Pa3BUTHIO JINYHOCTH,
CTQHOBJICHUIO [yXOBHOTO MHpa Ye€JIOBEKA, CO3JIaHUIO YCIOBHUH Uil (JOPMHPOBAHUS Y HETO
BHYTPEHHEl MOTPEeOHOCTH B HENPEPHIBHOM COBEPILIEHCTBOBAHUH, B PEAM3alMU CBOUX
TBOPYECKUX BO3MOKHOCTEN.

B cBsi3u ¢ 3TUM HY)XHO yA€nsATh OOJIbIIOE BHMMAHHUE BbIPAaOOTKE IIyOOKOTO
IIOHUMAHUA TCKCTAa W NPUBHUTUIO HABBIKOB €TI0 CaAMOCTOATCIBHOTO aHaIM3a. Ha NEpBOM
JTare OHO MpEACTaBIseT cOO0M opraHu3aluio Oecelbl MO BOIPOCaM, HAIlPaBJICHHBIM Ha
anemeHTapHoe ToskoBanue 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?)

[Tozxe ananuTHyeckas Oecesia CTPOUTCS HA IBYX YPOBHSIX:

1. YPOBHEC 3HAYCHHA (YMCHI/IH BBIJICIIATE B TCKCTEC OCHOBHYIO MBICIIb, ACTAJIb,
WJUTFOCTPHUPYIONTYI0 OCHOBHYIO MBICIb, (DAKTBhI, OTHOCSIIHMECS K OIMPEICICHHOM TEMe,
000011aTh M3J10’)KeHHBIE (DAKThI, YCTAHABINBATH CBS3H MEXIY COOBITHUSIMU)

2. 1 ypOBHE CMbICIIa (YMEHUSI BBIBECTH CYKJICHHE Ha OCHOBE (DaKTOB, CIENAThH
BBIBOJI, OIEHHUTH H3JIOKEHHBIE (aKThl, IOHITH TMOATEKCT, WJICK TEKCTa, HaNUTH
CTHJIUCTUYECKHE CPEJCTBA BBIPA3UTEIBHOCTH U OINPEICIUTh HMX pOJIb, MECTO B
MTOBECTBOBAHUM).

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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