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1. Iepeuyenn KoMIeTeHIMIi, KOTOPHLIMH J0JKHBI OBJIAAETH 00Y4AIOLIMECs B Pe3yJbTaTe
OCBOEHUsI 00Pa30BaTeJbHOI MPOrpaMMbl

KOI{ 1 HAMMCHOBAHUC KOMIICTCHIIN

Ortanbl popMUPOBaHUS

YK-4 — criocoGeH oCcyIIecTBIAT JEI0BYI0 KOMMYHHUKAIIUIO B YCTHOU 1

MUCbMEHHOM (opMax Ha TrocyAapcTBEHHOM s3bike Poccuiickoit

Denepanyiv 1 HHOCTpPAaHHOM(BIX )sI3bIKE(axX)

YK-4.1. I'paMOTHO W SICHO CTPOMUT JUAJIOTMYECKYID PEYb B paMKax

MEXITMYHOCTHOTO M MEXKYJIBTYPHOTO OOIIEHUS Ha TOCYIapCTBEHHOM

s13pIKe Poccuiickoii @eaepanii © UHOCTPAHHOM SI3bIKE

YK-4.2. leMoOHCTpUpPYET YMEHHUE OCYIIECTBIATH JACIIOBYIO MEPEMUCKY HA

rocygapcTBeHHOM s3bike Poccuiickoit ®enepauuu ¥ HMHOCTPAHHOM

SI3BIKE C YYETOM COLMOKYJIBTYPHBIX OCOOCHHOCTEH

YK-4.3. JleMOHCTpUpYeT CIOCOOHOCTh HAaxXOIUTh, BOCIHPHUHHMATH U

MCIIOJIh30BaTh MH(OPMAIIMIO Ha MHOCTPAHHOM SI3BIKE, IOJYUYEHHYIO U3

[EYaTHBIX U JNEKTPOHHBIX HCTOYHUKOB ISl PELLIEHUS CTaHIaPTHBIX
KOMMYHHMKATHUBHBIX 3a7a4

pabora

1. pabota Ha yueOHBIX
3aHATHAX
2. caMmocCTOsITeNbHas

2. Onucanue nokasareJieii oneHHBaHUAS KOMHeTeHHHﬁ, 4 TAKKE IKAJ ONCHUBAHUSA

2.1. Onucanue nmoka3zarejed 1 KpUTepUeB OLlEHUBAHUS KOMIIEeTEHIIU

OnennBa | YpoBeHBb Oran Onucanue nokasarenei Kpurepun Ilkana
eMbIe chopmupoBaH | (HOpMUPOBAHUS OIICHWBaHUS OIIEHWBaH
KOMIICTCH | HOCTH ns
097051
YK-4 [Toporosslii .Pabora Ha 3HATh: OTHUYECKHE HOPMBIBHIIOIHEHNE [xana
"IG6HI>IX 3aHATHUAX KYJIBTYP HU3Y4YaCMbBIX SA3BIKOB,TCCTOB OLICHHBaHUs
.CamocTosTenpHa [0OIIEKYIbTYPHBIE IIpakTudecka  [recToB
pabora YHHBEpCAJINH, MPUHLMUIIB] 51 TOATOTOBKA kana
YCTHOTO WU MHUCHMEHHOTO OLICHUBAaHU
oOIIeHUS s
YMeTh: HAaXOIUTh IIYTH K HpaKTUIec
COTPYAHUYECTBY Ha OCHOBE KO
NPUHIMIIOB yBaXXCHUS IOJITOTOBK
CBOCOOpa3Us UHOS3BIYHON -
KYJIBTYPbI U IEHHOCTHBIX
OpPHUEHTALMH HHOSI3BIYHOTO
couuyma
[IponBunyThIil |.PaboTa Ha Buapers: HaBBIKaMH Brinonnenue Ikana
rqeOHBIX 3aHATHAX | B3AUMOJEHCTBHS C TECTOB OLICHUBaHUI
.CamocrosTenbHa | MHOMASBITHBIMA KYJIBTYPAMU [[pakTHuecKas TECTOB
pabora C NO3UIIHMHK KyJIBTYPHOT'O MOJIrOTOBKA [xana
PEILITUBA3MA 1 KoMIuiekcHbIl  |[oIleHMBaHUSA
TOJIEPAaHTHOCTH A HAITH3 noknaza
Jloxman [lxama
OLICHUBAHUS
KOMITJICKCHO
ro
ITMHTBOCTHI
MCTUYECKOT
0  aHaJIN33
TEKCTa
IIkana




OLICHUBAHUSI
MPaKTHYECK
on

MMOATrOTOBKH

2.2. llIkaJnl oeHNBAHUA KOMIETEeH N

YpoBeHb C(hOPMUPOBAHHOCTH KOMIIETEHIIUU

IIIxana oneHnBaHuA

IIponBuHYTHIN YPOBEHb

Kommerennmst copmupoBaHa NONHOCTBIO, Oakanasp
BJIaaceCT 0a30BEIMH 3HaHUAMU n METOJaMU
OCYIIECTBJICHHS  HPAKTHYECKOH  JESATENBHOCTH MO
n30paHHOMY HalpaBJICHUIO.

81-100 «oTnuuHO»

CdopmupoBansl 6a30BbIe CTPYKTYpHI 3HAHHM, OakaiaBp
BlIajieeT OOMIMMH TMOJIOKEHUSMU TEOPHUH U HMEEeT
MepBOHAYAIIBHBIN OIBIT PEIICHUS TPAKTUYECKHUX 3a]1a4

61-80 «xoporio»

IloporoBslii ypoBeHb

CdopmupoBanbl 6a30BbIe CTPYKTYpbl 3HAHUH, UMEETCS
HEKOTOPBIA ONBIT UX HNPUMEHEHUs, HO JOIYCKAOTCS
OLIMOKY NPU PELIEHUH NMPAKTUYECKUX 3a/1a4

41-60 «y10OBIETBOPUTEILHO»

bakanaBp  umeer  cmaboe  mpeAcTaBIeHHE O
npodecCHOHATBHBIX 3a7adax, JOMYCKaeT OIMMOKH, HE
MO3BOJISIIOIINE €My MPUCTYMUTh K MPAKTUYECKON
NESTETbHOCTH

0-40 «HEYIOBIETBOPUTEIBHO»

OuenunBaemble YpoBeHb C(hOPMHPOBAHHOCTH IIxkana oueHnBaHus
KOMIIeTEeHIIUH
YK-4 IoporoBsiii 0-40 «HEYTOBIETBOPUTEIHHOY;
41-60 «y1OBIETBOPUTEIHHOY;
IIpoaBuHyTHI 61-80 «xoporio»
81-100 «oTmuaHO»

IIkaja oueHMBAHUS NPAKTHYECKON MOATOTOBKH

Babl Kputepuu oneHuBanus

16-20 €ClIM M3 BCEX 3aJaHUil CTYJIEHT BBINOJHUI Kak MUHUMYM 80% (yBepeHHbIe
neicTBus. Mo (opMalTM3alluil JTUHTBUCTHYECKOTO MaTephalia B COOTBETCTBHH C
MIOCTaHOBJICHHBIMH 33JJa4aMHt ¥ C YI€TOM KOMMYHUKATHBHOW OOCTaHOBKH).

6-15 €CJIM U3 BCEX 3aJlaHuM CTYACHT BBIMOJHUI Kak MUHUMYM 60% (HEe IOCTaTo4HO
YBEpPCHHBIE JIEHCTBUSA TIO0 (OopMaau3aliu JMHTBUCTHYECKOTO Marepuajia B
COOTBETCTBUM C IOCTAHOBJICHHBIMU 3a/ladaMH U C YY€TOM KOMMYHUKAaTHBHOMN

00OCTaHOBKH).

0-5 €clii M3 BceX 3adaHuii cryneHT BbinoiHui 40% (He yBepeHHbIC NEHCTBHUS IO

4




dbopmanuzanMy  JIMHTBHCTUYECKOTO  MaTepualia B COOTBETCTBHH  C
[IOCTAHOBJIEHHBIMH 33/1a4aMU M C YU€TOM KOMMYHUKATUBHON OOCTaHOBKH).

1-3

€CJIM U3 BCEX 3aJlaHUl CTyIeHT BbINOIHWI MeHee 40% 3aanuii

(oTcyrcTBUE aAelcTBHI 1O (opMalvM3alyy JIMHTBUCTHYECKOTO MaTepuaia B
COOTBETCTBUM C IOCTAHOBJICHHBIMU 3a/ladaMH U C Y4€TOM KOMMYHUKAaTHBHOMN
00CTaHOBKH).

[IIxana oneHNBaHUA A0KJIAAa

Baniasl

Kputepun onennBanust

16-20

,Z[OKJIalI COOTBCTCTBYCT 3asIBIICHHOM TEMC, BBIIIOJIHCH C IIPUBJICYCHHUEM
OOJILIIIOr0 KOJIHMYECTBA HAaY4YHbIX W IIPAKTHYCCKUX HUCTOYHUKOB II0 TEME,
MAarvucCTpadT B COCTOSAHNHN OTBCTUTH Ha BOITPOCHI IO TCMC JOKJIaJad.

6-15

I[OKJ'IEII[ B IHCJIOM COOTBETCTBYCT 3asIBJICHHOM TEMC, BbIIIOJIHCH C
MMPHUBJICYCHUECM HCCKOJBKHMX HAYYHBIX W IMPAKTUYCCKUX MCTOYHHUKOB II0 TCMEC,
MAaruCTpaHT B COCTOSAHHUU OTBCTUTH HA YaCTh BOIIPOCOB 110 TCMC OOKJaad.

0-5

,Z[OKJIaH HC COOTBCTCTBYCT 3asIBIICHHOM TEMCE, BBIIIOJHCH C UCIIOJIb30BaAaHHUEM
TONBKO 1 man 2 HCTOYHHUKOB, MAaruCTpaHT AOITYCKAcT OIIINOKHU IIpHU U3JI0KCHUU
mMarcpuraja, HC B COCTOAHHWU OTBCTUTH HA BOIMPOCHI IO TCME JOKJIaJa.

IIIkana oneHNBAHNA KOMILJIEKCHOI0 JMHIBOCTHIMCTHYECKOI0 AHAJIN3A TEeKCTa

Banisl

Kpurtepun ouennBanus

11-20

Texkcr mnoABEprHYT NOJHOMY aHauu3y C IO3ULHA  HM3y4aeMou
JUCLUIIIMHBI, aHAJIM3 OXBaTbIBA€T BCE YPOBHU A3BIKOBOM CHCTEMBI,
JIOITYCKAIOTCS HEMHOT'OUHCIICHHbIE HE3HAUUTEIbHbIE OUIMOKH.

Tekct MNOABCPIrHYT HCIIOJIHOMY aHajinuily ¢ HOSI/IHI/Iﬁ HSY‘IaGMOﬁ
JAUCHUIIJIMHBI, aHaJIu3 OXBATbIBACT HE BCC YPOBHU SI3BIKOBOM CHUCTCMBI, B
AHaJIN3C COACPIKATCA HCMHOI'OYMCIICHHBIC CYIIICCTBCHHLIC OIIIHNOKHU.

IIxana oneHUBaHUSA TECTOB

Banisl

Kpurtepun ouennBanus

8-10

HpaBI/IJ'IBHOCTB oTBETOB cocraBiger Oonee 80 % ot 06mero KOJIN4YCCTBaA
TCCTOBBIX Sa,I[aHI/Iﬁ

6-7

[IpaBunbHOCTH O0TBETOB cocTaBisieT 6omnee 61 -80 % oT obmiero kKonuyecTBa
TECTOBBIX 3aJIaHUI

45

[IpaBunbHOCTH OTBETOB cocTaBisieT oT 41 1o 60 % oT oOmiero KoiauvecTBa
TECTOBLIX 3aJJaHUN

1-3

[IpaBuibHOCTH, OTBETOB cocTaBisieT MeHee 41 % ot oOmiero KonudecTBa
TECTOBLIX 3aJJaHUN

3. TunoBble 3a/JaHUs UJIK HHBIC MaTepPpUaJIbl, HBOﬁXO}]HMbIe AJISl OEHKHU PEe3yJbTaTOB OCBOCHHU S
nporpamMmsbl JTUCHUILIMHBI




MUWUHUCTEPCTBO IPOCBELIEHUSI POCCUNCKOU ®EJEPALIUU
CDeL[epaﬂLHoe TOCyJapCTBEHHOC 6IO,I[)K6TH06 O6p830BaTeJ'II>HOC YUPCKACHUEC BBICILICTO O6paSOBaHI/IH
«'OCYJIAPCTBEHHBIII YHUBEPCUTET MPOCBEILEHUS»
(TOCYJIAPCTBEHHBI YHUBEPCUTET NPOCBELLEHUS)

®dakynbTeT pPOMaHO-TEPMAHCKHX SI3bIKOB
Kadenpa anrnwmiickoii ¢punoaoruu

TexkeT st JUHTBOCTIIINCTHYECKOTO aHanu3a “The Catcher in the Rye” (by Jerome
David Salinger) no nucuuninue «[IpakTukym nmo aHaITMTHYECKOMY YTEHHI0 BTOPOr0
HHOCTPAHHOIO SI3bIKA»

Tema: KomruiekcHbIi aHanu3 oTpbeiBKa u3 npousBenaeHus Jx.J1. Conunmxepa “The
Catcher in the Rye”

OlIeHI’IBaeMbIe KOMIICTCHIIMN
YK-4. Cnoco0eH OoCyLIeCTBISTh JEJI0BYI0 KOMMYHUKALIMIO B YCTHOM M MMCbMEHHOH (opmax Ha
rocy1apcTBeHHOM si3blke Poccuiickoit @enepanuu 1 MHOCTPaHHOM(BIX) s3bIKE(aX).
YK-4.1. I'paMOTHO U SICHO CTPOMT JHAJIOTUYECKYIO pedb B paMKaX MEXJIUYHOCTHOTO H
MEXKYJIbTYpPHOT0 OOIIEHUsI Ha rOCyJapCTBEHHOM si3blke Poccuiickoil Penepaniuu 1 HHOCTPaHHOM
S3BIKE.
YK-4.2. [leMOHCTpUpPYET YMEHUE OCYILECTBIATH JIEIOBYIO IEPENUCKY Ha TOCYJapCTBEHHOM f3BIKE
Poccuiickoit @enepaniui 1 THOCTPAHHOM SI3bIKE C YU€TOM COLUOKYJIBTYPHBIX OCOOCHHOCTEH.
YK-4.3. JleMOHCTpHUPYET CITIOCOOHOCTh HAXOANUTh, BOCTIPUHIUMATE M HCIIOIB30BATh HHPOPMALIUIO HA
MHOCTPAHHOM S3bIKE, MOJYYEHHYIO W3 TEYaTHBIX M 3JIEKTPOHHBIX HCTOYHMKOB JJIsI PELICHHS
CTaHJIapTHBIX KOMMYHHMKATUBHBIX 3a/1a4.

Yposenn: [IpoaBuHyTHIN
“The Catcher in the Rye” by Jerome David Salinger

It was Monday and all, and pretty near Christmas, and all the stores were open. So it wasn’t too
bad walking on Fifth Avenue*. It was fairly Christmasy. All those scraggy-looking Santa Clauses were
standing on corners ringing those bells, and the Salvation Army girls, the ones that don’t wear any lipstick
or anything, were ringing bells too. I sort of kept looking around for those two nuns I’d met at breakfast
the day before, but I didn’t see them. I knew I wouldn’t, because they’d told me they’d come to New York
to be schoolteachers, but I kept looking for them anyway. Anyway, it was pretty Christmasy all of a
sudden. A million little kids were downtown with their mothers, getting on and off buses and coming in
and out of stores. I wished old Phoebe was around. She’s not little enough any more to go stark staring
mad in the toy department, but she enjoys horsing around and looking at the people. The Christmas before
last I took her downtown shopping with me. We had a helluva time. I think it was in Bloomingdale’s*. We
went in the shoe department and we pretended she — old Phoebe — wanted to get a pair of those very high
storm shoes, the kind that have about a million holes to lace up. We had the poor salesman guy going
crazy. Old Phoebe tried on about twenty pairs, and each time the poor guy had to lace one shoe all the way
up. It was a dirty trick, but it killed old Phoebe. We finally bought a pair of moccasins and charged them.
The salesman was very nice about it. I think he knew we were horsing around, because old Phoebe always
starts giggling.

Anyway, I kept walking and walking up Fifth Avenue, without any tie on or anything. Then all of
a sudden, something very spooky started happening. Every time I came to the end of a block and stepped
off the goddam curb, I had this feeling that I’d never get to the other side of the street I thought I’d just go
down, down, down, and nobody’d ever see me again. Boy, did it scare me. You can’t imagine. | started
sweating like a bastard — my whole shirt and underwear and everything. Then I started doing something
else. Every time I’d get to the end of a block I’d make believe I was talking to my brother Allie. I’d say to
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him, “Allie, don’t let me disappear. Allie, don’t let me disappear. Allie, don’t let me disappear. Please,
Allie.” And then when I’d reach the other side of the street without disappearing, I’d thank him. Then it
would start all over again as soon as I got to the next corner. But I kept going and all. I was sort of afraid
to stop, I think — I don’t remember, to tell you the truth. I know I didn’t stop till I was way up in the
Sixties*, past the zoo and all. Then I sat down on this bench. I could hardly get my breath, and I was still
sweating like a bastard. I sat there, I guess, for about an hour. Finally, what I decided I’d do, I decided I'd
go away. I decided I’d never go home again and I’d never go away to another school again. I decided I’d
just see old Phoebe and sort of say good-by to her and all, and give her back her Christmas dough, and
then I’d start hitchhiking my way out West. What I’d do, I figured, I’d go down to the Holland Tunnel*
and bum a ride, and then I’d bum another one, and another one, and another one, and in a few days I’d be
somewhere out West where it was very pretty and sunny and where nobody’d know me and I’d get a job. I
figured I could get a job at a filling station somewhere, putting gas and oil in people’s cars. I didn’t care
what kind of a job it was, though. Just so people didn’t know me and I didn’t know anybody. I thought
what I’d do was, I’d pretend I was one of those deaf-mutes. That way I wouldn’t have to have any goddam
stupid useless conversations with anybody. If anybody wanted to tell me something, they’d have to write it
on a piece of paper and shove it over to me. They’d get bored as hell doing that after a while, and then I’d
be through with having conversations for the rest of my life. Everybody’d think I was just a poor deaf-
mute bastard and they’d leave me alone. They’d let me put gas and oil in their stupid cars, and they’d pay
me a salary and all for it, and I’d build me a little cabin somewhere with the dough I made and live there
for the rest of my life. I’d build it right near the woods, but not right in them, because I’d want it to be
sunny as hell all the time. I’d cook all my own food, and later on, if I wanted to get married or something,
I’d meet this beautiful girl that was also a deaf-mute and we’d get married. She’d come and live in my
cabin with me, and if she wanted to say anything to me, she’d have to write it on a goddam piece of paper,
like everybody else. If we had any children, we’d hide them somewhere. We could buy them a lot of
books and teach them how to read and write by ourselves.

I got excited as hell thinking about it. I really did. I knew the part about pretending I was a deaf-
mute was crazy, but I liked thinking about it anyway. But I really decided to go out West and all. All I
wanted to do first was say good-by to old Phoebe.

Understanding the extract

1. Define the extract as a form of writing and present its contents in a nutshell.

2. Formulate the subject matter of the selection.

3. Study the structure of the text. What parts does it fall into? Where is the emotional climax of
the passage? What stylistic means bring it out?

4. How is Holden presented in the extract under discussion? What is the author’s method of
describing his character? Does Salinger use indirect characterization? Do you feel Holden’s loneliness and
despair?

5. What is Holden’s value orientation? What stylistic devices help us to find it out? Does he
accept standard values?

6. What is your opinion of Holden’s plan to go out West? Do you think it could work? Why?

7. Summarize your notes on the choice of words and the syntax of the selection.

8. Why was Holden shifting from school to school? What psychological problems of teenagers
can you trace in the extract?

9. Describe Holden’s younger sister. What do you think is the role of this character in the extract
under analysis and in the novel at large?

10. What is the general tone of the passage? Does the author sympathize with his character? How
did you feel it?

11. Make up a summary of your notes on the passage.



MUWUHUCTEPCTBO IPOCBELIEHUSI POCCUNCKOU ®EJEPALIUU

CDGI[epaJ'ILHOC TOCyJapCTBEHHOC 6IOI[)K6THOG O6p830BaTeJ'II>HOC YUPCKACHUEC BBICILICTO O6paSOBaHI/IH

«FOCYI[APCTBEHHI)IIZI YHUBEPCUTET NPOCBELLEHUS»
TOCYJAPCTBEHHBIN YHUBEPCUTET ITPOCBELIEHUS)

®dakynbTeT pPOMaHO-TEPMAHCKHX SI3bIKOB
Kadenpa anrnwmiickoii ¢punoaoruu

Tect
o gucunninHe «[IpakTHKYM M0 aHAJIMTHYECKOMY YTEHHI0 BTOPOI0 MHOCTPAHHOIO SI3bIKA)

OnenuBaeMble KOMIETEHIIUN:

YK-4.2. [IleMOHCTpUpPYET YMEHUE OCYILECTBIATH JIEIOBYIO MEPENUCKY Ha TOCYJapCTBEHHOM S3bIKE
Poccwuiickoit denepannu 1 HHOCTPAHHOM SI3BIKE C YYETOM COLIMOKYJIBTYPHBIX OCOOCHHOCTEH.
YK-4.3. JleMOHCTpHUPYET CITIOCOOHOCTh HAXOANUTh, BOCIIPUHIUMATH M HCIIOIB30BATh HHPOPMALIUIO HA
MHOCTPAHHOM SI3BIKE, TIONYYCHHYIO W3 IEYaTHBIX M D3JICKTPOHHBIX HMCTOYHUKOB JJISI PEIICHUS
CTaHJApTHBIX KOMMYHHKATHBHBIX 3a/1a4.

Yposenn: [loporossiit

Choose the variant which best completes each sentence below.

1.

The interrelation between different components of a literary work is called ...
a) setting

b) plot

c) composition

d) focus of narration.

The description of the physical background, including the place and time as well as the significant
items surrounding the action and the characters, constitutes ... of a literary work.

a) the atmosphere

b) the composition

c) the theme

d) the setting

. A(n) ... is a separate incident which helps to unfold the action in a piece of fiction

a) climax

b) denouement
c) episode

d) plot

The use of a proper name for a common one is known as ... .
a) periphrasis

b) antonomasia

c) antithesis

d) personification

... 1s a device which endows a thing or a phenomenon with features peculiar to a human being/
a) Synecdoche

b) Personification

c) Antonomasia

d) Apostrophe



6. ... 1s a word or phrase used to replace another word or expression which is felt to be unpleasant or
unacceptable.
a) Apostrophe
b) Circumlocution
c) Periphrasis
d) Euphemism

7. A deliberate overstatement or exaggeration is known as ...
a) circumlocution
b) periphrasis
c¢) hyperbole
d) meiosis

8. An unexpected twist of the plot not revealed until the end of the story is
known as ...
a) falling action;
b) denouement;
C) suspense;
d) surprise ending.
. The presentation of events in their development is known as ...
a) description;
b) narration;
¢) gradation;
d) composition.
10. An attributive word or phrase expressing some quality of a person, thing,
idea or phenomenon is known as ...
a) metaphor;
b) epithet;
¢) metonymy;
d) emphasis.
Otgetsi: 1.C2.B3.C4B5B.6.D7.C8.D9.B10B

Ne)



MUWUHUCTEPCTBO IPOCBELIEHUSI POCCUNCKOU ®EJEPALIUU

CDCI[epaJ'ILHOC TOCyJapCTBEHHOC 6IO,I[)K6THO€ O6p830BaTeJ'II>HOC YUPCKACHUEC BBICILICTO O6paSOBaHI/IH

«FOCYI[APCTBEHHI)IIZI YHUBEPCUTET NPOCBELLEHUS»
TOCYJAPCTBEHHBIN YHUBEPCUTET ITPOCBELIEHUS)

®dakynbTeT pPOMaHO-TEPMAHCKHX SI3bIKOB
Kadenpa anrnwmiickoii ¢punoaoruu

Tect

o ITMCHUIIJIMHE «HpaKTI/IKYM Mo AHAJITUTUYCCKOMY YTCHHUIO BTOPOIr0o HHOCTPAHHOI'0 A3BIKA»

OuennBaeMble KOMIIETEHIIUHU:
YK-4.3. JleMOHCTpHUPYET CITIOCOOHOCTh HAXOANUTh, BOCTIPUHIUMATE M HCIIOIB30BATh HH(POPMALIUIO HA
MHOCTPAHHOM SI3BIKE, TIONIYYCHHYIO W3 IEYaTHBIX M D3JICKTPOHHBIX HMCTOYHUKOB JJISI PEIICHUS
CTaHJAPTHBIX KOMMYHHKATHBHBIX 3a/1a4.

Yposenn: IIpoaBuHyTHI

1.
a)
b)
©)
d)

2.

a)
b)
©)
d)

3.

a)
b)
©)
d)

4.
a)
b)
©)
d)

5.

A story seldom begins of a point which leads quickly and logically to the crucial moment, the ...
climax

conflict

surprise ending

ending

When the development of the plot deliberately produces a state of uncertainty, doubt and anxiety,
we speak of ...

climax

atmosphere

surprise ending

suspense

Omission of one or more words which are obviously understood, but must be supplied to make
the expression grammatically complete is known as ...

ellipsis

aposiopesis

detachment

chiasmus

A(n) ... is an expression that has become hackneyed and trite.
allusion

euphemism

metaphor

cliché

The irony is ...

a) The stylistic device based on simultaneous realization of two logical meanings - dictionary
and contextual, but the two meanings stand in opposition to each other.

b) A combination of two words in which the meaning of the two clash, being opposite in sense.

c) The stylistic device based on the interplay between the logical and nominal meanings of a
word.

d) Is a word phrase used to replace an unpleasant word or expression by a conventionally more
acceptable one.

10



10.

1.

12.

e) ) The stylistic device based on the interaction of two well-known meanings of a word or
phrase.

The word-stock of any given language can be roughly divided into the following groups:
a) Literary, neutral and colloquial vocabulary

b) ) Literary and colloquial vocabulary

¢) ) Only literary

d) ) Only colloquial

e) ) Neutral and colloquial

What do Literary words serve to satisfy?

a) communicative demands of official, scientific, poetic messages
b) ) non-official everyday communicative demands

¢) ) communicative demands of official messages

d) ) communicative demands of poetic messages

e) ) communicative demands of scientific messages

What do colloquial words serve to satisfy?

a) communicative demands of official, scientific, poetic messages
b) non-official everyday communicative demands

¢) communicative demands of official messages

d) communicative demands of poetic messages

e) communicative demands of scientific messages

The biggest division of vocabulary is made up of:
a) Literary words

b) ) Colloquial words

¢) ) Neutral words

d) ) Historical words

e) ) Poetic words

Where can we find literary words?

a) in authorial speech, descriptions, considerations

b) in the types of discourse, simulating (copying) everyday oral communication
c) in the dialogue (or interior monologue) of a prose work.

d) In streets

e) Athome

Terms are:

a) antiquated or obsolete words replaced by new ones

b) words denoting objects, processes, phenomena of science, humanities, technique.

¢) archaic words with the fixed sphere of usage in poetry and elevated prose and with the
function of imbuing the work of art with a lofty poetic colouring

d) ) archaic forms of otherwise non-archaic words

e) words denoting objects, processes, phenomena of science, humanities, technique

"These are expletives and swear words which are of an abusive character, obscene word like
"damn", "bloody" etc". The given definition is appropriate for

a) Jargon words

b) Colloquial coinages

¢) Borrowed words

d) Vulgar words Ny



13.

14.

15

16.

17.

18.

19.

e) Barbarisms

"These are the words of foreign origin which have not been entirely been assimilated into the
English language. They bear the appearance of a borrowing and are left as something alien to the
native tongue". The given definition is appropriate for

a) Jargonisms

b) Vulgarisms

¢) Barbarisms and foreignism

d) Archaic, obsolescent and obsolete words

e) Dialectal words.

Professionalisms are:

a) words denoting objects, processes, phenomena of science, humanities, technique

b) ) words denoting such concepts and phenomena that have gone out of use in modern times

¢) ) words, used by most speakers in very informal communication, highly emotive and
expressive

d) ) words, used by limited groups of people, united professionally

e) ) barbarisms and foreign words

. Vulgarisms are:

a) coarse words with a strong emotive meaning, mostly derogatory, normally avoided in polite
conversation

b) words denoting objects, processes, phenomena of science, humanities, technique

¢) words denoting such concepts and phenomena that have gone out of use in modern times

d) words, used by most speakers in very informal communication, highly emotive and
expressive

e) words, used by limited groups of people

Dialectal words are:

a) normative and devoid of any stylistic meaning in regional dialects, but used outside of them,
carry a strong flavour of the locality where they belong

b) ) words denoting such concepts and phenomena that have gone out of use in modern times

¢) ) words, used by most speakers in very informal communication, highly emotive and
expressive

d) ) words, used by limited groups of people

e) ) barbarisms and foreign words

Poetic and Highly literary words belong to layer
a) Neutral

b) ) Colloquial

¢) ) Literary

d) ) Both Colloquial and Literary

e) ) Both Neutral and Colloquial

The actual situation of the communication has evolved two varieties of language:

a) Monological and dialogical varieties of language

b) The language of gestures and body

¢) The spoken and written varieties

d) Syntactical and lexical varieties of language

e) Phonetic and morphological varieties

The given definition: "intentional violation of the graphical shape of a word (or word combination)
used to reflect its authentic pronunciation” is true for:

a) Assonance
12



20.

b) Alliteration

¢) Onomatopoeia
d) Graphon

e) Metonymy

Find metonymy in the sentences:
a) [ translate an article

b) Iread a lot of books

¢) [like ice-cream

d) Ibook a set in the theatre

e) Inever read Balzac.

OTBeTHI:

1.

e A o

moOQPp»>0Q0®m>OQOTP>»»>T» 0>

11.
12.
13.
14.
15.
16.
17.
18.
19.
20.
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MUWUHUCTEPCTBO IPOCBELIEHUSI POCCUNCKOU ®EJEPALIUU
CDeL[epaﬂLHoe TOCyJapCTBEHHOC 6IO,I[)K6TH06 O6p830BaTeJ'II>HOC YUPCKACHUEC BBICILICTO O6paSOBaHI/IH
«'OCYJIAPCTBEHHBIII YHUBEPCUTET MPOCBEILEHUS»
(TOCYJIAPCTBEHHBI YHUBEPCUTET NPOCBELLEHUS)

®dakynbTeT pPOMaHO-TEPMAHCKHX SI3bIKOB
Kadenpa anrnwmiickoii ¢punoaoruu

TeMbl JOKJIAJA0B N0 AUCIHUILIMHE «HpaKTHKyM M0 AaHAJIUTHYCCKOMY YTCHUIO
BTOPOIro HHOCTPAHHOI'0 A3BIKA»

OlIeHI’IBaeMbIe KOMII€ETCHIIMN
YK-4. Cnoco0eH OoCyLIeCTBISTh JEJIOBYI0 KOMMYHUKALIMIO B YCTHOM M MHMCbMEHHON (opmax Ha
rocyJapCTBEHHOM si3blke Poccuiickoit denepaniui 1 HHOCTPAaHHOM(BIX) s3bIKE(ax).
YK-4.1. I'paMOTHO U SICHO CTPOMT JUAJIOTUYECKYI0 pedb B paMKaXx MEXJIUYHOCTHOTO H

MCKKYJBTYPHOT'O O6H.I€HI/I$I Ha IrOCyAapCTBCHHOM A3bIKEC Poccuiickoit d)eﬂepaum/l H MHOCTPAaHHOM
SA3BIKEC.

YK-4.2. JleMOHCTpUpPYET YMEHUE OCYLIECTBIATH JEJIOBYIO NEPENUCKY Ha TOCYJapCTBEHHOM SI3bIKE
Poccwuiickoit denepannu 1 HHOCTPAHHOM SI3BIKE C YYETOM COLIMOKYJIBTYPHBIX OCOOCHHOCTEH.
YK-4.3. JleMOHCTpHUPYET CITIOCOOHOCTHh HAXOANUTh, BOCIIPUHIUMATH M HCIIOIB30BATh HHPOPMALIUIO HA
MHOCTPAHHOM SI3bIKE, TIOJYYCHHYIO W3 IEYaTHBIX M D3JICKTPOHHBIX HMCTOYHUKOB JJISI PEIICHUS
CTaHJApTHBIX KOMMYHHKATHBHBIX 3a/1a4.

Yposenb: [loporosesiii / [IpoaBunyThIN

1. Varieties of the English language. The peculiarities of the spoken variety
(morphological, lexical and syntactical peculiarities).

2. The peculiarities of the written variety of the English language (lexical and
syntactical).

3. Archaic and historical words. Their types and stylistic usage.

4. Poetic and highly literary words. Their stylistic usage.

5. Barbarisms and foreign words. Their stylistic usage.

6. Literary coinages and nonce-words. Means of their creation. Their stylistic
functions.

7. Special colloquial vocabulary, its types and common characteristics.

8. Slang. Its varieties and functions.

9. Jargonisms. Their types and stylistic usage.

10.Professionalisms.

11.Vulgar words and phrases.

12.Foregrounding. Convergence and defeated expectancy as means of foregrounding.

13.Metaphor. Its types and stylistic functions. Personification.

14.Metonymy. Its types and stylistic functions. Synechdoche.

15.Irony. Its types and stylistic functions.

16. Antonomasia. Its stylistic functions.

17.Epithet, its varieties and stylistic functions. Epithets and descriptive attributes.

18.0Oxymoron. Its structural types and stylistic functions. Paradox.

19.Pun. Its varieties and stylistic functions.
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20.Zeugma. Its varieties and stylistic functions.

21.Simile, its semantic structure. Varieties of simile and their stylistic functions.
22.Hyperbole. Its stylistic functions. Paradox.

23.Euphemisms. Their stylistic usage.

24 Periphrasis. Its varieties and stylistic functions.

25.Decomposition of phraseological units. Its stylistic effects.
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MUWUHUCTEPCTBO IPOCBELIEHUSI POCCUNCKOU ®EJEPALIUU
CDeL[epaﬂLHoe TOCyJapCTBEHHOC 6IOI[)K6TH06 O6p830BaTeJ'II>HOC YUPCKACHUEC BBICILICTO O6paSOBaHI/IH
«'OCYJIAPCTBEHHBIII YHUBEPCUTET MPOCBEILEHUS»
(TOCYJIAPCTBEHHBI YHUBEPCUTET NPOCBELLEHUS)

®dakynbTeT pPOMaHO-TEPMAHCKHX SI3bIKOB
Kadenpa anrnwmiickoii ¢punoaoruu

Baua}me AJIA HpaKTquCKOﬁ NOAT0OTOBKH 11O ITUCHUIIJIMHE «HpaKTHKyM o
AHAUIHTHYICCKOMY YTCHHIO BTOPOIro HHOCTPAHHOI'O A3BIKA)

OlIeHI’IBaeMbIe KOMIIETCHIIUU
YK-4. Cnoco0eH OoCyLIeCTBISTh JEJIOBYI0 KOMMYHUKALIMIO B YCTHOM M MHMCbMEHHON (opmax Ha
rocyJapCTBEHHOM si3blke Poccuiickoit denepaniui 1 HHOCTPAaHHOM(BIX) s3bIKE(ax).
YK-4.1. I'paMOTHO U SICHO CTPOMT JUAJIOTUYECKYI0 pedb B paMKaXx MEXJIUYHOCTHOTO H
MEXKYJIbTYpPHOr0 OOIIEHUsI Ha rOCyJapCTBEHHOM si3blke Poccuiickoil Denepaliuu 1 HHOCTPaHHOM
S3BIKE.
YK-4.2. JleMoHCTpUpPYET YMEHHE OCYLIECTBIATh JEJOBYIO IMEPENUCKY HA FOCYIapCTBEHHOM S3bIKE
Poccuiickoit @enepaniui 1 THOCTPAHHOM SI3bIKE C YUETOM COLUOKYJIBTYPHBIX OCOOCHHOCTEH.
YK-4.3. JleMOHCTpHUPYET CITIOCOOHOCTHh HAXOANUTh, BOCIIPUHIUMATH M HCIIOIB30BATh HHPOPMALIUIO HA
MHOCTPAHHOM S3bIKE, MOJYYEHHYIO M3 TEYaTHBIX M 3JIEKTPOHHBIX HCTOYHMKOB JJIsI PELICHHS
CTaHJApTHBIX KOMMYHHKATHBHBIX 3a/1a4.

Yposenb: [loporosesiii / [IpoaBunyThIN

Oopaszey mexcma 011 NPAKMUYECKOU NOO20MOEKU
“Long Day’s Journey into Night” by Eugene O’Neill

TY R ON E: Mary! (He suddenly hugs her to him — brokenly.) Dear Mary! For the love of God,
for my sake and the boys’ sake and your own, won’t you stop now?

M A R Y: (Stammers in guilty confusion for a second) I — James! Please! (Her strange, stubborn
defense comes back instantly.) Stop what? What are you talking about? (He lets his arm fall to his side
brokenly. She impulsively puts her arm around him.) James! We’ve loved each other! We always will!
Let’s remember only that, and not try to understand what we cannot understand, or help things that cannot
be helped — the things life has done to us we cannot excuse or explain.

TY R O N E: (4s if he hadn’t heard — bitterly.) You won’t even try?

M A R Y: (Her arms drop hopelessly and she turns away — with detachment.) Try to go for a drive
this afternoon, you mean? Why, yes, if you wish me to, although it makes me feel lonelier if I stayed here.
There is no one I can invite to drive with me, and I never know where to tell Smythe to go. If there was a
friend’s house where I could drop in and laugh and gossip awhile. But, of course, there isn’t. There never
has been. (Her manner becoming more and more remote) At the Convent I had so many friends. Girls
whose families lived in lovely homes. I used to visit them and they’d visit me in my father’s home. But,
naturally, after I married an actor — you know how actors were considered in those days — a lot of them
gave me the cold shoulder. And then, right after we were married, there was the scandal of that woman
who had been your mistress, suing you. From then on, all my old friends either pitied me or cut me dead. I
hated the ones who cut me much less than the pitiers.

TY R O N E: (With guilty resentment) For God’s sake, don’t dig up what’s long forgotten. If
you’re that far gone in the past already, when it’s only the beginning of the afternoon, what will you be
tonight?

M A R Y: (Stares at him defiantly now) Come to think of it, I do have to drive uptown. There’s
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something I must get at the drugstore.

T Y R O N E: (Bitterly scornful) Leave it to you to have some of the stuff hidden, and
prescriptions for more! I hope you’ll lay in a good stock ahead so we’ll never have another night like the
one when you screamed for it, and ran out of the house in your nightdress half crazy, to try and throw
yourself off the dock!

M A R Y: (Tries to ignore this) 1 have to get tooth powder and toilet soap and cold cream — (She
breaks down pitiably.) James! You mustn’t remember! You mustn’t humiliate me so!

TY R O N E: (4shamed) I’'m sorry. Forgive me, Marry!

M A R Y: (Defensively detached again) It doesn’t matter. Nothing like that ever happened. You
must have dreamed it. (He stares at her hopelessly. Her voice seems to drift farther and farther away.) 1
was so healthy before Edmund was born. You remember, James. There wasn’t a nerve in my body. Even
traveling with you season after season, with week after week of one-night stands, in trains without
Pullmans, in dirty rooms of filthy hotels, eating bad food, bearing children in hotel rooms, I still kept
healthy. But bearing Edmund was the last straw. I was so sick afterwards, and that ignorant quack of a
cheap hotel doctor — All he knew was I was in pain. It was easy for him to stop the pain.

TY R O N E: Mary! For God’s sake, forget the past!

M A R Y: (With strange objective calm) Why? How can I? The past is the present, isn’t it? It’s the
future, too. We all try to lie out of that but life won’t let us. (Going on) I blame only myself. I swore after
Eugene died I would never have another baby. I was to blame for his death. If I hadn’t left him with my
mother to join you on the road, because you wrote telling me you missed me and were so lonely, Jamie
would never have been allowed, when he still had measles, to go in the baby’s room. (Her face hardening)
I’ve always believed Jamie did it on purpose. He was jealous of the baby. He hated him. (4s TYRONE
starts to protest.) Oh, I know Jamie was only seven, but he was never stupid. He’d been warned it might
kill the baby. He knew. I’ve never been able to forgive him for that.

TY R O N E: (With bitter sadness) Are you back with Eugene now? Can’t you let our dead baby
rest in peace?

M A R Y: (4s if she hadn’t heard him) It was my fault. I should have insisted on staying with
Eugene and not have let you persuade me to join you, just because I loved you. Above all, I shouldn’t have
let you insist I have another baby to take Eugene’s place, because you thought that would make me forget
his death. I knew from experience by then that children should have homes to be born in, if they are to be
good children, and women need homes, if they are to be good mothers. I was afraid all the time I carried
Edmund. I knew something terrible would happen. I knew I’d proved by the way I’d left Eugene that I
wasn’t worthy to have another baby, and that God would punish me if I did. I never should have borne
Edmund.

TY R O N E: (With an uneasy glance through the front parlor) Mary! Be careful with your talk. If
he heard you he might think you never wanted him. He’s feeling bad enough already without —

M A R Y: (Violently) 1t’s a lie! I did want him! More than anything in the world! You don’t
understand! I meant, for his sake. He has never been happy. He never will be. Nor healthy. He was born
nervous and too sensitive, and that’s my fault. And now, ever since he’s been so sick I've kept
remembering Eugene and my father and I’ve been so frightened and guilty — (Then, catching herself, with
an instant change to stubborn denial) Oh, 1 know it’s foolish to imagine dreadful things when there’s no
reason for it. After all, everyone has colds and gets over them.

(TYRONE stares at her and sighs helplessly. He turns away toward the front parlor and
sees EDMUND coming down the stairs in the hall.)

TY R O N E: (Sharply, in a low voice) Here’s Edmund. For God’s sake try and be yourself — at
least until he goes! You can do that much for him! (He waits, forcing his face into a pleasantly paternal
expression. She waits frightenedly seized again by a nervous panic, her hands fluttering over the bosom of
her dress, up to her throat and hair, with a distracted aimlessness. Then, as EDMUND approaches the
doorway, she cannot face him. She goes swiftly away to the windows at left and stares out with her back to
the front parlor. EDMUND enters. He has changed to a ready-made blue serge suit, high stiff collar and
tie, black shoes. With an actor’s heartiness.) Well!1 ;(ou look spic and span. I’'m on my way up to change,



too.
(He starts to pass him.)

E D M U N D: (Dryly) Wait a minute, Papa. I hate to bring up disagreeable topics, but there’s the
matter of carfare. [’'m broke.

TY R O N E: (Starts automatically on a customary lecture.) You’ll always be broke until you
learn the value — (Checks himself guiltily, looking at his son’s sick face with worried pity) But you’ve been
learning, lad. You worked hard before you took ill. You’ve done splendidly. I'm proud of you. (He pulls
out a small roll of bills from his pants pocket and carefully selects one. EDMUND takes it. He glances at
it and his face expresses astonishment. His father again reacts customarily — sarcastically.) Thank you.
(He quotes.) “How sharper than a serpent’s tooth it is —

E D M U N D: “To have a thankless child.” T know. Give me a chance, Papa. I’'m knocked
speechless. This isn’t a dollar. It’s a ten spot.

TY R O N E: (Embarrassed by his generosity) Put it in your pocket. You’ll probably meet some
of your friends uptown and you can’t hold your end up and be sociable with nothing in your jeans.

E D M U N D: You meant it? Gosh, thank you, Papa. (He is genuinely pleased and grateful for a
moment — then he stares at his father’s face with uneasy suspicion.) But why all of a sudden — ? (Cynically)
Did Doc Hardy tell you I was going to die? (Then he sees his father is bitterly hurt.) No! That’s a rotten
crack. I was only kidding, Papa. (He puts an arm around his father impulsively and gives him an
affectionate hug.) I’'m very grateful. Honest, Papa.

TY R O N E: (Touched, returns his hug.) You’re welcome, lad.

M A R Y: (Suddenly turns to them in a confused panic of frightened anger) 1 won’t have it! (She
stamps her foot.) Do you hear, Edmund! Such morbid nonsense! Saying you’re going to die! It’s the books
you read! Nothing but sadness and death! Your father shouldn’t allow you to have them. And some of the
poems you’ve written yourself are even worse! You’d think you didn’t want to live! A boy of your age
with everything before him! It’s just a pose you get out of books! You’re not really sick at all!

TY R O N E: Mary! Hold your tongue!

M A R Y: (Instantly changing to a detached tone) But, James, it’s absurd of Edmund to be so
gloomy and make such a great to-do about nothing. (Turning to EDMUND but avoiding his eyes —
teasingly affectionate) Never mind, dear. I’'m on to you. (She comes to him.) You want to be petted and
spoiled and made a fuss over, isn’t that it? You’re still such a baby. (She puts her arm around him and
hugs him. He remains rigid and unyielding. Her voice begins to tremble.) But please don’t carry it too far,
dear. Don’t say horrible things. I know it’s foolish to take them seriously but I can’t help it. You’ve got me
— so frightened.

(She breaks and hides her face on his shoulder, sobbing. EDMUND is moved in spite of
himself. He pats her shoulder with an awkward tenderness.)

E D M U N D: Don’t, mother.
Questions for interpretation:

1.Define the fragment as a form of writing and present its contents in a nutshell.

2.Speak on two time dimensions the narration touches upon.

3.Comment on the first paragraph. What implication does it carry? How does it colour the whole
of the selected passage?

4.Mary’s utterances are more extensive than those of Tyrone. Why? Why is Mary so engrossed in
the past?

5.Why do characters switch rapidly from one tone to another?

6.Account for the role of the author’s stage directions. Why are they so precise and detailed?

7.Comment on Mary’s syntax. What grammatical structures are prevailing in her speech? Why?
What other means of emotional colouring can you ?iélgle out in Mary’s utterances?



4.MeToauvuecKkue  MaTepuajibl, ONpeeJsiiOIHe  NPOUEeAYPbl  OIEHHBAHMSA
Pe3yJbTaTOB 0CBOEHHSI 00Pa30BaTEIbHOI MPOrPaMMBbI

@OopMBI TEKYIIETO KOHTPOJSA M IPOMEKYTOUHOW AaTTECTAlUWU: SK3aMeHbl B 7 U 8§
ceMecTpax.

B paMkax ocBOeHUS AUCITUIUIMHBI TPETYCMOTPEHBI Clieaytontue (OpMbl TEKYIIIETO
KOHTPOJISI: TECTUPOBAHUE, TOKJIA], KOMIUIEKCHBIN JTUHTBOCTUIIMCTUYECKHUI aHAIIN3 TEKCTA,
[IPAKTUYECKasi HOATOTOBKA.

Pacnpenenenne 6aioB 1o BujgaM padoT

Joxian 10 20 6a1oB
[TpakTryeckast mOArOTOBKA 10 20 6au1oB
KommmiexcHeiit anann3 Tekcra | 1o 20 6amioB
TecThl no 10 6amnoB
DK3aMeH 10 30 6amioB

Oo0uree kommuecTBo 0ayutoB mo aucuuminae — 100 6ayuios.
MakcuMalIbHOE KOJIMYECTBO 0alIoB, KOTOPOE MOXKET HaOpaTh OOYYaIOIIHMICS B TCUCHUE
ceMecTpa 3a TEKYIIUi KOHTPOJIb, paBHseTcs 70 Oamiam

DK3aMeHAIMOHHBIA OWJeT BKIIOYaeT | BOMPOC: JMHTBOCTHIIMCTHYECKHUN aHAIIN3
AyTEHTUYHOI'O TEKCTA.

JInsl AMHTBOCTWIIMCTUYECKOIO aHaJIM3a BBIOMPAIOTCA OTPBIBKH U3 OPUTHMHAIBHBIX
XYJ0’)KECTBEHHBIX, MyOJUIUCTUYECKUX W HAYYHO-MOMYJSPHBIX MPOU3BEICHUN, & TaKXKe
3aKOHYEHHBIE PACCKa3bl U 3CCE AHTIIMUCKNX, AaMEPUKAHCKUX, KAHAJICKUX U aBCTPATUNCKUAX
aBTOPOB, KJIACCUYECKUX U COBPEMEHHBIX, U3BECTHBIX U HEU3BECTHBIX CTYJACHTAM.
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MUWUHUCTEPCTBO IPOCBELIEHUSI POCCUNCKOU ®EJEPALIUU
CDeL[epaﬂLHoe TOCyJapCTBEHHOC 6IO,I[)K6TH06 O6p830BaTeJ'II>HOC YUPCKACHUEC BBICILICTO O6paSOBaHI/IH
«'OCYJIAPCTBEHHBIII YHUBEPCUTET MPOCBEILEHUS»
(TOCYJIAPCTBEHHBI YHUBEPCUTET NPOCBELLEHUS)

®dakynbTeT pPOMaHO-TEPMAHCKHX SI3bIKOB
Kadenpa anrnwmiickoii ¢punoaoruu

OOpa3zen TekcTa A5l KOMIUIEKCHOTO AHAJIM3A M0 JMCHMILINHE
«IIpakTHKYM 10 AHAJINTHYECKOMY YTEHHIO
BTOPOr0 MHOCTPAHHOIO A3BIKA

OlIeHI’IBaeMbIe KOMII€ETCHIIMN
YK-4. Cnoco0eH OCyLIeCTBISTh JEJI0BYI0 KOMMYHUKALIMIO B YCTHOM M MMCbMEHHOH (opmax Ha
rocy1apcTBEHHOM si3blke Poccuiickoit @enepanuu 1 MHOCTPaHHOM(bIX) s3bIKE(aX).
YK-4.1. I'paMOTHO U SICHO CTPOMT JMAJIOTUYECKYIO pedb B paMKax MEXJIUYHOCTHOTO H
MEXKYJIbTYpPHOT0 OOIIEHUsI Ha rOCYyJapCTBEHHOM si3blke Poccuiickoil ®Denepaniuu 1 HHOCTPaHHOM
S3BIKE.
YK-4.2. [leMOHCTpUpPYET YMEHUE OCYILECTBIATH JIEIOBYIO IEPENUCKY Ha TOCYJapCTBEHHOM f3BIKE
Poccuiickoit @enepaniui 1 THOCTPAHHOM SI3bIKE C YU€TOM COLUOKYJIBTYPHBIX OCOOCHHOCTEH.
YK-4.3. JleMOHCTpHUPYET CIIOCOOHOCTh HAXOANUTh, BOCIIPUHIUMATH M HCIIOJIB30BATh HHPOPMALIUIO HA
MHOCTPAHHOM S3bIKE, TMOJYYEHHYIO W3 TEYaTHBIX M 3JIEKTPOHHBIX HCTOYHMKOB JJIsI PELCHHS
CTaHJIaPTHBIX KOMMYHHMKATHUBHBIX 3a/1a4.

Yposenb: [loporoseiii / [IpoaBunyThIit

IIpumepHbIii NepeYyeHb BOMPOCOB K IK3aMeHY

The Chaser by John Collier

Alan Austen, as nervous as a kitten, went up certain dark and creaky stairs in the neighborhood of
Pell Street, and peered about for a long time on the dim landing before he found the name he wanted
written obscurely on one of the doors.

He pushed open this door, as he had been told to do, and found himself in a tiny room, which
contained no furniture, but a plain kitchen table, a rocking chair, and an ordinary chair. On one of the
dirty buff-coloured walls were a couple of shelves, containing in all perhaps a dozen bottles and jars.

An old man sat in the rocking chair, reading a newspaper. Alan, without a word, handed him the
card he had been given. “ Sit down, Mr. Austen,” said the old man very politely. “I’m glad to make your
acquaintance.”

“Is it true,” asked Alan, “that you have a certain mixture that has — er — quite extraordinary effects?”

“My dear sir,” replied the old man, “my stock in trade is not very large — I don’t deal in laxatives
and teething mixtures — but such as it is, it is varied. I think nothing I sell has effects which can be
precisely described as ordinary.”

“Well, the fact is — “ began Alan.

“Here, for example,” interrupted the old man, reaching for a bottle from the shelf. “Here is a liquid
as colorless as water, almost tasteless, quite imperceptible in coffee, milk, wine, or any other beverage.
It’s also quite imperceptible to any known method of autopsy.”

“Do you mean it is a poison?” cried Alan, very much horrified.

“Call it a glove-cleaner if you like,” said the old man indifferently. “Maybe it will clean gloves. 1
have never tried. One might call it a life-cleaner. Lives need cleaning sometimes.”

“I want nothing of that sort,” said Alan.
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“Probably it is just as well,” said the old man.

“Do you know the price of this?” For one teaspoonful, which is sufficient, I ask five thousand
dollars. Never less. Not a penny less.”

“I hope all your mixtures are not as expensive,” said Alan apprehensively.

“Oh dear, no,” said the old man. “It would be no good charging that sort of price for a love potion,
for example. Young people who need a love potion very seldom have five thousand dollars. Otherwise
they would not need a love potion.”

“I am glad to hear that,” said Alan.

“I look at it like this,” said the old man. “Please a customer with one article, and he will come back
to you when he needs another. Even if it is more costly. He will save up for it, if necessary.”

“So,” said Alan, “do you really sell love potions?”

“If T did not sell love potions,” said the old man, reaching for another bottle, “ I should not have
mentioned the other matter to you. It is only when one is in a position to oblige that one can afford to be
so confidental.”

“And these potions,” said Alan. “They are not just — just — er — --

“Oh, no,” said the old man. “Their effects are permanent, and extend far beyond casual impulse. But
they include it. Bountifully, insistently. Everlastingly.”

“Dear me!” said Alan, attempting a look of scientific detachment. “How very interesting!”

“But consider the spiritual side,” said the old man.

“I do indeed,” said Alan.

“For indifference,” said the old man, “they substitute devotion. For scorn, adoration. Give one tiny
measure of this to the young lady — its flavor is imperceptible in soup, orange juice, or cocktails — and
however gay and giddy she is, she will change altogether. She will want nothing but solitude, and you.”

“I can hardly believe this,” said Alan. “She is fond of parties.”

“She will not like them any more,” said the old man. “She will be afraid of the pretty girls you may
meet.”

“She will actually be jealous?” cried Alan in a rapture. “Of me?”

“Yes, she will want to be everything to you.”

“She is already. Only she doesn’t care about it.”

“She will, when she was taken this. She will care intensely. You will be her sole interest in life.”

“Wonderful!” cried Alan.

“She will want to know all you do,” said the old man. “All that has happened to you during the day.
Every word of it. She will want to know what you are thinking about, why you smile suddenly, why you
are looking sad.”

“That is love!” cried Alan.

“Yes,” said the old man. “How carefully she will look after you! She will never allow you to be tired,
to sit in a draught, to neglect your food. If you are an hour late, she will be terrified. She will think you
are killed, or that some siren has caught you.”

“I can hardly imagine Diana like that!” cried Alan, overwhelmed with joy.

“You will not have to use your imagination,” said the old man. “And, by the way, since there are
always sirens, if by any chance you should, later on, slip a little, you need not worry. She will forgive you,
in the end. She will be terribly hurt, of course, but she will forgive you — in the end.”

“That will not happen,” said Alan fervently.

“Of course not,” said the old man. “But, if it did, you need not worry. She would never divorce you.
Oh, no! And, of course, she herself will never give you the least, the very least grounds for uneasiness.”

“And how much,” said Alan, “is this wonderful mixture?”

“It is not as dear,” said the old man, “as the glove-cleaner, or life-cleaner, as I sometimes call it. No.
That is five thousand dollars, never a penny less. One has to be older than you are, to indugle in that sort
of thing. One has to save up for it.”

“But the love potion?” said Alan.

“Oh, that,” said the old man, opening the drawer in the kitchen table, and taking out a tiny, rather
dirty-looking phial. “That is just a dollar.”

‘I can’t tell you how grateful I am,” said Alan, watching him fill it.
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“I like to oblige,” said the old man. “The customers come back, later in life, when they are rather
better off, and want more expensive things. Here you are. You will find it very effective.”

“Thank you again,” said Alan. “Good-by.”

“Au revoir,” said the old man.

I. Give a summary of the story.

II. Get ready to interpret it.

1. What kind of text is it? What is the general tone of the story?

2. What is the theme of the story?

3. Who is the narrator? Can the reader trust such a narrator? Would a story be improved if told
fromthe mother’s point of view? How would the story change if it were told from the point of view
of the‘umbrella man’?

4. Where is the scene set?

5. Who are the main characters? Are they flat or round? Is the ‘umbrella man’ an antagonist in the

story? Is he really a criminal? Why is he successful in his crime? Should he go to prison for it?

Whatdo you think he might do when it is not raining?

Give a one-sentence character sketch of the mother, her daughter and the ‘umbrella man’.

6. What is the plot of the story? Divide it into several logical parts and entitle each of them. Does

thestory have a surprise ending? Have you ever been tricked by anybody

in a similar way to this?

7. Analyze the composition of the story. Comment on the role of direct speech.

8. What is the message of the story? Speak on its title.

II1. Get ready for the stylistic analysis of the story.

IV. Sum up all your literary, and stylistic observations and say what makes the authors style
individual.

[Ikana oneHMBaHUA JK3aMeHA.

IToxka3zaTean KoanuecTBo 6aj1710B

CryneHr: 26-30
1. ObnapyxuBaeT Tiy0OKOe MOHUMAHUE OCHOBHOTO
COJIEpKaHUsI, TEMBI ¥ HJICU TPEJI0KCHHBIX TEKCTOB;

2. ['pamMOTHO ompenenser KaHPOBO-CTUIUCTHUECKYIO
MPUHAJICKHOCTD U CTPYKTYPHYIO KOMIIO3HIIHIO TEKCTOB;
3. YMeeT HaxoAWTh HYKHble  (aKThl;  JeNaeT
JIOTUYHBIE U apTYMEHTHUPOBAHHBIC BBIBOJBI, ITOATBEPKIAS
UX IPUMEPaMU U3 TEKCTOB,

4. [TpaBWIIBHO BBISBISIET OCHOBHBIC CTHJIMCTUYICCKUE
Cpe/ICTBa M OILICHUBACT MX KOMMYHHKATHUBHBIC 3a/la4d B
TEKCTE MPEeI0KEHHOTO KaHPa;

5. [Ipy KpUTHYECKOM aHAJIM3e TEKCTa OINEpUpPyeT
JUHTBUCTHYECKUMH  TEPMHUHAMU W OOHApyXHBaecT
rITyOOKOE 3HAHHUE NPOMICHHBIX JUCIUTUINH;

6. JlaeT  mpaBUIBHBIE ~ OTBETBI  HAa  BOIPOCHI
9K3aMEHaTopa;
7. N3naraer Marepuan nocien0BaTebHO, TPAMOTHO U

Oerno, oOHapyXuBas  TpPaBHJIbHOE  HCIIOJIB30BAHUE
Op(i)OG)HI/ILIeCKI/IX, JICKCUYCCKUX, rpaMMaTH4YCCKUX n
CTWJINCTHYECKUX HOPM HM3Y4aeMOro s3blka (IpU 3TOM B
OTBETE JONyCKaeTcst He Ooyiee ABYX MOJHBIX OMIMOOK, HE
BIIMSIOUIMX HA CMBICIIOBOE COJICpKaHUE PEUH).
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JIMHTBOCTHUINCTUYECKUI aHalIN3 TeKcTa U  w3oxkenue | 20-25
OCHOBHOM WJIEH CTATbH COACPXKATEIBHO KOPPEKTHBL, HO
JOMYCKAIOTCS HETOYHOCTH B AapPryMEHTUPOBAaHMM U B
[IpHMEpPax M3 TEKCTOB.

Peub  cTydeHTa  COOTBETCTBYET  OP(OIMHUCCKHUM,
JCKCHYECKUM, TIPaMMAaTHYECKUM H  CTHIMCTHYECKHM
HOpMaM H3y4aeMoro S3bIKa, HO JOMYCKAOTCS CAMHUYHBIC
OMIKOKK B INPOM3HOIIECHHH, JCKCHKE HIIM TI'PaMMAaTHKeE,
KOTOPBIE CaMOCTOSITCIIbHO ~HCIIPABISAIOTCS  CTYACHTOM
mocjie 3aMedaHusi dK3aMeHaTopa (He Oonee 3-4 MOJHBIX
OIIMOOK, HE3HAYUTEIbHO BIMAIOIIMX HAa CMBICIOBOE
COJEpKAHNE PEUH).

CTyleHT TOKa3blBaeT 3HAHWUE M IMOHWMAaHUE OCHOBHBIX | 14-19

IMOJIOKESHHUH S9K3aMCHAallMOHHOI'O 6I/IJ'IeTa, HO
O6Hapy7KI/IBa€T HCAOCTATOYHOC ITOHHMMAHUC COIACPIKAHUA
TCKCTOB, HEJOCTAaTOYHOC 3HaHHUC TCOPECTUYCCKHUX

JTUCHUIUIMH TO CHEHUaTbHOCTH; €ro peyb HU300MIyeT
rpaMMaTHYeCKUMH M JIEKCHYeCKUMH omuokamu  (5-7
MOJIHBIX OMIMOOK, B TOM YHCIIE BEIYIIUX K HCKAKECHUIO
CMBICJIa BBICKA3bIBAHMS).

CrymeHT  oOHapy)XMBaeT  HEIMOHHMMaHWE  TEKCToB, | 0-13
MPEUIOKEHHBIX JUIS aHAIIM3a, JIOIYyCKAeT IrpyObie OMUOKH
B YCTHOW peud, BeAylmIMe K HCKWKEHUIO CMBICIIA

BBICKa3bIBaHUS, HE BJIQJICET HaBBIKAMU
JUHTBOCTWJIMCTUYICCKOTO aHAIM3a TEKCTa W HAaBBIKAMH
pedepupoBaHusl.

CryneHT He MOXeT JaTh OTBeT Ha  Bompockl | 0-2
9K3aMEHAIlMOHHOrO Ouiera, HE BJaJeeT HaBbIKAMU
JIMHTBOCTMJIMCTUYECKOTO aHallu3a TEKCTa M HaBbIKAMU
pedepupoBaHusl.

Hrorosas mkaJja no JMCUMILIMHE HA JK3aMeHe
HroroBast OLEHKa CKIaAbIBA€TCS W3 OLEHKU 3a BBINOJHEHUS BCEX IPELYCMOTPEHHBIX B
nporpaMMe JUCIHHIUIMHBI (OPM OTEYHOCTH B pPaMKax TEKYIIero KOHTPOJs, a TakKKe OIECHKHA Ha

IIPOMEKYTOYHON aTTECTALUU.

bannbl, mnomydyeHHele cTyaeHTOM 1o Tekyulemy | OueHka no TpaJulliOHHON cucTeme
KOHTPOJIIO ¥ IPOMEKYTOYHOM aTTeCTallUU
81 -100 OTJIMYHO
61 - 80 XOPOIIO
41 - 60 YAOBJIETBOPUTEIBHO
0-40 HEYI0BJIETBOPUTEIHHO

23



	1.Перечень компетенций, которыми должны овладеть обу
	2.1.Описание показателей и критериев оценивания компет
	3. Типовые задания или иные материалы, необходимые
	The  Chaser  by  John  Collier

	I.Give a summary of the story.
	III.Get ready for the stylistic analysis of the story.

