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1. Mepeuenn KoMMeTeHUHiA, KOTOPHLIMHE JOJKHBI OBJIAIETH 00YYAIOIINECs B pe3yJbTare
OCBOCHHS 00pa30BaTeJbHOI MPOrPaAMMBI

KO[[ 1 HAMMCHOBAHUEC KOMIICTCHII N

Oransl GOPMHUPOBAHUS

VYK-4 — cnioco0GeH OCYIIECTBIISATh JIEIOBYI0O KOMMYHHUKAIIHIO
B YCTHOW W THCBMEHHOH (opMax Ha TOCYJapCTBEHHOM | 2.
Poccuiickoit @exepaniui U MHOCTPAaHHOM(BIX)
s3bIKe(ax)

SA3BIKE

1. paGota Ha y4eOHBIX 3aHATHUSIIX
camocTosiTeNbHas paboTa

2. Onucanue nokasarejeil oeHUBaAHUS KOMHeTeHHHﬁ, a TAKIKE IIKAJI OHCHUBAHUSA

2.1. Onucanue nokasareJieil ¥ KpUTEpUeB OLlEHMBAHUS KOMIIETEHIHI

OrnenuBa | YpoBeHb Oran Ornucanue mokasartenei Kpurepun [Ixama
eMbIC chopmupoBaH | (hopMUPOBAHUS OIICHUBAHUS OIICHUBAH
KOMITIETEH | HOCTH us
ITHH
YK-4 IToporoBerit 1.Pabota Ha 3HaTh: sTHYecKue HOPMBI | Texkymuit 41-60
y4eOHBIX KyJIbTYD U3y4aeMbIX | KOHTPOJIb OasoB
3aHATHUSIX SI3BIKOB, OOIICKYNBTYpHBIE | BeInonHeHue
2.CamocToATend | yHUBEpCAJINH, TMPUHIMIIBI | IPOBEPOTHBIX
Has pabota YCTHOTO ¥ TIMCBMEHHOIO | TECTOB
o0IIeHus 9K3aMeH
YMerb: HaxomuTh MYyTH K
COTPYIHUYECTBY Ha OCHOBE
TIPUHITUIIOB YBOKEHUS
CBOCOOpa3us HMHOS3BITHOU
KyIbTYPbl W TEHHOCTHBIX
OpPHEHTAIMH HWHOSI3BITHOTO
coIryma
[ponsunytsiit |1.Pabora Ha Bnanern: HaBbikaMu | [ToaroroBka 61-100
Y4eOHBIX B3aMMOJICHCTBHS C | mpe3eHTaIuu 6amioB
3aHATUSIX WHOSI3BIYHBIMU KyJIbTYpaMH | dK3aMEH
2.CamocTosiTeNnh | C TO3UIHMHA KyIbTypHOTO
Has pabora pENATHBU3MA u
TOJICPAHTHOCTH

2.2. HIkaJabl oneHNBaHUuA KOMIIeTeHIIHA

YpoBenb ¢cpOpMHUPOBAHHOCTH KOMIIETEHIINH

IIxana oneHnBaHuA

IIponBuHYTHIN YPOBEHb

Komnerennust chopmMupoBaHa TMOJTHOCTbIO, OakanaBp
3HAaHWSIMH |
JESATEIBHOCTH 110

BJIaJ€CT

OCYIICCTBJICHUA

0a30BBIMU

MIPaKTUYECKOU

I/I36paHHOMy HaITpaBJICHUIO.

METOJaMH

81-100 «oTIINUHO»

CcdopmupoBanbl 0a30BbIe CTPYKTYphl 3HAHUH, OakaiaBp
BJajeeT OOIMMHU TOJIOKEHUSIMU TEOPUHM U HMEeT
NIEPBOHAYANIBHBIN OMBIT pelIeHUs MPAKTUYECKUX 3a1a4

61-80 «xopomio»




Iloporoselii ypoBeHb

CdhopmupoBanbl 06a30BbI€ CTPYKTYphl 3HAHUH, UMEETCS
HEKOTOPBI OMBIT MX MPUMEHEHUS, HO JOIYCKAIOTCS
OIIMOKM MPH PEUICHUU TPAKTHYECKUX 3a7a4

41-60 «yn0BIETBOPUTEILHO

bakanaBp  umeer  ciaboe  MpEACTaBIEHUE O
npodecCHOHANBHBIX 33Ja4ax, JOMYCKAaeT OMIMOKH, He
MO3BOJISIIOIIME €My IPUCTYNIUTh K TNPAKTUYECKOU
JIESITEIbHOCTH

0-40 «HEyIOBIETBOPUTEIHHOY

OuenuBaemMble YpoBeHb cPOPMUPOBAHHOCTH Ikana oueHUBaHUA
KOMIIeTEH I U
YK-4 IoporoBwrii 0-40 «HEeyIOBJIETBOPUTEIBHOY;
41-60 «yIOBJIETBOPUTENBHO;
I[poaBuHyTHII 61-80 «xopomio»
81-100 «oTmu4HOY»




3. TunoBbie 3alaHUA WJIN HHbIEC MaTepUuaJbl, HEOGX()}II/IMLIG AJISl OUEHKHU PE3YJIbTATOB 0CBOCHUSA
NnporpaMmmbl IUCIHUIIJIMHBI

MMHUCTEPCTBO OBPA3OBAHU S MOCKOBCKOI OBJIACTU
l'ocynapcTBerHOE 00pa3oBaTEeIbHOE YUPEKISHUE BBICIIET0 00pazoBaHus MoCKOBCKOW o0nacTu
MOCKOBCKHI T'OCYJAPCTBEHHBIN OBJIACTHOM YHUBEPCUTET
(MI'oy)

Kadenpa anrnwmiickoii punonoruu

IpakTuyeckoe 3axpanne Stylistic devices revision
no qucuuninHe «[IpaKTHKYM 10 aHAJUTHYECKOMY YTEHHIO BTOPOr0 HHOCTPAHHOTO SI3BIKAY

Tema: [IoBTOpEHNE N3YYEHHBIX CTUIMCTUYECKUX ITPUEMOB.

OuenuBaeMbie KOMIIETEHIH:

YK-4. CriocoOeH oCylIecTBIATh JENOBYI0 KOMMYHUKAIIMIO B YCTHOM M MUCBbMEHHOW (opMax Ha
rocynapcTBeHHOM s3bike Poccuiickoit @enepanuu 1 THOCTPaHHOM(BIX) s3bIKe(ax).

YK-4.1. TpaMOTHO ¥ SICHO CTPOMT JUAJOTHYECKYIO pPEYb B paMKaX MEXKIUYHOCTHOIO U
MEXKYJIBTYPHOTO OOIIEHHS Ha TOCYIapCTBEHHOM si3bike Poccuiickoit denepanu 1 MHOCTPAHHOM
SI3BIKE.

YK-4.2. JIleMOHCTpUpPYET YMEHHUE OCYIIECTBIIATH JCIOBYIO MTEPEIMCKY HAa TOCYIAPCTBCHHOM SI3bIKE
Poccuiickoit @eaepanuu 1 THOCTPAHHOM S3BIKE C YYETOM COLIMOKYJIBTYPHBIX OCOOEHHOCTEH.
YK-4.3. JleMoHCTpHUPYET CITOCOOHOCTH HAXOIUTh, BOCIIPHHUMATh U UCIIOJIb30BaTh HH(POPMAIIHIO Ha
WHOCTPAaHHOM SI3bIK€, IOJIYYCHHYIO W3 IE€YATHBIX W JJIEKTPOHHBIX HMCTOYHUKOB ISl PELICHUS
CTaHJApPTHBIX KOMMYHMKaTUBHBIX 3a7ad.

Yposenb: [loporosbiii

Choose the stylistic device, which is used in the following sentences. Underline it in the
sentences.
I. | felt like the girl-at-the-ball-coming-down-the-grand-staircase.

a) metonymy b) phrase epithet c) simile
I1. He looked at me as if he thought I might laugh. One of those flashes of shyness he has.
a) metaphor b) periphrasis c) irony
I11. 1 could scream abuse at him all day long; he wouldn’t mind at all.
a) zeugma b) oxymoron c) hyperbole
IV. Like rain, endless dreary rain. Colour-Kkilling.
a) simile b) metaphor c) epithet
V. | know he is the Devil showing me the world that can be mine.
a) allusion b) metaphor c) periphrasis

VI. | used to think D and M’s class the worst. All golf and gin and bridge and cars and the
right accent and the right money and having been to the right school and hating the arts.
a) hyperbole b) polysyndeton c) irony

KpnTeme OICHUBAHMSA BBINMOJHCHHUSA NMPAKTUYECCKOI0 3a1aHUsA

IToka3arTean Bana

3amaHue BBITOIHEHO HMOJHOCTHIO, KOJIMYECTBO OIIMOOK — He 6osee 5%

3a,Z[aHI/Ie BBIITOJIHCHO ITPAKTHYCCKU ITOJIHOCTBIO, KOJIMYCCTBO omuo6ok — He 6osee 10%

3amaHue BBITOIHEHO YaCTUYHO, KOJIHYECTBO OLIHO00K — He 6osee 30%.

3aJiaHue BBINOJIHEHO, HO COAEPKUT MHOXKECTBO OIUO0K — 6oiiee 50%.

RPINW A~ O

3aaHue BBINOJIHEHO, HO COACPIKUT MHOXKECTBO oMO0K — Oosee 60%.




MHHHUCTEPCTBO OBPA30BAHNS MOCKOBCKOI OBJIACTU
l'ocynapcTBenHOE 00pa30BaTebHOE YIPEKACHUE BbICIIET0 00pasoBanus MoCkoBCKOI 00nacTn
MOCKOBCKUU I'OCYIAPCTBEHHbBIM OBJIACTHOU YHUBEPCUTET
(MI'OY)

Kadenpa anrnwmiickoii punonoruu

IpakTuuyeckoe 3aganue “The Catcher in the Rye” (by Jerome David Salinger)
mo JMCIHUMIIJINHE «HpaKTI/IKyM M0 AHAJIMTHYCCKOMY YTCHHIO BTOPOIro HHOCTPAHHOT O SAA3BIKA»

Tema: KoMrutekcHblil aHanmi3 oTpbiBKa u3 npoussenenus Jx. /. Comunmkepa “The Catcher in the
Rye”

OuenuBaeMbie KOMIIETEHIH:

YK-4. CriocoOeH oCylIecTBIATh JENOBYI0 KOMMYHUKAIIMIO B YCTHOM M MUCBbMEHHOW (opMax Ha
rocynapcTBeHHOM s3bike Poccuiickoit @enepanuu 1 MHOCTPAaHHOM(BIX) sI3bIKE(ax).

YK-4.1. TpaMOTHO ¥ SICHO CTPOMT JUAJOTHYECKYIO pPEYb B paMKaX MEXKIUYHOCTHOIO U
MEXKYJIbTYpPHOTO OOIIEHUS Ha TOCYIapCTBEHHOM si3bike Poccuiickoit denepanuu U HHOCTPAHHOM
SI3BIKE.

YK-4.2. JIleMOHCTpUpPYET YMEHHUE OCYIIECTBIIATH JCIOBYIO MTEPEIMCKY HAa TOCYIAPCTBCHHOM SI3bIKE
Poccuiickoit @denepanuu 1 HHOCTPAHHOM SI3BIKE C YYETOM COIIMOKYJIBTYPHBIX OCOOEHHOCTEH.
YK-4.3. JleMoHCTpHUPYET CITOCOOHOCTH HAXOIUTh, BOCIIPHHUMATh U UCIIOJIb30BaTh HH(POPMAIIHIO Ha
MHOCTPAaHHOM SI3bIKE, TOJIYYEHHYIO W3 II€YaTHBIX W AJIEKTPOHHBIX HMCTOYHUKOB [UISl PELICHUS
CTaHJApPTHBIX KOMMYHMKaTUBHBIX 3a7ad.

YpoBenb: [IpoaBuHyTHII

“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 | 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 | took her downtown shopping with me. We had a helluva time. |
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. | think he
knew we were horsing around, because old Phoebe always starts giggling.

Anyway, | 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 | 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 |
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 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
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disappearing, I’d thank him. Then it would start all over again as soon as | got to the next corner. But
| kept going and all. | was sort of afraid to stop, | 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 | was still sweating like a bastard. | sat there, | 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 | 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.

| got excited as hell thinking about it. I really did. I knew the part about pretending | was a
deaf-mute was crazy, but | 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.



KpnTeplm OLICHUBAHHUA KOMILUICKCHOI'O aHAJIN3a TEKCTAa
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HAaXOJUTh  HYXHBIEe  (aKTbl;  JeJmaer  JIOTHYHBIE U

apryMEHTHPOBAaHHBIC BBIBOJBI, TIOATBEPXKIAsl MX MPUMEPAMHU U3

TEKCTa; oOHapy>KUBaeT NPaBUIILHOE UCTIOJIb30BaHHE

JIEKCHYECKUX, T'PaMMATHUYECKUX W CTHIMCTHUECKUX HOPM

M3y4aeMoro s3bIKa.

JIMHTBOCTHJIMCTUYECKHM ~ aHAIM3  TEKCTa  COJEPKAaTeNIbHO | XOPOIIO 11-15
KOPPEKTeH, HO JIOMYCKAIOTCsl HETOYHOCTH B apryMeHTUpoBaHuu u | 61-81%

B IIPUMEPAX U3 TEKCTOB,

JOITyCKAIOTCSl €IMHUYHBIE OMIMOKH B JIEKCHKE WJIM TpPaMMAaTHKE,

HE3HAYUTENFHO BIUSIOMINX HA CMBICIIOBOE COJICpPIKaHUe.
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CTYICHT OOHapyXHBaeT HEMOHUMAaHHWE TEKCTa, MPEIIOKEHHOTO | HeymoBieTBoputensH | 0-5
JUIsl  aHanu3a, JOIMYyCKaeT TpyOble OMIMOKW, BEAyIIHe K | O

HCKaKEHHIO CMBICIIA, HE BJIaJIEET HaBeikamu | 0-40%

JIMHI'BOCTHJIMCTHYCCKOT'O aHaJIM3a TEKCTA.




MHHHUCTEPCTBO OBPA30BAHNS MOCKOBCKOI OBJIACTU
l'ocynapcTBenHOE 00pa30BaTeIbHOE YIPEKACHUE BbICIIETO 00pasoBanus MoCKoBCKOI 00nacTn
MOCKOBCKUU I'OCYIAPCTBEHHbBIM OBJIACTHOU YHUBEPCUTET
(MI'OY)

Kadenpa anrnwmiickoii punonoruu

Tect (Bapuanr 1)
o qucuuniuHe «[IpakTHKYM 10 aHAJHTHYECKOMY YTEHHI) BTOPOTr0 HHOCTPAHHOTO SI3BIKA»

OuenuBaeMblie KOMIETEHIMH:

YK-4. CriocoOeH oCylIeCTBIATh JENOBYI0 KOMMYHUKAIIMIO B YCTHOM M MUCBbMEHHOW (opMax Ha
rocynapcTBeHHOM s3bike Poccuiickoit @enepanuu 1 HUHOCTPaHHOM(BIX) sI3bIKE(ax).

YK-4.1. T')paMOTHO ¥ SICHO CTPOMT JUAJOTHYECKYIO pPEYb B paMKaX MEXKIUYHOCTHOIO U
MEXKYJIBTYPHOTO OOIIEHHS Ha TOCYIapCTBEHHOM si3bike Poccuiickoit denepanvu 1 MHOCTPAaHHOM
SI3BIKE.

YK-4.2. JIleMOHCTpUpPYET YMEHHUE OCYIIECTBIISATH JCIOBYIO MEPEIUCKY HAa TOCYIAPCTBEHHOM SI3bIKE
Poccuiickoit @eaepanuu 1 THOCTPAHHOM S3BIKE C YYETOM COLIMOKYJIBTYPHBIX OCOOEHHOCTEH.
YK-4.3. JleMoHCTpHUPYET CITOCOOHOCTH HAXOIUTh, BOCIIPHHUMATh U UCIIOJIb30BaTh HH(OPMAIIHIO Ha
WHOCTPAaHHOM SI3bIK€, IOJIYYCHHYIO W3 IE€YATHBIX W JJIEKTPOHHBIX HMCTOYHUKOB ISl PELICHUS
CTaHJAPTHBIX KOMMYHHKAaTUBHBIX 3a7a4.

Yposenb: [loporossiii

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.

2. 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

3. 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

4. A story seldom begins of a point which leads quickly and logically to the crucial moment, the ...
a) climax
b) conflict
c) surprise ending
d) ending

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



10.

11.

12.

13.

a) climax

b) atmosphere
c) surprise ending
d) suspense

... 1s based on a specific kind of metonymic relationship which may be described as quantitative.
a) Synecdoche

b) Personification

c) Periphrasis

d) Apostrophe

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

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

a) ellipsis

b) aposiopesis

c) detachment

d) chiasmus

Break-in-the narrative is also known as ...
a) ellipsis

b) aposiopesis

c) detachment

d) chiasmus

A combination of two words (often an adjective and a noun or an adverb and an adjective) in
which their meanings clash is called ...

a) paradox

b) antithesis

C) oxymoron

d) antonomasia

... 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

A deliberate overstatement or exaggeration is known as ...

a) circumlocution

b) periphrasis
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14.

15.

16. ...

17.

18.

19.

20.

c) hyperbole
d) meiosis

The ... is composed of two nouns linked in an of-phrase e.g. “the shadow of a smile”.
a) sentence epithet

b) fixed epithet

c) reversed epithet

d) transferred epithet

... 1s an arrangement of sentences (or of the homogeneous parts of one sentence) which secures a
gradual increase in significance, importance, or emotional tension in the utterance.

a) Gradation

b) Enumeration

c) Suspense

d) Bathos

are ordinary logical attributes generally describing the state of a human being, but made to
refer to an inanimate object, e.g. sleepless pillow, restless pace,

a) Reversed epithets

b) Transferred epithets

c) Fixed epithets

d) Phrase epithets

A(n) ... is an indirect reference to a historical, literary, mythological, etc. personage or fact, or to
a fact of everyday life, made in the course of speaking or writing.

a) epigram

b) quotation

c) allusion

d) circumlocution

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

b) euphemism

c) metaphor

d) cliché

... belongs to the group of stylistic devices based on the repetition of a syntactical pattern, but it
has a reversed order of words and phrases, e.g. “As high as we have mounted in delight / in our
dejection do we sink as low” (Wordsworth).

a) Chiasmus

b) Parallelism

c) Reiteration

d) Circumlocution

Periphrasis is the same as ...
a) circumlocution

b) chiasmus

¢) euphemism

d) cliché

TecThl MMOpOroBoro ypoBHs OIICHUBAKOTCA U3 pacucTa 100 63.J'IJ'IOB, KaXKIbIi HpaBHJ’IBHBIfI OTBCT
OLICHUBAETCH B 5 0aJlIoB.
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[IIkana coOTBETCTBHUS PEUTHHIOBBIX OLIEHOK MATHOAUTbHBIM onieHKaM: 100 — 81- «ormmuno» (5); 80
— 61 - «xopomio» (4); 60 - 41 - «ynoBaerBopurensHo» (3); 40 — 21 - «HEyHOBIETBOPUTENBHOY (2),
20 -0 - «He00X0aMMO TTOBTOPHOE H3YYCHHUEH.

Kpurtepuu onenku recra

Orenka no S-6ayIbHOM crucTemMe Ouenka no 100-6amibHOM | banmiel mis aTTectanumn
cHCTEME
5 | oTm4HO 81 -100 9-10
4 | xopoIio 61 — 80 7-8
3 | yIOBJIETBOPHTEIHLHO 41 - 60 5-6
2 | HeyOBIIETBOPUTEIHHO 21 -40 3-4
1 | HeobOxomumo MIOBTOPHOE 0-20 0-2
H3yUCHHE
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MMHUCTEPCTBO OBPA3OBAHU I MOCKOBCKOI OBJIACTU
l'ocynapcTBenHOE 00pa3oBaTebHOE YIPEKACHUE BBICIIET0 00pasoBanus MoCKOBCKOH 00nactn
MOCKOBCKHUU T'OCYJAPCTBEHHBIN OBJIACTHOU YHUBEPCUTET
(MI'oy)

Kadenpa anrnwmiickoii punonoruu

Tect (Bapmanr 2)
o qucuuniuHe «[IpakTHKYM 10 aHAJHTHYECKOMY YTEHHI) BTOPOTr0 HHOCTPAHHOTO SI3BIKA»

OuenuBaeMblie KOMIIETEHIH:

YK-4. CriocoOeH oCylIecTBIATh JEOBYI0 KOMMYHUKAIIMIO B YCTHOM M NMUCBbMEHHOW (opMax Ha
rocynapcTBeHHOM s3bike Poccuiickoit @enepanuu 1 MHOCTPaHHOM(BIX) sI3bIKE(ax).

YK-4.1. TpaMOTHO ¥ SICHO CTPOMT JUAJOTHYECKYIO pPEYb B paMKaX MEXKIUYHOCTHOIO U
MEXKYJIbTYPHOTO OOIIEHUS Ha TOCYIapCTBEHHOM si3blke Poccuiickoit denepanuu U1 HHOCTPAHHOM
SI3BIKE.

YK-4.2. JIleMOHCTpUpPYET YMEHHUE OCYIIECTBIIATH JCIOBYIO MTEPEIMCKY HAa TOCYIAPCTBCHHOM SI3bIKE
Poccuiickoit @denepanuu 1 HHOCTPAHHOM SI3BIKE C YYETOM COIIMOKYJIBTYPHBIX 0COOEHHOCTEH.
YK-4.3. JleMoHCTpHUPYET CITOCOOHOCTH HAXOIUTh, BOCIIPHHUMATh U UCIIOJIb30BaTh HH(OPMAIIHIO Ha
MHOCTPAaHHOM SI3BIKE, TOJIYYEHHYIO W3 II€YaTHBIX W AJIEKTPOHHBIX HMCTOYHUKOB JUISl PELICHUS
CTaHJAPTHBIX KOMMYHHKAaTUBHBIX 3a7a4.

Yposenb: [loporossiii

I. Choose the variant which best completes each sentence below.

1.The idea of a literary work is expressed ...
a) by its poetic structure as a whole;
b) through its plot and characters;
c) through its plot structure;
d) through the peculiarities of its language and style.

2. Denouement is ...
a) the event or events that bring the action to an end;
b) a surprise ending;
c) the highest point of the action;
d) the same as rising action.

3. Concentration in one place of text of a number of expressive means and
stylistic devices performing the same function is known as ...
a) emphasis;
b) chiasmus;
C) convergence;
d) framing.

4. A specific additional meaning of an utterance, which is not directly derived
from the meanings of language units realized in the text is known as ...
a) connotation;
b) contrast;
¢) implication;
d) foreshadowing.
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5.

Antithesis is often based on the use of ...
a) synonyms;

b) homonyms;

c) homophones;

d) antonyms.

6. An unexpected twist of the plot not revealed until the end of the story is

8.

10.

11.

known as ...

a) falling action;
b) denouement;

C) suspense;

d) surprise ending.

. Substitution of words of mild or vague connotations for rough, unpleasant

or taboo works and expressions is known as ...
a) litotes;

b) euphemism;

c) irony;

d) understatement.

The presentation of events in their development is known as ...
a) description;

b) narration;

c) gradation;

d) composition.

. Hints inserted by the author to indicate to the reader how the action is

going to develop, and thus to contribute to the credibility of the plot, are
known as ...

a) foreshadowing;

b) foregrounding;

c) flashback;

d) rising action.

An attributive word or phrase expressing some quality of a person, thing,
idea or phenomenon is known as ...

a) metaphor;

b) epithet;

c) metonymy;

d) emphasis.

I was not a hawk.
a) litotes;

b) periphrasis;

c) metaphor;

d) contrast.

12. The wordy silence troubled her.

a) oxymoron;
b) metaphor;
¢) hyperbole;
d) paronomasia
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13. Juan was a bachelor of arts, and parts, and hearts.
a) epithet;
b) zeugma;
C) paronomasia;
d) oxymoron.

14. He had not been unhappy all day.
a) epithet;
b) antithesis;
c) litotes;
d) hyperbole.

15. Walls — palaces — half —cities have been reared.
a) aposiopesis;
b) bathos;
C) suspense;
d) gradation.

16. My impatience has shown its heels to my politeness.
a) synecdoche;
b) metonymy;
C) antonomasia;
d) personification.

17. Then my head came over the earth floor and nobody shot at me and fear
seeped away.
a) zeugma,;
b) litotes;
) metaphor;
d) metonymy.

18. Immortal, though no more; though fallen, great!
a) anticlimax;
b) antithesis;
c) gradation;
d) suspense.

19. If teenage baby-sitters typical, there’s hope yet.
a) ellipsis;
b) aposiopesis;
c) antithesis;
d) paronomasia.

20. The figures of these men and women who approached the flowerbed with a curiously
irreqular movement not unlike that of the white and blue butterflies.

a) litotes;

b) metaphor;
C) antithesis;
d) periphrasis.
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TecTel mOporoBoro ypoBHs oueHHBarOTcs u3 pacuera 100 6aymioB, Kaablii MPaBUIBHBIA OTBET

OLICHUBAETCA B 5 0aJUIOB.

[IIkana coOTBETCTBHUS PEUTHHIOBBIX OLIEHOK MATHOAUTbHBIM onieHKaM: 100 — 81- «otmmuno» (5); 80
— 61 - «xopomio» (4); 60 - 41 - «ynoBaerBoputensHo» (3); 40 — 21 - «HEyHOBIETBOPUTENBHOY (2),
20 -0 - «He00X0aMMO TTOBTOPHOE H3YYCHUEH.

Kpurepuu onenku recra

Orenka no S5-6ayIbHOM crucTeMe Ouenka no 100-6amibHOM | banmisl mis aTTectanumn
cHCTEME
5 | oTm4HO 81100 9-10
4 | xoporno 61 — 80 7-8
3 | yIOBJIIETBOPHTEIHHO 41 - 60 5-6
2 | HeyOBIIETBOPUTEIHHO 21 -40 3-4
1 | HeobOxomumo MIOBTOPHOE 0-20 0-2
H3yUCHHE
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MHUHHUCTEPCTBO OBPA30BAHNS MOCKOBCKOI OBJIACTU
l'ocynapcTBenHOE 00pa30BaTeIbHOE YIPEKACHUE BbICIIETO 00pasoBanus MoCKoBCKOI 00nacTn
MOCKOBCKUU I'OCYIAPCTBEHHbBIM OBJIACTHOU YHUBEPCUTET
(MI'OY)

Kadenpa anrnwmiickoii punonoruu

Tect (Bapmanr 1)
o qucuuniuHe «[IpakTHKYM 10 aHAJHTHYECKOMY YTEHHI) BTOPOT0 HHOCTPAHHOTO SI3BIKA)

OuenuBaeMblie KOMIIETEHIMH:

YK-4. CriocoOeH oCyHIeCTBIIATh JEOBYI0 KOMMYHUKAIIMIO B YCTHOM M MUCBbMEHHOW (opMax Ha
rocynapcTBeHHOM s3bike Poccuiickoit @enepanuu 1 MHOCTPaHHOM(BIX) sI3bIKE(ax).

YK-4.1. T'paMOTHO ¥ SICHO CTPOMT JUAJOTHYECKYIO pPEYb B paMKaX MEXKIUYHOCTHOIO U
MEXKYJIbTYPHOTO OOIIEHUs Ha TOCYIapCTBEHHOM si3blke Poccuiickoit denepanuu 1 HHOCTPAHHOM
SI3BIKE.

YK-4.2. ]IleMOHCTpUpPYET YMEHHUE OCYIIECTBIIATH JCIOBYIO MTEPEIMCKY HAa TOCYIAPCTBCHHOM SI3bIKE
Poccuiickoit @enepanuu 1 MHOCTPAHHOM S3BIKE C YYETOM COIIMOKYJIBTYPHBIX OCOOEHHOCTEH.
YK-4.3. JleMoHCTpHPYET CITOCOOHOCTH HAXOIUTh, BOCIIPHHUMATh U UCIIOJIb30BaTh HH(OPMAIIHIO Ha
MHOCTPaHHOM SI3bIKE, TOJIYYEHHYIO W3 II€YaTHBIX W AJIEKTPOHHBIX HMCTOYHUKOB [UISl PELICHUS
CTaHJAPTHBIX KOMMYHHKAaTUBHBIX 3a/a4.

YpoBenb: [IpoaBuHyTHII

1. 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

C) Only literary

D) Only colloquial

E) Neutral and colloquial

2. What do Literary words serve to satisfy?

A) communicative demands of official, scientific, poetic messages
B) non-official everyday communicative demands

C) communicative demands of official messages

D) communicative demands of poetic messages

E) communicative demands of scientific messages

3. What do colloquial words serve to satisfy?

A) communicative demands of official, scientific, poetic messages
B) non-official everyday communicative demands

C) communicative demands of official messages

D) communicative demands of poetic messages

E) communicative demands of scientific messages

4. The biggest division of vocabulary is made up of:
A) Literary words
B) Colloquial words
C) Neutral words
D) Historical words
17



E) Poetic words

5. 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) At home

6. The main source of synonymy and polysemy are considered to be
A) Colloquial words

B) Neutral words

C) Literary words

D) Neutral and common literary words

E) Neutral and common colloquial words.

7. What two major subgroups constitute special literary words?
A) Terms and archaisms

B) Slang and jargonisms

C) Professionalisms and jargons

D) Argo and slang

E) Dialectisms and foreignisms

8. Terms are:

A) antiquated or obsolete words replaced by new ones

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

C) 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

9. Archaisms 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

C) 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

10. Historical words are...

A) antiquated or obsolete words replaced by new ones

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

C) 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) barbarisms and foreign words

11. "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

C) Borrowed words

D) Vulgar words

18



E) Barbarisms

12. Obsolete words are the words which:

A) have already gone completely out of use but are still recognized by the English-speaking
community: e.g. methinks”it seems to me); nay(=no).

B) are no longer recognizable in modern English, words that were in use in Old English and which
have either dropped out of the language entirely or have changed their in their appearance so much
that they have become unrecognizable, e.g. troth(=faith), a losel(=a worthless, lazy fellow)

C) are in the beginning of the aging process when the word becomes rarely used, i.e. they are in the
stage of gradually passing out of general use, e.g. pronouns thy, thee, thine, thouh.

D) are used exactly in Modern English Literature and which are created by the English Contemporary
Poets, thus belonging to concrete style of the concrete author, e.g. hateships, weatherology.

E) are generally defined as "a new word or a new meaning for an established word".

13. it is a recognized term for a group of words that exists in almost every language and whose
aim is to preserve secrecy within one or another social group. These are generally old words
with entirely new meanings imposed on them™. The given definition is appropriate for:

A) Jargon-isms

B) Barbarisms

C) Vulgarism

D) Terminology

E) Professionalisms

14. Morphological or partial archaisms are...

A) antiquated or obsolete words replaced by new ones

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

C) 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) barbarisms and foreign words

15. Obsolescent words are the words which:

A) have already gone completely out of use but are still recognized by the English-speaking
community: e.g. methinks{—\X seems to me); nay{~no).

B) are no longer recognizable in modern English, words that were in use in Old English and which
have either dropped out of the language entirely or have changed their in their appearance so much
that they have become unrecognizable, e.g. troth(=faith), a losel(—a worthless, lazy fellow)

C) are in the beginning of the aging process when the word becomes rarely used, i.e. they are in the
stage of gradually passing out of general use, e.g. pronouns thy, thee, thine, thouh

D) are used exactly in Modern English Literature and which are created by the English Contemporary
Poets, thus belonging to concrete style of the concrete author, e.g. hateships, weatherology.

E) are generally defined as "a new word or a new meaning for an established word".

16. Archaism proper are...

A) antiquated or obsolete words replaced by new ones

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

C) 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) barbarisms and foreign words
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17. "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

C) Barbarisms and foreignism

D) Archaic, obsolescent and obsolete words

E) Dialectal words.

18. Slang is:

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

C) 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

19. Jargonisms 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

C) 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

20. 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

C) 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

21. Archaisms 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

C) words, used by most speakers in very informal communication, highly emotive and expressive
D) words, used by limited groups of people, united socially

E) barbarisms and foreign words

22. 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

C) 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

23. 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

C) 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
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24. Poetic and Highly literary words belong to layer
A) Neutral

B) Colloquial

C) Literary

D) Both Colloquial and Literary

E) Both Neutral and Colloquial

25. 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

C) The spoken and written varieties

D) Syntactical and lexical varieties of language

E) Phonetic and morphological varieties

TecThl MPOIBUHYTOTO YPOBHS OlIEHHBAIOTCA M3 pacuera 100 6amtoB, Kax bl MPaBUIBHBINA OTBET
olleHMBaeTcs B 4 Oaia.

[IIkana COOTBETCTBHS PSUTHHTOBBIX OIICHOK MATHOATLHBIM oreHkaM: 100 — 81- «oTimanHo» (5); 80
— 61 - «xopomoy (4); 60 - 41 - «ynoBaeTBopuTeIbHO» (3); 40 — 21 - «HEYIOBICTBOPUTEIBHO» (2),
20— 0 - «HEOOXO0IMMO TIOBTOPHOE H3YICHHEY.

Kpurtepun oneHku recra

OrieHKka 110 5-0aJUILHON CUCTEME Ouenka o 100-6awpHO# | Bayuiel mis arrecranuu
CHCTEME
5 OTJINYHO 81 -100 9-10
4 | xoporio 61 — 80 7-8
3 | yAOBJIETBOPUTEIHLHO 41 -60 5-6
2 | HEYAOBJIETBOPUTEIHLHO 21— 40 3-4
1 Heob6xomumo MTOBTOPHOE 0-20 0-2
H3y4YeHHUe
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MHHHUCTEPCTBO OBPA30BAHNS MOCKOBCKOI OBJIACTU
l'ocynapcTBenHOE 00pa30BaTeIbHOE YIPEKACHUE BbICIIETO 00pasoBanus MoCKoBCKOI 00nacT
MOCKOBCKUU I'OCYIAPCTBEHHbBIM OBJIACTHOU YHUBEPCUTET
(MI'OY)

Kadenpa anrnwmiickoii umonorun

Tect (Bapmanr 2)
o qucuuniuHe «[IpakTHKYM 10 aHAJHTHYECKOMY YTEHHI) BTOPOTr0 HHOCTPAHHOTO SI3BIKA»

OuenuBaeMblie KOMIIETEHIH:

YK-4. CriocoOeH oCylIecTBIATh JEOBYI0 KOMMYHUKAIIMIO B YCTHOM M NMUCBbMEHHOW (opMax Ha
rocynapcTBeHHOM s3blke Poccuiickoit @eaepanuy 1 HHOCTPAaHHOM(BIX) SI3bIKE(AX).

YK-4.1. TpaMOTHO ¥ SICHO CTPOMT JUAJOTHYECKYIO pPEYb B paMKaX MEXKIUYHOCTHOIO U
MEXKYJIBTYPHOTO OOIIEHMs] Ha TOCYJapCTBEHHOM si3bike Poccuiickoit denepanuu U MHOCTPAHHOM
SI3BIKE.

YK-4.2. JIleMOHCTpUpPYET YMEHHUE OCYIIECTBIIATH JCIOBYIO MTEPEIMCKY HAa TOCYIAPCTBCHHOM SI3bIKE
Poccuiickoit @eaepanuu 1 THOCTPAHHOM S3BIKE C YYETOM COLIMOKYJIBTYPHBIX OCOOEHHOCTEH.
YK-4.3. JleMoHCTpHUPYET CITOCOOHOCTH HAXOIUTh, BOCIIPHHUMATh U UCIIOJIb30BaTh HH(OPMAIIHIO Ha
MHOCTPAaHHOM SI3BIKE, TOJIYYEHHYIO W3 II€YaTHBIX W AJIEKTPOHHBIX HMCTOYHUKOB JUISl PELICHUS
CTaHJAPTHBIX KOMMYHHMKAaTUBHBIX 3a/1a4.

YpoBenb: [IpoBUHYTHII

1. Poetic words are...

A) antiquated or obsolete words replaced by new ones

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

C) 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) barbarisms and foreign words

2. Syntactical stylistic devices are...

A) SD based on the binary opposition of lexical meanings regardless of the syntactical organization
of the utterance

B) SD based on the binary opposition of syntactical meanings regardless of their semantics

C) SD based on the binary opposition of lexical meanings accompanied by fixed syntactical
organization of employed lexical units

D) SD based on the opposition of meanings of graphical elements of the language

E) SD based on the opposition of meanings of phonological elements of the language

3. Lexical stylistic devices are...

A) SD based on the binary opposition of lexical meanings regardless of the syntactical organization
of the utterance

B) SD based on the binary opposition of syntactical meanings regardless of their semantics

C) SD based on the binary opposition of lexical meanings accompanied by fixed syntactical
organization of employed lexical units

D) SD based on the opposition of meanings of graphical elements of the language

A) SD based on the opposition of meanings of phonological elements of the language

4. Phonetical stylistic means are ...
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A) SD based on the binary opposition of lexical meanings regardless of the syntactical organization
of the utterance

B) SD based on the binary opposition of syntactical meanings regardless of their semantics

C) SD based on the binary opposition of lexical meanings accompanied by fixed syntactical
organization of employed lexical units

D) SD based on the opposition of meanings of graphical elements of the language

E) SD based on the opposition of meanings of phonological elements of the language

5. Theirony s ...

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.

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

6. Alliteration is:

A) A phonetic stylistic device which aims at impacting melodic effect to the utterance. The essence
of this device lies in the repetition of similar sounds, in particular consonants sounds.

B) A combination of speech-sounds which aims at imitating sounds produced in nature (wind, sea,
thunder, etc.), by things (machines or tools, etc.), by people (sighing, laughter, etc.), and by animals.
C) A repetition of identical or similar terminal sound combination of words.

D) A phonetic stylistic device based on the combination of the ideal metrical scheme and the
variations of it, variations which are governed by the standard.

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

7. Define the type of transference in **foot of a bed™*
A) metaphor

B) synonymy

C) antonymy

D) metonymy

E) homonymy

8. Expressive means of a language are:

A) The conscious and intentional intensification of some typical, structural and semantic property of
a language unit promoted to a generalized status and thus becoming a generative model

B) Those phonetic, morphological, word-building, lexical, phraseological and syntactical forms
existing in a language as-a-system for the purpose of logical and emotional intensification of the
utterances.

C) The systems of interrelated language means that serves a definite aim in communication

D) a unique combination of language units (expressive means and stylistic devices) peculiar to a given
writer, which makes that writer's works or even utterances easily recognizable

E) Linguo-stylistics, a branch of general linguistics

9. Lexico-syntactical stylistic devices are:

A) SD based on the binary opposition of lexical meanings regardless of the syntactical organization
of the utterance

B) SD based on the binary opposition of syntactical meanings regardless of their semantics

C) SD based on the binary opposition of lexical meanings accompanied by fixed syntactical
organization of employed lexical units

D) SD based on the opposition of meanings of graphical elements of the language
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E) SD based on the opposition of meanings of phonological elements of the language

10. Find simile in the sentences:

A) She was a teacher

B) I like darkness so much

C) I like chocolate

D) She was like a beautiful exotic flower
E) I like little stones very much

11. Find metonymy in the sentences:
A) | translate an article

B) I read a lot of books

C) I like ice-cream

D) I book a set in the theatre

E) I never read Balzac.

12. Stylistic device of language is:

A) The conscious and intentional intensification of some typical, structural and semantic property of
a language unit (neutral or expressive) promoted to a generalized status and thus becoming a
generative model.

B) Those phonetic, morphological, word-building, lexical, phraseological and syntactical forms
existing in a language as-a-system for the purpose of logical and emotional intensification of the
utterances.

C) The systems of interrelated language means that serves a definite aim in communication

D) Is a unique combination of language units (expressive means and stylistic devices) peculiar to a
given writer, which makes that writer's works or even utterances easily recognizable

E) Linguo-stylistics, a branch of general linguistics

13. Graphical stylistic means are:

A) SD based on the binary opposition of lexical meanings regardless of the syntactical organization
of the utterance

B) SD based on the binary opposition of syntactical meanings regardless of their semantics

C) SD based on the binary opposition of lexical meanings accompanied by fixed syntactical
organization of employed lexical units

D) SD based on the opposition of meanings of graphical elements of the language

E) SD based on the opposition of meanings of phonological elements of the language

14. What is onomatopoeia?

A) the repetition of consonants, usually-in the beginning of words

B) the use of words whose sounds imitate those of the signified object or action

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

D) a combination of two words in which the meaning of the two clash, being opposite in sense.

E) the repetition of similar vowels, usually in stressed syllables

15. What is alliteration?

A) the repetition of consonants, usually-in the beginning of words

B) the use of words whose sounds imitate those of the signified object or action

C) the repetition of similar vowels, usually in stressed syllables

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

E) A combination of two words in which the meaning of the two clash, being opposite in sense.
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16. What is assonance?

A) the repetition of consonants, usually-in the beginning of words

B) the use of words whose sounds imitate those of the signified object or action

C) the repetition of similar vowels, usually in stressed syllables

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

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

17. Such words as "hiss", ""bowwow"’, "murmur", "bump", "grumble™, *'sizzle" and many
more are examples of:

A) Assonance

B) Alliteration

C) Onomatopoeia

D) Metaphor

E) Metonymy

18. What two phonetic stylistic devices may produce the effect of euphony or cacophony?
A) Assonance and Alliteration

B) Capitalization and Multiplication

C) Onomatopoeia and Assonance

D) Metaphor and Metonymy

E) Irony and Epithet

19. What is euphony?

A) a sense of ease and comfort in pronouncing or hearing

B) a sense of strain and discomfort in pronouncing or hearing

C) the repetition of similar vowels, usually in stressed syllables

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

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

20. What is cacophony?

A) a sense of ease and comfort in pronouncing or hearing

B) a sense of strain and discomfort in pronouncing or hearing

C) the repetition of similar vowels, usually in stressed syllables

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

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

21. As an example of the famous lines of E.A. Poe may serve: ...silken sad uncertain
rustling of each purple curtain...

A) Metaphor

B) Metonymy

C) Irony

D) Euphony

E) Cacophony

22. An example of is provided by the unspeakable combination of sounds found in R.
Browning: Nor soul helps flesh now more than flesh helps soul.

A) Assonance

B) Alliteration
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C) Onomatopoeia
D) Euphony
E) Cacophony

23. 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

B) Alliteration

C) Onomatopoeia

D) Graphon

E) Metonymy

24. What is an effective way of supplying information about the speaker’s origin, social and
educational background, physical or emotional condition, etc?

A) Assonance

B) Alliteration

C) Onomatopoeia

D) Graphon

E) Metonymy

25. What does graphon indicate?

A) Standard pronunciation

B) irregularities or carelessness of pronunciation

C) the use of words whose sounds imitate those of the signified object or action
D) the repetition of consonants, usually-in the beginning of words

E) the repetition of similar vowels, usually in stressed syllables

TecTsl IPOABUHYTOTO YPOBHS OlICHUBAIOTCA 13 pacdera 100 6amioB, KaKIbli TPaBUIBHBIA OTBET
olieHUBaeTcs B 4 Oasia.

[IIkajia COOTBETCTBUS PEUTUHTOBBIX OIICHOK NMATHOAIBHBIM o1leHKaM: 100 — 81- «oTmmuno» (5); 80
— 61 - «xopomo» (4); 60 - 41 - «ynoBneTBopUTENbHOY (3); 40 — 21 - «HEYHOBIETBOPUTEITHLHOY (2),
20 -0 - «HE0OXOaMMO TIOBTOPHOE U3yUCHUEY.

Kpurepun ouenku tecta

OreHka 110 5-0annbpHOI cucTeMe Orenka mo 100-0amnmpHo¥ | bamise! mist arrectamuu
CHCTEME
5 OTJINYHO 81 -100 9-10
4 | xopormio 61 — 80 7-8
3 yJIOBJIETBOPUTEIILHO 41 - 60 5-6
2 | HeyJIOBJIETBOPUTEIHHO 21 -40 3-4
1 | HeoOxoaumo MIOBTOPHOE 0-20 0-2
W3yYeHUe

26



MHHHUCTEPCTBO OBPA30BAHNS MOCKOBCKOI OBJIACTU
l'ocynapcTBenHOE 00pa30BaTeIbHOE YIPEKACHUE BbICIIET0 00pasoBanus MoCKoBCKOI 00nacTn
MOCKOBCKUU I'OCYIAPCTBEHHbBIM OBJIACTHOU YHUBEPCUTET
(MI'OY)

Kadenpa anrnwmiickoii punonoruu

Tembl npe3eHTaNUil, JOKJIA/10B
no Jucuuninie «[IpakTukym no aHaJIMTHYECKOMY YTEHHUIO
BTOPOr0 HHOCTPAHHOIO SI3bIKA»

OuenuBaeMblie KOMIIETEHIH:

YK-4. CriocoOeH oCymecTBIATh JENOBYI0O KOMMYHUKAIIMIO B YCTHOM M NMHCbMEHHOH (popmax Ha
rocynapcTBeHHOM s3bike Poccuiickoit @enepanuu 1 MHOCTPaHHOM(BIX) sI3bIKE(ax).

YK-4.1. TpaMOTHO ¥ SICHO CTPOMT JUAJOTHYECKYIO pPEYb B paMKaX MEXKIUYHOCTHOIO U
MEXKYJIbTYPHOTO OOIIEHUS Ha TOCYIapCTBEHHOM si3blke Poccuiickoit denepanuu U1 HHOCTPAHHOM
SI3BIKE.

YK-4.2. JIleMOHCTpUpPYET YMEHHUE OCYIIECTBIIATH JCIOBYIO MTEPEIMCKY HAa TOCYIAPCTBCHHOM SI3bIKE
Poccuiickoit @eaepanuu 1 THOCTPAHHOM S3BIKE C YYETOM COLIMOKYJIBTYPHBIX OCOOEHHOCTEH.
YK-4.3. JleMoHCTpHUPYET CITOCOOHOCTH HAXOIUTh, BOCIIPHHUMATh U UCIIOJIb30BaTh HH(OPMAIIHIO Ha
MHOCTPAaHHOM SI3BIKE, TOJIYYEHHYIO W3 II€YaTHBIX W AJIEKTPOHHBIX HMCTOYHUKOB JUISl PELICHUS
CTaHJAPTHBIX KOMMYHHKAaTUBHBIX 3a7a4.

Ypogenb: [Toporossiii / [IpoaBuHYTHI

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

19. Pun. Its varieties and stylistic functions.

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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Kputepuu oneHnBaHusi I0KJIaj1a

Iloka3zareanb baaa
Jlokiaag COOTBETCTBYET 3asiBJIGHHOM TEMeE, BBINOJHEH C | OTIWYHO 8-10
MPUBJICYEHUEM JOCTATOYHOTO KojmdyecTBa HayuHeix u | 81-100%
MPAKTUYECKUX HCTOYHUKOB 1O TeMe, OakalaBp B COCTOSIHUU
OTBETUTH HA BOIIPOCHI IO TEME JOKJIaJa.
Jlokiiat COOTBETCTBYET 3asBJICHHOW TEME, BBINOJHEH C | XOPOILIO S5-7
NpPUBJICYEHUEM JOCTATOYHOTO KOJHMYecTBa HaydHelix u | 61-81%
MPAKTUYECKUX HCTOYHUKOB 1O TeMme, OakalaBp B COCTOSIHUU
OTBETUTh Ha BONPOCH 1O TEME [OKJIana, HO JOIyCKaeT
HEKOTOPbIE HETOYHOCTH B OTBETE
Jloknaza B IEJIOM COOTBETCTBYET 3asiBJICHHOMN TEME, BBIIIOIHEH C | YAOBJIETBOPUTEIBHO 2-4
MpPUBJICYEHUEM HECKOJBKMX HAay4YHBIX U npaktudeckux | 41-60%
MCTOYHHKOB I10 TeMe, OaKaaBp B COCTOSIHUU OTBETUTH HAa YaCTh
BOIIPOCOB TI0 TEME JIOKJIaJIa.
JlokJa1 He COBCEM COOTBETCTBYET 3asIBJICHHOM TeMe, BHITIOJIHEH | HeyaoBieTBoputenbHo | 0-1
C HWCIIOJIb30BaHWEM TOJNBKO | wim 2 uctouyHukoB, Oakamasp | 0-40%
JOMyCKAaeT OMMOKH TPH W3JIOKEHHH Marepuana, He B
COCTOSIHUM OTBETHThH Ha BOIIPOCHI 10 TeMe JIOKJIAJA.
Kputepuu oneHuBaHus Mpe3eHTAMI
Iloka3zaTtenb bann
[IpencraBnsiemas nHpopManus CHUCTEMATU3UPOBAHA, | OTIUIHO 8-10
mocseaoBarelibHa M Jorudecku cBszaHa. [Ipobrnema packpeita | 81-100%
nosiHoCThI0. ITupoKko MCnoab30BaHbl BOBMOKHOCTH TEXHOJIOTUU
Power Point.
[IpencraBnsiemas mHbOpMAIMsg B IEJIOM CHCTEMaTH3UPOBAHA, | XOPOIIO 5-7
MOCJIeI0BaTeNIbHA M JIOTHYECKH CBsi3aHa (BO3MOKHBI HeOoubiue | 61-81%
OTKJIOHEHHUS). [IpoGnema packpbITa. Bo3moxHbI
HE3HAYMTENIbHBIE OMUOKK rpu odopmiecHur B Power Point (He
OoJiee IByX).
[IpencraBisiemas nHGOpMaLUs B LIEJIOM CHCTEMAaTU3UPOBaHa, HO | YAOBIETBOPUTEIHHO 2-4
HE TmoclefoBaTeibHa M HE cBs3aHa Jorudecku. IIpobnema | 41-60%
packpbITa HE MOJIHOCTHIO. BO3MOKHBI OIMOKY Mpu 0PopMIIEHUU
B Power Point.
[IpencraBnsemas uHboOpMalus HE CUCTEeMATU3MpOBaHA M HE | HEyAoBIeTBopuTenbHO | 0-1
coBceM mocienoBarenabHa. [Ipodiema packpeita He moiaHocThio. | 0-40%
BreiBoapl He caenaHbl wWiM He 000CHOBaHbI. Bo3MmoxHOCTH
TexHosoruu Power Point #crosb30BaHbl JHIh YaCTHYHO.
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4.MeTonnueckue MaTepHaJibl, OMNpelesilONIHe Mpouelypbl OLECHHWBAHUS pe3yJIbTaTOB
OCBOCHHS 00pa30BaTEJbHOM NPOrPaMMBbI

@DOpMBI TEKYILET0 KOHTPOJIS U IPOMEXYTOUHOM aTTeCTalluK: 3K3aMEHbI B 7 U 8 ceMecTpax.

Pacnipenenenue 6ajiioB 1o Buaam padboT

Hoxnan 1o 10 6amnos
[IpesenTanus 10 10 6amnos
KoMmekcHpli aHanu3 TeKCTa 10 20 OanoB
Tect noporoBoro ypoBHst 10 20 6annos
Tect npoJIBUHYTOTO YPOBHS 10 20 6anios
DK3aMeH 10 20 dauioB

DOK3aMeHalMOHHBIA Owier BriIoyaeT | BOIIPOC: JIMHI'BOCTWJIMCTHUYECKUN aHaJuU3

AYTCHTUYHOI'O TCKCTA.

I[J'Ifl JJMHTBOCTHUJIMCTHYCCKOI'O  aHaJIu3a BI)I6I/IpaIOTC$I OTPBIBKM W3 OPUTIMHAJIIBHBIX
XYOOKECTBCHHBIX, HY6J'II/IHI/ICTI/I‘IeCKI/IX U HAYYHO-TOIIYJIAPHBIX HpOI/ISBeHeHI/II\/'I, a TaKXe
3aKOHYCHHBIC paCCKa3bl U 3CCC aHFHHﬁCKHX, AMCPUKaHCKUX, KAaHAJICKUX U aBCTpaJ'II/II\/’ICKI/IX aBTOPOB,
KIIACCUYCCKUX U COBPEMECHHBIX, U3BECTHBIX 1 HCU3BECTHLIX CTYACHTAM.
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MHHHUCTEPCTBO OBPA30BAHNS MOCKOBCKOI OBJIACTU
l'ocynapcTBenHOE 00pa30BaTeIbHOE YIPEKACHUE BbICIIETO 00pasoBanus MoCKoBCKOI 00nacT
MOCKOBCKUU I'OCYIAPCTBEHHbBIM OBJIACTHOU YHUBEPCUTET
(MI'OY)

Kadenpa anrnwmiickoii punonoruu
IIpuMepHBIii nepedYeHb BONPOCOB /I IK3aMeHa

OuenuBaeMbie KOMIETEHIMH:

YK-4. CiocoGeH oCymecTBIsATh JeNOBYI0 KOMMYHUKAIIMIO B YCTHOW M MUCBMEHHOM (opMax Ha
rocynapcTBeHHOM s3bike Poccuiickoit @enepanuu 1 HHOCTpaHHOM(BIX) sI3bIKE(ax).

YK-4.1. T')paMOTHO ¥ SICHO CTPOMT JUAJOTHYECKYIO pPEYb B paMKaX MEXKIUYHOCTHOIO U
MEXKYJIbTYPHOTO OOIIEHUs Ha TOCYIapCTBEHHOM si3blke Poccuiickoit denepanuu U1 HHOCTPAHHOM
SI3BIKE.

YK-4.2. JIleMOHCTpUpPYET YMEHHUE OCYIIECTBIISATH JCIOBYIO MEPEIUCKY HAa TOCYIAPCTBEHHOM SI3bIKE
Poccuiickoit @denepanuu 1 MHOCTPAHHOM S3BIKE C YYETOM COLIMOKYJIBTYPHBIX OCOOEHHOCTEH.
YK-4.3. JleMoHCTpHUPYET CITOCOOHOCTH HAXOIUTh, BOCIIPHHUMATh U UCITOJIb30BaTh HH(OPMAIIHIO Ha
MHOCTPAaHHOM SI3BIKE, IOJIYYEHHYIO W3 II€YaTHBIX W AJIEKTPOHHBIX HMCTOYHUKOB [UISl PELICHUS
CTaHJAPTHBIX KOMMYHHKAaTUBHBIX 3a/1a4.

Yposens: [loporossiii / [IpoaBuHyThIH

O0pa3ubl BONPOCOB K IK3aMEHY:

1. Give the gist of the passage/story/essay. What are its theme and message?

2. Isthe point of view objective? Does the narrator of the story pass judgement on the
characters or events? Does he guide the readers’ opinion?

3. What do you think of the personality of the narrator? Is he reliable? What does the use of

this type of narrator add to the text?

Is the third-person narrator omniscient or limited? Justify your answer

Analyse the stylistic peculiarities of the passage. What language means can be called style-

forming?

6. What is your idea of the target audience of this essay?

7. Does the author express his opinions directly and openly? Does he appeal to logic or

emotions? Does the author manage to convince the reader?

How do you understand S. Fry’s simile ‘as mad as a human’?

9. Comment on the structure of the essay. Analyze its stylistic peculiarities and means of
persuasion employed by the author.

10. What means of persuasiveness does the author use? Which of them do you find especially
effective?

11. What do you think the title of the story signifies? Is it related to the theme?

12. Are there any key words that help the reader understand the theme?

13. Do the details of the setting reinforce the theme? Justify your answer.

14. Comment on the structural peculiarities of the passage. How many parts does it fall into?

15. What is the basic conflict of the story? Is it external or internal? Is there a resolution to the
conflict?

16. What stylistic devices are used to show the main conflict of the story?

17. How would you characterise the author’s choice of words?

18. What use does the author make of highly literary/colloquial expressions?

19. How would you characterise the author’s syntax in this text

20. Can you identify the genre of the story/extract? Does it belong to a recognizable genre?

o s

©
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Oﬁpa3eu TEKCTA 1JIA KOMIUVICKCHOI'O aHAJ/JIu3a M0 JTUCHUIIJINHE
((HpaKT]/IKyM M0 AaHAJIUTUIECCKOMY YTCHUIO
BTOPOIro HHOCTPAHHOI'0O A3bIKA»

“Long Day’s Journey into Night” by Eugene O’Neill

TY RO N 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) | — 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 RO 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 |
stayed here. There is no one | can invite to drive with me, and I never know where to tell Smythe to
go. If there was a friend’s house where | 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. | 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 AR Y: (Stares at him defiantly now) Come to think of'it, I do have to drive uptown. There’s
something | 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) | 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 RO N E: (Ashamed) 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.) | 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, |
still kept healthy. But bearing Edmund was the last straw. | was so sick afterwards, and that ignorant
quack of a cheap hotel doctor — All he knew was | 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 AR 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) | blame only myself. |
swore after Eugene died | 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. (As TYRONE starts to protest.) Oh, | 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.
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TY RO N E: (With bitter sadness) Are you back with Eugene now? Can’t you let our dead
baby rest in peace?

M AR Y: (4s if she hadn’t heard him) 1t was my fault. | 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. | 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. | 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. | never
should have borne Edmund.

TY RO 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 AR Y: (Violently) It’s a lie! I did want him! More than anything in the world! You don’t
understand! | 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, I 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 RO 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! You 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. I’'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.” I know. Give me a chance, Papa. I’'m knocked
speechless. This isn’t a dollar. It’s a ten spot.

TY RO 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.
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TY RO 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) I 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 RO 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 single out in Mary’s utterances?

8.Tyrone: a character sketch. The writer’s method in presenting this character.

9.Judging from what you have read what do you think is the author’s attitude towards his
characters? How do you feel it? Bear in mind that the play is autobiographical.

10.  Speak on the problem of drug addiction. Take into account all aspects of the problem.

KpnTeplm OICHKHA OTBETOB CTYACHTOB Ha IK3aMCHE

Onenka Iloxa3zarenn KoanuecrBo | KoamuecTBo
0aj110B 0aj110B
(BrIIaT B
PEUTHHT)
OTJIMYHO OTMeTKa «OTJIMYHO» BBICTABIISIETCS, €CIIU CTYIEHT: 81-100 17-20
1. OOHnapyxuBaer rIyOOKO€ NOHUMAaHUE OCHOBHOI'O
COJICPIKAHUS, TEMbI U HJICH MTPEATIOKEHHBIX TEKCTOB;
2. I'paMOTHO ompenenseT XaHPOBO-CTHIUCTUYCCKYIO
MIPUHAUIEKHOCTh M CTPYKTYPHYIO KOMITO3HIIHIO TEKCTOB,;
3. YMeer HaXOAUTh HYKHbIE (DAaKTHI; IeNaeT JTOTHIHbIE
U  apryMEHTHPOBAHHBIE BBIBOJBI, MOATBEPXKAAs WX
IpuMepaMH U3 TEKCTOB;
4, [IpaBWIEHO BBHISBISET OCHOBHBIE CTHUIIMCTHYECKHE
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CpPEeICTBa M OICHMBAET WX KOMMYHUKATHBHBIC 3aJaud B
TEKCTE MPEATIOKEHHOI 0 JKaHPa;

5. IIpu xputHyeckoM aHamu3e TEKCTa OIMEpPUpPYET
JIMHTBUCTUYCCKUMU TEPMUHAMHU U OOHAPYKUBAET TITyOOKOE
3HaHUE MPONAEHHBIX TUCIUTIINH;

6. Jlaer  mpaBWIBHBIE ~ OTBETBI Ha  BOIPOCHI
JK3aMEHATOpa;
7. H3naraer Marepran mociaenoBaTeaIbHO, TPAMOTHO U

Oeryno,  oOHapyXuBas  IPaBUIbHOE  HCIOJb30BaHUE
OophOdMUYECKUX,  JIGKCMYECKHX, TPaMMAaTHYECKUX U
CTWJIMCTUYECKUX HOPM H3y4aeMoro s3blka (IIpu 3TOM B
OTBETE JOIyCKaeTcs He 0ojiee JBYX IOJHBIX OIIMOOK, HE
BITUSIIONINX HA CMBICIIOBOE COJIEPIKAHUE PEUn ).

X0pouIo

O1ieHKa «XOPOII0Y» CTaBUTCS, €CIIH JIMHTBOCTUIMCTUYCCKHI
aHaJ M3 TEKCTa W M3JIOKEHUWE OCHOBHOM WIEU CTaThbH
COJIEPKATENBHO KOPPEKTHBI, HO JJOMYCKAIOTCS HETOYHOCTH
B apryMCHTUPOBAHHU U B IIPUMEPAX U3 TEKCTOB.

Peun CTy/IeHTa COOTBETCTBYET oppOITTHUECKHIM,
JICKCUYCCKHM, rpaMMaTUYCCKUM u CTHJIMCTUYCCKUM
HOpMaM H3y4ac€MOr'o A3bIKa, HO JOIYCKAITCA €AWHUYHBIC
ommOKA B IMPOU3HOIICHUH, JICKCUKE WM TI'paMMATHKE,
KOTOPBIC CAMOCTOSITEIBHO HCIPABIISIIOTCS CTYJIEHTOM TOCIIE
3aMedaHus dK3aMeHaTtopa (He 6oinee 3-4 MONHBIX OMIHOOK,
HE3HAYUTENBHO BIMSAIONIMX HA CMBICIIOBOE COJIEpPIKaHUe
peun).

61-80

13-16

YIOBJIETBOP
UTEJbHO

OreHKka «yIOBJIETBOPUTEIBLHO» CTABUTCS, €CIH CTYICHT
MOKAa3bIBaeT 3HAHWE W TIOHMMAaHHE OCHOBHBIX TOJIOKCHHM
AK3aMEHAITMOHHOTO omera, HO o0HapyKHUBaeT
HEOCTATOYHOEC  TIOHUMAaHHWE  COJICPXKAHHS  TEKCTOB,
HEIOCTATOYHOE 3HAHWE TEOPETHYCCKHX JUCIUIUIMH TI0
CIECUANLHOCTH, €r0 peub M300UIYeT rpaMMAaTUICCKUMU U
JIEKCHYECKUMH OImHrOKaMu (5-7 TIONHBIX OIMMHOOK, B TOM
YrcIie BETYIINX K UCKAXKECHHIO CMBICIIA BHICKA3bIBAHHUS).

41-60

9-12

HEY/0BJIeTB
opuTeILHO

OmeHKa «Hey10BJ1eTBOPUTEIBLHO» CTABUTCS, €CIIU CTYAEHT
oOHapyXMBaeT HEMOHNMAaHNE TEKCTOB, MPEITIOKEHHBIX IS
aHanm3a, JOMyCKaeT TpyOble OMMOKHM B YCTHOH pedd,
BeyIIre K HCKa)KeHUIO CMBICIIA BEICKA3bIBAHMS, HE BIIA/ICCT
HaBBIKAMU JIMHTBOCTHJIMCTUYECKOTO aHalIM3a TEKCTa |
HaBBIKaMH pedeprupoBaHUS.

21-40

5-8

Heo0X0aMMO
NMOBTOPHOE
u3y4yeHue

CTymeHT He MOXeT JaTh OTBET Ha  BOIPOCHI
9K3aMEHAlMOHHOTrO0  Owiiera, HE BIaJgceT HaBBIKAMHU
JIMHTBOCTHJIMCTHYECKOTO aHalM3a TEKCTa M HaBBIKAMHU
pedepupoBaHHsL.

0-20

0-4
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