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1. Tlepeuyenn KoMmeTeHIMIi, KOTOPBLIMH A0JKHBI OBJIAAeTh 00y4YaoIIHecs B pe3y/bTaTe

0CBOEHHSI 00pa30BaTeILHON MPOrpaMMbl

Koxa ¥ HanMeHoBaHMe KOMIIETEHIINHT

JTanbl (pOPMUPOBAHUS

YK-4. CriocobeH OCyIIEeCTBIATh JENOBYI0O KOMMYHHUKALUIO B YCTHOH H
MMCbMEHHOW (opMax Ha rocyJapCTBEHHOM s3bike Poccuiickoit deneparuu
1 THOCTpaHHOM(BIX) sA3bIKE(aX)

YK-4.1. I'paMOTHO U ICHO CTPOUT AMAJTIOTUYECKYIO pEUb B paMKax
MEXIIMYHOCTHOTO U MEXKYJIbTYPHOTO OOIIEHUS HA TOCYJapCTBEHHOM
s3pIke Poccuiickor @enepanyy ¥ FHOCTPAHHOM SI3bIKE

YK-4.2. JleMOHCTpUpYET YMEHUE OCYIIECTBIISTH AEIOBYIO EPENUCKY HA
rocyapcTBeHHOM s3bike Poccniickont denepannuy 1 MHOCTPAHHOM SI3BIKE C
Y4ETOM COIMOKYJIBTYPHBIX OCOOCHHOCTEMH

'YK-4.3. JleMoHCTpUPYET CIOCOOHOCTH HAXOIUTh, BOCIIPUHUMATH U
MCII0JIb30BaTh NH(GOPMAIUIO HA HHOCTPAHHOM SI3bIKE, MOJTYUYCHHYIO U3
[EYaTHBIX U 3JIEKTPOHHBIX UCTOYHUKOB JJIsl PELLIEHUS] CTAHJAPTHBIX
KOMMYHUKATUBHBIX 3a7a4

1. PaGoTa Ha y4eOHBIX
3aHSTHSIX

2. CamocTosiTenbHast
pabora

CIIK-2. CnocoOeH  OCyHIECTBIATH  MPAKTHYECKYIO  JESTEIbHOCTD,
CBSA3aHHYIO C HCIIOJIb30BAHWEM 3HAHUW M YMEHHH B 00JAacTU H3Yy4EHMUS
MHOCTPAHHBIX SI3BIKOB U KYJIBTYD.

CIIK-2.1. Bnageer 3HaHUSMU O SI3bIKOBOM CTPOE B LIEJIOM U OTJIEIbHBIX
SI3bIKOBBIX YPOBHSX, O (JOHETHUECKON CUCTEME, IPaMMaTHYECKOM CTPOE,
CJIOBaPHOM COCTaBE, CTHJIMCTUYECKUX OCOOCHHOCTSAX U3YYaeMbIX SI3bIKOB.
CIIK-2.2. [Ipumensier pa3IM4HbIC JUCKYPCUBHBIE CTpaTeruu,
COOTBETCTBYIOIME KOHKPETHBIM CUTYaLUsIM NPO(HECCHOHAIIBHOTO OOIIECHHS
JUIsl pEIICHHUS 3a]1a4 MEXJIMYHOCTHOTO M MEKKYJIBTYPHOI'O B3aUMOJEHCTBUS

1. PaGora Ha y4yeOHBIX
3aHATHAX

2. CamocrosTenbHas
pabora

2. Onucanue nmokasarteJieil OlleHNBaAHUA KOMHeTeHHHﬁ, a TAKIKE IIKAJI OHCHUBAHUA

2.1. Onucanue nokasareJjiei u KPpUTEPHUEB OLICHUBAHUSA KOMIIeTeHII il

OnenuBa | YpoBeHb Oran Onucanue nokasarenei Kpurepun [xamna
eMble chopmupoB | hopMHUPOBAHUS OLICHUBAHHUS | OLICHUB
KOMIIETE€ | aHHOCTH aHus
HIIUU
VK-4 [Toporoseiii | 1. PaGora nHa | 3HaTh: sTHYeckue HOpMHI | Jlokman, IIIxana
y4eOHBIX KYJBTYP M3y4aeMbIX | IPE3EHTAIld | OLICHUB
3AHATHUAX S3BIKOB, OOIIEKYIBTYpPHBIC | S aHus
2. YHUBEpCAINHU, TPUHIIUATIBI JIOKJIa1a
CamocTosITENbH | YCTHOTO W HHUCBMEHHOIO [xana
as pabora oO1eHust OIICHUB
YMmeTh: HaXoauTh MYTH K aHus
COTPYIHUYECTBY Ha MPE3EHT
OCHOBE MPUHIUIIOB anuu
YBaKEHHsI CBOEOOpa3us
WHOSI3BIYHOM KYJBTYpPbl U
[IEHHOCTHBIX OPUEHTAIUN
MHOSI3BIYHOTO COLIMYMa
[Mponsunyt | 1. PabGora Ha | Baagern: HaBblkamu | KommniekcH | [lkana
BIHA y4eOHBIX B3aNMOJICHCTBHSA C | BIIf aHaJIM3 | OIICHUB
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3aHATUAX MHOSI3bIYHBIMU TEKCTa aHus
2. KyJbTypamu ¢ no3unui | [Ipaktudeck | komiuie
CamMocTosATeNbH | KYJIBTYPHOTO PENSATUBU3MA | asl KCHOTO
as pabota Y TOJIEPaHTHOCTU NOJArOTOBKA | aHAIU3a
TEKCTa
[xana
OLICHUB
aHus
IPAKTH
YECKOU
HOJAr0TO
BKH
CIIK-2 [ToporoBeiii | 1. Pabora Ha | 3HaTh: SI3BIKOBEIE u | Hokman, Ixkana
y4eOHBIX KyJIbTYpHbIE HOPMBI | IPE3EHTALU | OLICHUB
3aHATHAX pedeBoro oOeHus; | aHus
2. HAlMOHAJIbHO-KYJIbTYPHbIE JOKJIaja
CamocTodATenb | CTEPEOTUIIBI CTpaH [Mkana
Has paboTa U3y4aeMOro A3BIKA; OLICHUB
A3BIKOBbIE u aHus
CTPaHOBEAYECKHE PEATIUU; IIPE3CHT
YMern: onpeneniars pojb auuu
U OCHOBHbBIE OCOOEHHOCTHU
MEXKYJbTYpPHOTO JIHaJora,
UCHTU(PUIUPOBATH
YCIIOBUSL ~ BO3HMKHOBEHMS
MEXKYJIBTYPHBIX
KOMMYHHMKATHUBHBIX
KOH(JIMKTOB "
IIpEeA0TBpaLaTh u/unu
paspemars ux
[Tponsunyt | 1. PabGora Ha | Baagern: cucremolt | Kommirekcn | Illkana
Bl y4eOHBIX IIPEACTABICHUI O | BIi aHaIu3 | OLICHUB
3aHATHAX HAIlMOHAJIbHO-KYJIbTYPHO! | TEKCTa aHus
2. cnenuduke ctpaH | [IpakTuueck | Komruie
CamocTosATenb | U3y4aeMoro A3bIKa; | as KCHOTO
Has pabota CHUCTEMOHM NIPEICTABICHUM | IOATOTOBKA | aHAJIA3a
o0 wucrtopuu, reorpaduu, TEKCTa
MTOJINTHYECKOM [Ixana
YCTpOICTBE, KyJIbTYpE, OLICHUB
TpaauLUsiX CTpaH aHUs
M3y4aeMOro A3BIKA; IIPAKTH
IpUeMaMU HCIOJIb30BaHUs YeCcKOou
JIMHTBOCTPAHOBEUYECKON HOJAr0TO
uHpopMaluu B 0Oy4eHUU BKH

HHOCTPAHHBIM A3BbIKaM.




2.2. llIkajabl oneHNBAHUA KOMIIeTEeH M il

YpoBeHb c(hOPMUPOBAHHOCTH KOMIIETEHIIUN

IxaJa oneHuBaAHUA

IIpoaBHHYTHIH YPOBEHD

Komnerenmus copmupoBaHa MoJHOCTbIO, OakanaBp BIajeeT
0a30BBIMH  3HAHUSAMH W METOJAaMH  OCYIICCTBICHUS
MIPAKTUYECKON AESITETbHOCTH 10 N30paHHOMY HAIPaBIIECHUIO.

81-100 «oTianyHO»

CdhopmupoBanbsl 6a30BbIE CTPYKTYPHI 3HAHUH, OaKaaBp BIIaJceT
OOIMMH TTOJIOKESHUSIMH TEOPHH U IMEET ITePBOHAYATILHBIH OIBIT
peleHHsI MPaKTUYECKUX 3a1a4

61-80 «xopormio»

Iloporosslii ypoBeHb

ChopmupoBanbsl  0a3oBble  CTPYKTYpPhl 3HaHHM, HMeeTcCs
HEKOTOPBIA OIBIT UX MPUMEHEHHUS, HO JIOMYCKAIOTCS OIMIHUOKU
MIPH PEIICHUU MPAKTUYECKUX 33724

41-60 «yIoOBIETBOPUTEIHHO

bakanasp nmeer ciaboe npeacraBieHHe 0 MPO(HECCHOHANBHBIX
3ajjadax, JOINYyCKaeT OWIMOKH, He IO3BOJISAIOIINE emy
MPUCTYIUTH K IPAKTUYECKOU JESATENbHOCTH

0-40 «HeyIOBIETBOPUTEIHLHO)

OuenuBaembie YpoBenb chopMUPOBAHHOCTH [Ikana oneHnBaHust
KOMIETEeHHH
CIIK-2 IToporosBnwiii 0-40 «HEYIOBIECTBOPUTEIILHOY,
41-60 «yIOBIETBOPUTEIBHOY;
IIpoaBuHyTHII 61-80 «xoporio»
81-100 «oTamaHO»
YK-4 IToporosnwlii 0-40 «HEYJOBIETBOPUTEIIBLHOY;
41-60 «yIOBIETBOPUTEIBHOY;
IIpoaBuHYTHII 61-80 «xopormro»
81-100 «oTar4HO»
Illkaja oeHNBaHUS IOKIA1a
Baaabl Kputepuu oneHuBaHus

5 Z[OKH&,I[ COOTBECTCTBYCT 3asIBIICHHOM TEME, BbIIIOJIHCH C IIPUBJICUCHUCM
AO0CTAaTOYHOI'O KOJIMYCCTBA HAYUYHBIX U MPAKTHYCCKUX HCTOUYHHUKOB I10 TEMC,
6a1<aJ1aBp B COCTOAHHHU OTBCTUTH HA BOIPOCHI 11O TEMC TOKJIAAad.

HCKOTOPBIC HCTOYHOCTH B OTBECTC

I[oxnaz[ COOTBCTCTBYCT 3asIBIICHHOM TEMC, BBIIIOJIHCH C IIPUBJICUCHUCM
AO0CTAaTOYHOI'O KOJIMYCCTBA HAYUYHBIX U IPAKTUYCCKUX UCTOYHHUKOB I10 TEME,
6a1<aJ1aBp B COCTOAIHHNHU OTBETUTH HA BOIIPOCHI ITO TEMC NOKJIaAa, HO JOITYCKACT

2 I[oxnaz[ B IICJIOM COOTBECTCTBYCT 3asBIICHHOM TEMEC, BBIIIOJIHCH C IIPUBJICUCHUCM
HCCKOJIBKUX HAYYHBIX U MMPAKTUYCCKUX UCTOYHHUKOB I10 TEME, 6aI<aJ1aBp B
COCTOSIHMHM OTBCTUTHL HA YaCTh BOIIPOCOB IO TEMC NOKJIaaad.

0-1

Jlokaa He COBCEM COOTBETCTBYET 3asBJICHHOW TE€MeE, BHITIOJIHEH C
MCIOJIb30BaHUEM TOJBKO | MM 2 MCTOUYHUKOB, OaKaJlaBp JAOMYCKAET OMUOKH
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MIPU U3JI0)KEHUH MaTepuana, He B COCTOSIHUM OTBETUTH HA BOIPOCHI [0 TEME
IOKJIaaa.

Ikaja oueHMBaHUs NPe3eHTALUN

Baaabl

Kpurtepuu oneHnBanus

[Ipencrasisiemas HHGOpPMAIUS CHCTEMAaTU3UPOBaHA, MTOCIIEA0BaTEIbHA U
norudecku cps3ana. [Ipobiaema packpsita moaHOCTHO. LIIUpOKO MCTIONB30BaHBI
BO3MOKHOCTH TexHoioruu Power Point.

34

[IpencraBnsiemas nHbopManus B 1EIOM CUCTEMaTH3UPOBAHA,
1ocje10BaTelbHa U JIOTHYECKH CBsI3aHa (BO3MOXHBI HEOOJIbIINE OTKIOHEHHUS).
[Tpobnema packpeita. Bo3MOXXHBI He3HAYUTENbHBIE OITHMOKH ITPU 0POPMIICHUN
B Power Point (ue 6oiee aByX).

[IpencraBnsiemas nHpopManus B IIEIOM CUCTEMaTH3UPOBaHA, HO HE
nocjeoBaTelbHa U He CBsi3aHa Jjoruuecku. [Ipobiema packpbita He
MOJHOCTHI0. Bo3aMoxHbI omiOku npu opopmiieHru B Power Point.

0-1

[IpencraBisemas uHpoOpMAIUI HE CUCTEMAaTU3UPOBAaHA U HE COBCEM
nocienoBarenbHa. [IpobieMa packpbiTa He TOTHOCTHIO. BBIBOIBI HE CAETaHbI
WM He 000CHOBaHbI. Bo3MokHOCTH TexHOMOrMK Power Point ucronb30BaHbl
JIUIIb YACTHYHO.

IIIkajia oueHUBaHUS NPAKTHYECKOH MOATOTOBKH

Banaasl

Kpurepun oueHuBanus

€CJIM U3 BCEX 3aJaHUN CTYJEHT BBINOJHUI Kak MUHUMYM 80% (yBepeHHBbIE
JelcTBUA MO (popMaTU3alMK JIUHIBUCTUYECKOIO MaTepuana B COOTBETCTBUM C
[IOCTAHOBJICHHBIMU 33J]auaMU M C Y4€TOM KOMMYHUKATUBHON OOCTaHOBKH).

€CJIM U3 BCEX 3a/laHUil CTY/IEHT BBITOJHWI Kak MUHUMYM 60% (HEe 10CTaTOYyHO

YBEpEHHbIE JeHCTBHUS MO (opManu3aly JMHTBUCTUYECKOIO MaTepuaja B
COOTBETCTBUM C IOCTAHOBJIEHHBIMH 33/1a4aMU U C y4E€TOM KOMMYHHUKAaTHBHOMN
00CTaHOBKH).

€CclIi U3 BceX 3afaHuil cTyJeHT BbhINOIHUI 40% (He yBepeHHble NeicTBUA 1O
dbopManuzauy  JIMHTBUCTUYECKOTO  MaTepuajla B COOTBETCTBHM  C
MIOCTAHOBJICHHBIMHU 33JJa4yaMM U C Y4€TOM KOMMYHHUKAaTUBHON 0OCTaHOBKH).

0-1

€CJIM M3 BCEX 3aJJaHui CTYIEHT BBINTOIHII MeHee 40% 3amanuii

(oTcyTcTBHE neHCTBUN MO (opmanuzanuy JTUHTBHCTHUYECKOTO MaTepuana B
COOTBETCTBHUHU C IMTOCTAHOBJICHHBIMU 3aJaYaMU U C y‘-IeTOM KOMMYHHKaTHBHOﬁ
00CTaHOBKH).

IIxana oneHNBAaHUS KOMIIJIEKCHOT'0 aHAJIN3Aa TEKCTA

Baaasl

Kpurtepun oneHuBanus

CTyZneHT rpaMOTHO OIPENETAET )KaHPOBO-CTUIIMCTUUECKYIO IPUHAIIEKHOCTD U
CTPYKTYPHYIO KOMIIO3HIIMIO TEKCTA; YMEET HaXOUTh HyHbI€ (DaKThI; IeJaeT
JIOTUYHBIE U ApTYMEHTUPOBAHHBIE BBIBOBI, IOATBEPKAAS UX IIPUMEPAMHU U3
TeKcTa; 00HApYKUBAET MPABUILHOE UCIIOJIb30BAHUE JIEKCUUECKUX,
IPAMMAaTUYECKUX U CTHJIMCTUYECKUX HOPM M3y4aeMOro sI3bIKa.

JIMHIBOCTWIIMCTUYECKUIT aHAIM3 TEKCTa COAEPKaTeIbHO KOPpPEKTEH, HO
JIOIYCKAKOTCSI HETOYHOCTH B apIYMEHTUPOBAHUU U B IIPUMEPAX U3 TEKCTOB,
AOIMYCKAKOTCA € IUHUYHBIC OIIHMOKHU B JIEKCHUKE UIIA rpaMMaTHKe,
HE3HAYUTEIJBHO BIMSIOIIMX HA CMBICIIOBOE COJEPKAHHUE.

CTYACHT O6H3py>I(I/IBaeT HCAOCTATOYHOC MOHMMAHUC COACPKAaHUA TCKCTA, €ro
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aHaJIN3 U300MIIyeT TPaMMaTHUYECKUMU 1 JIEKCHUECKUMH omnokamu (5-7
MOJIHBIX OIIMOOK, B TOM YHCJIE BEAYIINX K MCKQ)KEHUIO CMbICIIA.

0-1 CTyZIEHT OOHApYKMBAeT HETIOHNMAaHNE TEKCTa, TPEIUIOKEHHOTO ISl aHAIIN3A,
JIOIyCKaeT TpyOble OMMOKH, BeIyIHe K HCKaXCHUIO CMBICIIA, HE BIIaJICeT
HaBBIKAMHM JIMHTBOCTHJIMCTUYECKOTO aHAIN3a TEKCTa.

3. TunoBble 3aJaHUS WIH HHbIE MaTepualbl, H606X0)II/IM]>Ie AJIA OUCHKHU PE3yJbTAaTOB OCBOCHUSA
nporpaMmbl JTUCHUIIJIMHBI



MUHHUCTEPCTBO MPOCBEIEHU S POCCUNCKON ®EJIEPALIMA
denepanbHOE FOCYAaPCTBEHHOE OFOKETHOE 00pa30BaTeIbHOE YUPEKICHUE BBICIIIETO 00pa30BaHHsI
«FOCYI[APCTBEHHI)Iﬁ YHUBEPCUTET ITPOCBELIEHUS»
(TOCYJIAPCTBEHHBIA YHUBEPCUTET ITPOCBEIIEHUS)

(DaKy.]'IBTeT POMaHO-TEPMAHCKHX A3BIKOB

Kadenpa anrmiickoii ¢huinoaoruu

3ananue JJ1s1 NPAKTHYECKO# MOATOTOBKY MO AucuumiInHe «[IpakTukyM mo aHaJIuTHIECKOMY
YTEHHMI0 IEPBOTOUHOCTPAHHOIO A3BIKA)

Tema: [ToBTOpeHNE N3YYCHHBIX CTHJIMCTUYECKUX TPUEMOB
OuenuBaembie komnerenuuu: CI1K-2

CIIK-2 - criocoOeH OCyIIeCTBIISATh NPAKTHYECKYIO AEATENBHOCTh, CBA3aHHYIO C MCIIOJIb30BaHHEM
3HAHUI ¥ YMEHHH B 00JIACTH U3yYCHHSI MHOCTPAHHBIX SI3BIKOB U KYJIBTYD.

CIIK-2.1. Bnageer 3HaHUSIMH O SI3BIKOBOM CTPOE€ B II€JIOM M OTJEIBHBIX SI3BIKOBBIX YPOBHSX, O
(doHeTHUECKOH CHCTeMe, TIPaMMaTHYeCKOM CTpPOE, CIIOBapHOM COCTaBe, CTHIIMCTHYECKUX
0COOEHHOCTSIX U3yYaeMbIX S3BIKOB.

CIIK-2.2. TlpuMeHsieT pa3iu4HbIe TUCKYPCHUBHBIE CTPATETWH, COOTBETCTBYIOUIME KOHKPETHBIM
CUTyalusIM HpO(beCCI/IOHaJ'II)HOFO O6HIGHI/I$I JJIA pemicHuAd 3agady MEXKJIIMYHOCTHOT'O n
MEXKYJIBTYPHOTO B3aUMOJICHCTBHS

Yposenb: [Toporossiii / [TpoaBuHyTHII

1. Read the text and answer the questions that follow

MURDERING THE INNOCENT (From “Hard Times” by Ch. Dickens)

Thomas Gradgrind, sir. A man of realities. A man of fact and calculations. A man who proceeds upon the
principle that two and two are four, and nothing over, and who is not to be talked into allowing for anything
over. Thomas Gradgrind, sir — peremptorily Thomas — Thomas Gradgrind. With a rule and a pair of scales,
and the multiplication table always in his pocket, sir, ready to weigh and measure any parcel of human
nature, and tell you exactly what it comes to. It is a mere question of figures, a case simple arithmetic. You
might hope to get some other nonsensical belief into the head of George Gradgrind, or Augustus Gradgrind
or John Gradgrind, or Joseph Gradgrind (all suppositions, no existent persons), but into the head of Thomas
Gradgrind — no sir!

In such terms Mr Gradgrind always mentally introduced himself, whether to his private circle of
acquaintance, or to the public in general. In such terms, no doubt, substituting the words ‘boys and girls’,
for ‘sir’, Thomas Gradgrind now presented Thomas Gradgrind to the little pitchers before him, who were
to be filled so full of facts.

Indeed, as he eagerly sparkled at them from the cellarage before mentioned, he seemed a kind of
cannon loaded to the muzzle with facts, and prepared to blow them clean out of the regions of childhood at
one discharge. He seemed a galvanizing apparatus, too, charged with a grim mechanical substitute for the
tender young imaginations that were to be stormed away.

‘Girl number twenty,” said Mr Gradgrind, squarely pointing with his square forefinger, ‘I don’t know
that girl. Who is that girl?’

‘Sissy Jupe, sir,” explained number twenty, blushing, standing up, and curtseying.

‘Sissy is not a name,’ said Mr Gradgrind. ‘Don’t call yourself Sissy. Call yourself Cecilia.’
‘My father calls me Sissy, sir,” returned the young girl in a trembling voice, and with another curtsey.
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“Then he has no business to do it,” said Mr Gradgrind. ‘Tell him he mustn’t. Cecilia Jupe. Let me see.
What is your father?’

‘He belongs to the horse-riding, if you please, sir.’

Mr Gradgrind frowned, and waved off the objectionable calling with his hand.

‘We don’t want to know anything about that, here. You mustn’t tell us about that, here. Your father
breaks horses, does he?’

‘If you please, sir, when they can get any to break, they do break horses in the ring, sir.’

“You mustn’t tell us about the ring, here. Very well, then describe your father as a horsebreaker. He
doctors sick horses, | dare say?’

‘Oh yes, sir.’

‘Very well, then. He is a veterinary surgeon, a farrier and horsebreaker. Give me your definition of a
horse.’

(Sissy Jupe thrown into the greatest alarm by this demand.)

‘Girl number twenty unable to define a horse!” said Mr Gradgrind, for the general behoof of all the
little pitchers. ‘Girl number twenty possessed of no facts, in reference to one of the commonest of animals!
Some boy’s definition of a horse. Bitzer, yours.’

‘Quadruped. Graminivorous. Forty teeth, namely twenty-four grinders, four eye-teeth, and twelve
incisive. Sheds coat in the spring; in marshy countries, sheds hoofs, too. Hoofs hard, but requiring to be
shod with iron. Age known by marks in mouth.’

‘Now girl number twenty,” said Mr Gradgrind. ‘You know what a horse is.’

She curtseyed again, and would have blushed deeper, if she could have blushed deeper than she had blushed
all this time.

1. Give the gist of the passage.

2. Where does the scene take place? What details of the setting reinforce Mr Gradgrind’s philosophy
that education should be based solely on facts?

3. Focus on Mr Gradgrind.

e Find examples of personification, metaphor and simile in the description of Mr Gradgrind.
Are the terms of comparison conventional or original? What effect do they have on the
description?

e What exaggerated details make the description of Mr Gradgrind caricatural? Which
geometrical shape is associated with the physical description of Mr Gradgrind? Which
personality traits does this shape convey?

e What other details in the physical description provide clues about Mr Gradgrind’s
personality?

e Repetition of words and sentence structures is a stylistic feature of the passage. Find some
examples. What aspect of Mr Gradgrind’s is underlined through the use of repetition?

e The verb ‘to grind’ means ‘to crush between two hard surfaces or with a machine’. In what
sense does the name Gradgrind give us some clues about the character’s personality?

4. ldentify the metaphor used for schoolchildren in the last paragraph of Chapter 1. What idea of
education is conveyed by the extended metaphor?

5. Do you think that education should be based on learning facts by heart? Have you been taught to
think for yourself or are you like one of Dickens’s ‘vessels’ that has been filled with pre-packed
knowledge?

2. Read the article and choose the best answer.

If you have ever finished reading the latest blockbuster, thought that it was a total disaster, and decided that
you could have done infinitely better yourself, you might consider adopting the following techniques. You
may not grab a literary prize, but if you've got an understanding of the publishing industry, it could bring
you some financial success and enable you to beat the opposition.

Before you decide on your subject matter, be cunning and examine the current market. If you can
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prove that historical dramas are returning to popularity, consider that type of story but with a unique twist,
and avoid the less appealing genres. Start by looking around you — in newspapers, on TV — for stories,
characters and settings. Bearing in mind that the US market is five times the size of Britain's, you've got to
admit that a novel set in New England will have greater sales potential than one set in Devon, England.

However, choose a genre and subject matter you feel comfortable with. Thorough research will add
to the strength and depth of your writing and give you more confidence. Read relevant history books,
biographies and travel books to get the feel of your chosen period or setting. Once you have formulated
your characters, work out possible story lines and locations. Start to sketch out pieces of dialogue and
different scenes. Only then should you set about writing your novel.

Ask yourself the following questions as you write: are there important issues involved? Do the
characters leap out of the page at you and appear larger than life? Does drama run throughout the novel,
making the story worth reading? Are there multiple points of view? Do the characters continue to grow and
not become obsessed with trivia? Does the story open with a crisis? You should be answering 'yes' to each
question.

Once the novel is completed, you must find an agent. Many leading publishers will only consider
submissions via an established agent and will largely ignore unsolicited books. Again, research is the key.
Look for an agent that represents your genre and style.

Finally, do not forget that the book has to be marketed once it is published, so you, the author, will

become one of the novel's 'Unique Selling Points' and you will need to promote yourself. Both you and
the book will benefit from having a good story to tell. (From Guardian)

The article contains advice for people who want to
read a wider range of literary material.

win a literary prize for their writing.

understand the publishing industry better.
compete with successful writers.

ooOw)>»r

A novel will have more chance of success if it
is based on historical fact.

can be serialized on TV.

can appeal to a larger number of readers.

is set in the country the writer lives in.

oowm>mN

3. Which comment is made in the third paragraph?

A As you do your research, you will get the feel of your chosen period and setting.
B The strength and depth of your novel will depend on the time you spend writing it.
C Plan your setting and story lines before you create your characters.

D Only write pieces of dialogue once you have started writing the novel.

4. Writers need an agent because

A publishers don't usually accept manuscripts direct from writers.
B agents can suggest what kind of research is necessary.

C agents offer help and support when things go wrong.

D publishers usually deal only with writers they know.

5. You should remember that

A books need to find a market.

B different markets need different kinds of books.

C authors need to help in the marketing of their books.

D xeym authors should be good speakers.

Otmeetel. 1D2D3A4A5C
10



MUHHUCTEPCTBO MPOCBEIEHU S POCCUICKOI ®EJIEPALIUU
denepanbHOE FOCYAaPCTBEHHOE OFOKETHOE 00pa30BaTeIbHOE YUPEKICHUE BBICIIIETO 00pa30BaHHsI
«FOCYI[APCTBEHHI)Iﬁ YHUBEPCUTET ITPOCBELIEHUS»
(TOCYJIAPCTBEHHBIA YHUBEPCUTET ITPOCBEIIEHUS)

dakyIbTeT pOMaHO-TEPMAHCKUX S3bIKOB
Kadenpa anrnuiickoii hunonorun

TecT o JUCHUILTIMHE «HpaKTI/IKyM Mo AHAJIMTUYIECCKOMY YTCHHUIO IIEPBOIr0 HHOCTPAHHOI'0 A3BIKA»

OunennBaemble komnerennuu: YK-4, CIIK-2
Ypogenb: [loporoseiii / [IponBuHyTHII

YK-4 - cnoco0GeH oCyLeCTBIATh AEIOBY0 KOMMYHHUKAIMIO B YCTHOM M MUCbMEHHOH (opMmax Ha
rocy1apcTBEHHOM si3bike Poccuiickoit @deaepanuu 1 HHOCTPAaHHOM(BIX) SI3bIKE(ax).

YK-4.1. T'paMOTHO U SICHO CTPOMT JAMAJOTMYECKYIO pPEYb B paMKax MEXKIUYHOCTHOTO U
MEXKYJIbTYPHOTO OOIIEHHs Ha TOCYJIapCTBEHHOM si3bike Poccuiickoil denepanii 1 HHOCTPAHHOM
A3BIKE

YK-4.2. JleMOHCTpUpPYET YMEHHE OCYIIECTBIATH JCIOBYIO IMEPENHUCKY HA TOCYTApPCTBEHHOM SI3BIKE
Poccuiickoit @enepaliuu 1 THOCTPAHHOM SI3bIKE C YYETOM COLMOKYJIBTYPHBIX OCOOCHHOCTEH
YK-4.3. JleMOHCTpUpPYET CIIOCOOHOCTH HAXOANUTh, BOCIIPUHIUMATH M HCIIOJIB30BATh HHPOPMALIUIO HA
MHOCTPAHHOM $I3bIKE, IIOJYYEHHYIO W3 II€YaTHBIX U DJIEKTPOHHBIX HCTOYHUKOB I DPELIEHUS
CTaH/IapTHBIX KOMMYHHUKAaTUBHBIX 3a]a4

CIIK-2 - criocoGeH OCyLIecTBIATh NPAKTUYECKYHO IESTEIbHOCTh, CBS3aHHYIO C HMCIIOJb30BaHUEM
3HaHUI U yMEHUI B 001aCTH U3yYeHHUS HHOCTPAHHBIX S3BIKOB M KYJIBTYP.

CIIK-2.1. Bnageer 3HaHUSIMH O SI3bIKOBOM CTPOE€ B LI€JIOM M OTIENIBHBIX S3BIKOBBIX YPOBHSX, O
(doHEeTHYECKOW cHCTEMe, T'pPaMMaTHUYECKOM CTpPOE, CIIOBAPHOM COCTaBe, CTHIJIMCTHYECKHX
0COOEHHOCTSIX U3yYaeMbIX S3BIKOB.

CIIK-2.2. TlpumeHseT pa3iuyHbIe TUCKYPCHBHBIE CTPAaTETWH, COOTBETCTBYIOIINE KOHKPETHBIM
CUTyallUssM  MpOo(ecCHOHANBbHOIO  OOLIeHUs Ui pelleHus 3aJad  MEXKJIMYHOCTHOTO U
MEXKKYJIBTYPHOI'O B3aUMOJECHCTBUSA

1. Read the article and choose the best answer.

If you have ever finished reading the latest blockbuster, thought that it was a total disaster, and
decided that you could have done infinitely better yourself, you might consider adopting the following
techniques. You may not grab a literary prize, but if you've got an understanding of the publishing industry,
it could bring you some financial success and enable you to beat the opposition.

Before you decide on your subject matter, be cunning and examine the current market. If you can
prove that historical dramas are returning to popularity, consider that type of story but with a unique twist,
and avoid the less appealing genres. Start by looking around you — in newspapers, on TV — for stories,
characters and settings. Bearing in mind that the US market is five times the size of Britain's, you've got to
admit that a novel set in New England will have greater sales potential than one set in Devon, England.

However, choose a genre and subject matter you feel comfortable with. Thorough research will add
to the strength and depth of your writing and give you more confidence. Read relevant history books,
biographies and travel books to get the feel of your chosen period or setting. Once you have formulated your
characters, work out possible story lines and locations. Start to sketch out pieces of dialogue and different
scenes. Only then should you set about writing your novel.

Ask yourself the following questions as you write: are there important issues involved? Do the
characters leap out of the page at you and appear larger than life? Does drama run throughout the novel,
making the story worth reading? Are there multiple points of view? Do the characters continue to grow and
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not become obsessed with trivia? Does the story open with a crisis? You should be answering 'yes' to each
question.

Once the novel is completed, you must find an agent. Many leading publishers will only consider
submissions via an established agent and will largely ignore unsolicited books. Again, research is the key.
Look for an agent that represents your genre and style.

Finally, do not forget that the book has to be marketed once it is published, so you, the author, will

become one of the novel's 'Unique Selling Points' and you will need to promote yourself. Both you and the
book will benefit from having a good story to tell. (From Guardian)

1. The article contains advice for people who want to
A read a wider range of literary material.
B win a literary prize for their writing.
C understand the publishing industry better.
D compete with successful writers.

2. A novel will have more chance of success if it
A is based on historical fact.
B can be serialized on TV.
C can appeal to a larger number of readers.
D s set in the country the writer lives in.

3. Which comment is made in the third paragraph?
A As you do your research, you will get the feel of your chosen period and setting.
B The strength and depth of your novel will depend on the time you spend writing it.
C Plan your setting and story lines before you create your characters.
D Only write pieces of dialogue once you have started writing the novel.

4. Writers need an agent because
A publishers don't usually accept manuscripts directly from writers.
B agents can suggest what kind of research is necessary.
C agents offer help and support when things go wrong.
D publishers usually deal only with writers they know.

5. You should remember that
A books need to find a market.
B different markets need different kinds of books.
C authors need to help in the marketing of their books.
D authors should be good speakers.

2. Which answer best fits the space?
Julie always thought of herself as an easygoing and (1) ............. person, who put up with people's
differences. She hardly ever became (2).......cccccevvevven ... about anything, and believed that if you treated
people well, they would (3) ......ccovveiiiiiiiiiieeee with you. That is, until Alex and Harry moved in
next door. At first, when their music woke her in the night, she was just a bit (4) ... ... , but did not feel
5)....... She shrugged her (6)......... and said to herself, 'Never mind, | make a lot of noise sometimes. I'll
go round and (7)........... , In as nice a way as possible." When she knocked at Alex and Harry's door she
said," I'm not very (8) ...... on very loud music, to be honest. Do you think you could turn it (9)......... a
bit?' They just (10) ......... , and then Alex said, 'You can think whatever you like, as far as we're (11).......
Then they shut the door in Julie's face. By the end of the week, Julie felt angry, but was determined not to
lose her (12) ......... She had hardly slept, and kept (13).......... all the time, but she kept busy. The next
time she called next door, she gave Harry and Alex a present. 'It's just a cake | made for you. Please (14)
........ my apologies for last time!” And that day the noise stopped. ‘What a (15) .......,” thought Julie. ‘Now
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there’s some peace and quiet and I can read my favourite book ‘The History of Poison’.

1) Afickle B flippant C soppy D tolerant
2) A upset B helpful C fascinating D careless
3) A be superior B shun C co-operate D mind

4) A furious B irritated C annoying D thrilled
5) A reluctant B guilty C amiable D offended
6) A shoulders B arms C hands D head

7) Acry B quarrel C complain D fall out
8) A interested B like C happy D keen

9) Alow B up C down D into

10) A whispered B cried C waved D grinned
11) A concerned B embarrassed C determined D estimated
12) A heart B head C mood D temper
13) blushing B snoring C yawning D growling
14) take B assume C effuse D accept
15) revelation B nuisance C tumult D relief

(OtBetsr: 1 3amannel. D2 C 3. A4. A5.C. 23ananne 1.D 2A3.C4B5D6.A7.C8D9.C10.D11.A12D

13.C 14.D 15.D)

Tectol onenuBatorcs u3 pacuera 30 0amioB, KX bl MPaBUIILHBINA OTBET OlIEHUBaeTcs B 1 Gai.

[lIkaa COOTBETCTBHSI PEHTHHIOBBIX OIEHOK MATHOAIBHBIM omeHkam: 50-41 - «ormwmano» (5); 40-31 -
«xopomo» (4); 30 — 21 - «ynosnerBopurensHo» (3); 20 — 11 - «ueynmoierBoputensuo» (2), 10 — 0 -
«HEOOXOIMMO TIOBTOPHOE U3YUYCHHEY.

TecThl OLICHUBAIOTCs B %¢c Y4€TOM HIKaJIbl COOTBCTCTBUA peﬁTHHFOBBIX OLICHOK MATHOAIIIEHBIM OLICHKaM.

Onenka no 5-0amibHOM cucteme KonnuecTBo BEpHBIX OTBETOB B TECTE
OTJIMYHO 25-30

XOpOIIO 19-24
YJOBJIETBOPUTEIHHO 13-18
HEYJIOBJIETBOPUTEILHO 7-12
HE00XOIMMO MTOBTOPHOE HM3yUYCHHE 0-6
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MUHHUCTEPCTBO MPOCBEIEHU S POCCUICKOI ®EJIEPALIUU
denepanbHOE FOCYAAPCTBEHHOE OFOKETHOE 00pa30BaTeIbHOE YUPEKICHUE BBICIIIETO 00pa30BaHHUsI
«FOCYI[APCTBEHHI)Iﬁ YHUBEPCUTET ITPOCBELIEHUS»
(TOCYJIAPCTBEHHBIA YHUBEPCUTET ITPOCBEIIEHUS)

dakyIbTeT pOMaHO-TEPMAHCKUX S3bIKOB
Kadenpa anrnuiickoii ¢hmnonorun

Kommiekcupiii anaims tekera “The Pendulum” (by O. Henry)
o gucuuminHe «[IpakTHKYM M0 aHAJTMTHYECKOMY YTEHHIO MEPBOr0 HHOCTPAHHOIO SI3bIKA»

Tema: KommiekcHblil ananu3 otpeiBka u3 npoussenenus O. I'enpu “The Pendulum”
OuenuBaembie komnerenuun: YK-4, CIIK-2
Yposenb: [IpoaBuHyThIN

YK-4 - cnocoGeH oCymecTBIsATh ACTOBYI0 KOMMYHUKAIIMIO B YCTHOW M MUCbMEHHOH (hopmax Ha
rocyaapcTBeHHOM si3bike Poccuiickoit @deaepanuu 1 HHOCTpAaHHOM(BIX) SI3bIKE(ax).

YK-4.1. I'paMOTHO ¥ SICHO CTPOMT JUAJIOTMYECKYI0 peYb B paMKax MEXKIMYHOCTHOIO U
MEXKYJIBTYPHOTO OOIIEHUS Ha TOCYJIapCTBEHHOM si3bike Poccuiickoii denepaliii 1 HHOCTPAHHOM
SI3BIKE

YK-4.2. JleMoHCTpUpYET YMEHHE OCYIIECTBIIATH JEJIOBYIO MMEPENUCKY Ha FOCYAapCTBEHHOM SI3bIKE
Poccwuiickoit @epepanuu 1 MTHOCTPAHHOM SI3BIKE C YIETOM COIMOKYJIBTYPHBIX OCOOCHHOCTEH
YK-4.3. JlemoHCTpHUpYET CIOCOOHOCTh HAXOUTh, BOCIPUHUMATDH U UCTIOJIH30BaTh HHPOPMAIIHIO Ha
MHOCTPAHHOM SI3bIKE, IIOJYYEHHYIO M3 II€YaTHBIX M DJIEKTPOHHBIX HCTOYHMKOB JUIsl PELICHUS
CTaHJApTHBIX KOMMYHUKAaTUBHBIX 33124

CIIK-2 - ciocoOeH OCyLIEeCTBIIATh NPAKTHYECKYIO JEATEIbHOCTD, CBA3AHHYIO C HCIIOJIB30BAHUEM
3HAHUU M YMEHH B 00J1aCTH M3y4eHHS HHOCTPAHHBIX S3BIKOB M KYJIBTYD.

CIIK-2.1. Bnaneer 3HaHUSIMH O SI3BIKOBOM CTPOE€ B II€JIOM H OTIENBHBIX S3BIKOBBIX YPOBHSX, O
¢doHeTHUECKOM cHucTeMe, TI'paMMaTHUECKOM CTpPOE, CIIOBAPHOM COCTaBe, CTHJIMCTHYECKHX
O0COOCHHOCTSIX U3Y4YaeMbIX SI3bIKOB.

CIIK-2.2. IlpumeHseT pa3iuyHble TUCKYPCHBHBIE CTPAaTETMH, COOTBETCTBYIOIIHME KOHKPETHBIM
CUTyalusIM HpO(bGCCI/IOHaJ'IBHOFO O6HIGHI/I$I JJIA pemicHuAd 3aga4 MEXKJIIMYHOCTHOT'O n
MEXKYJIbTYPHOTO B3aUMOJIEHCTBUS

The Pendulum by O. Henry

John walked slowly toward his flat. Slowly, because in the lexicon of his daily life there was no
such word as "perhaps." There are no surprises awaiting a man who has been married two years and
lives in a flat. As he walked John Perkins prophesied to himself with gloomy and downtrodden
cynicism the foregone conclusions of the monotonous day.

Katy would meet him at the door with a kiss flavored with cold cream and butter-scotch. He
would remove his coat, sit upon a macadamized lounge and read, in the evening paper, of Russians
and Japs slaughtered by the deadly linotype. For dinner there would be pot roast, a salad flavored
with a dressing warranted not to crack or injure the leather, stewed rhubarb and the bottle of
strawberry marmalade blushing at the certificate of chemical purity on its label.

After dinner Katy would show him the new patch in her crazy quilt that the iceman had cut for
her off the end of his four-in-hand. At half-past seven they would spread newspapers over the
furniture to catch the pieces of plastering that fell when the fat man in the flat overhead began to take
his physical culture exercises. Exactly at eight Hickey & Mooney, of the vaudeville team (unbooked)
in the flat across the hall, would yield to the gentle influence of delirium tremens and begin to overturn
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chairs under the delusion that Hammerstein was pursuing them with a five- hundred-dollar-a-week
contract. Then the gent at the window across the air-shaft would get out his flute; the nightly gas leak
would steal forth to frolic in the highways; the dumbwaiter would slip off its trolley; the janitor would
drive Mrs. Zanowitski's five children once more across the Yalu, the lady with the champagne shoes
and the Skye terrier would trip downstairs and paste her Thursday name over her bell and letter-box—
and the evening routine of the Frogmore flats would be under way.

John Perkins knew these things would happen. And he knew that at a quarter past eight he would
summon his nerve and reach for his hat, and that his wife would deliver this speech in a querulous
tone:

"Now, where are you going, I'd like to know, John Perkins?"

"Thought I'd drop up to McCloskey's," he would answer, "and play a game or two of pool with
the fellows."

Of late such had been John Perkins's habit. At ten or eleven he would return. Sometimes Katy
would be asleep; sometimes waiting up, ready to melt in the crucible of her ire a little more gold
plating from the wrought steel chains of matrimony. For these things Cupid will have to answer when
he stands at the bar of justice with his victims from the Frogmore flats.

Tonight John Perkins encountered a tremendous upheaval of the commonplace when he reached
his door. No Katy was there with her affectionate, confectionate kiss. The three rooms seemed in
portentous disorder. All about lay her things in confusion. Shoes in the middle of the floor, curling
tongs, hair bows, kimonos, powder box, jumbled together on dresser and chairs—this was not Katy's
way.

Hanging conspicuously to the gas jet by a string was a folded paper. John seized it. It was a note
from his wife running thus:

Dear John: I just had a telegram saying mother is very sick. | am going to take the 4.30 train.
Brother Sam is going to meet me at the depot there. There is cold mutton in the ice box. I hope it isn't
her quinzy again. Pay the milkman 50 cents. She had it bad last spring. Don't forget to write to the
company about the gas meter, and your good socks are in the top drawer. | will write to-morrow.

Hastily, KATY.

Never during their two years of matrimony had he and Katy been separated for a night. John read
the note over and over in a dumbfounded way. Here was a break in a routine that had never varied,
and it left him dazed.

There on the back of a chair hung, pathetically empty and formless, the red wrapper with black
dots that she always wore while getting the meals. Her week-day clothes had been tossed here and

there in her haste. Everything in the room spoke of a loss, of an essence gone, of its soul and life
departed. John Perkins stood among the dead remains with a queer feeling of desolation in his heart.

Of course it would be only for a few days, or at most a week or two, but it seemed to him as if
the very hand of death had pointed a finger at his secure and uneventful home.

John dragged the cold mutton from the ice-box, made coffee and sat down to a lonely meal face
to face with the strawberry marmalade's shameless certificate of purity. Bright among withdrawn
blessings now appeared to him the ghosts of pot roasts and the salad with tan polish dressing. His
home was dismantled. A quinzied mother-in-law had knocked his lares and penates sky- high. After
his solitary meal John sat at a front window.

He did not care to smoke. Outside the city roared to him to come join in its dance of folly and
pleasure. The night was his. He might go forth unquestioned and thrum the strings of jollity as free
as any gay bachelor there. He might carouse and wander and have his fling until dawn if he liked,;
and there would be no wrathful Katy waiting for him, bearing the chalice that held the dregs of his
joy. He might play pool at McCloskey's with his roistering friends until Aurora dimmed the electric
bulbs if he chose. The hymeneal strings that had curbed him always when the Frogmore flats had
palled upon him were loosened. Katy was gone.

John Perkins was not accustomed to analyzing his emotions. But as he sat in his Katy-bereft
10x12 parlor he hit unerringly upon the keynote of his discomfort. He knew now that Katy was
necessary to his happiness. His feeling for her, lulled into unconsciousness by the dull round of
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domesticity, had been sharply stirred by the loss of her presence. Has it not been dinned into us by
proverb and sermon and fable that we never prize the music till the sweet-voiced bird has flown—or
in other no less florid and true utterances?

"I'm a double-dyed dub," mused John Perkins, "the way I've been treating Katy. Off every night
playing pool and bumming with the boys instead of staying home with her. The poor girl here all
alone with nothing to amuse her, and me acting that way! John Perkins, you're the worst kind of a
shine. I'm going to make it up for the little girl. I'll take her out and let her see some amusement. And
I'll cut out the McCloskey gang right from this minute.”

Near the right hand of John Perkins stood a chair. On the back of it stood Katy's blue shirtwaist.
It still retained something of her contour. Midway of the sleeves were fine, individual wrinkles made
by the movements of her arms in working for his comfort and pleasure. A delicate but impelling odor
of bluebells came from it. John took it and looked long and soberly at the

unresponsive grenadine. Katy had never been unresponsive. Tears:—yes, tears—came into John
Perkins's eyes. When she came back things would be different. He would make up for all his neglect.
What was life without her?

The door opened. Katy walked in carrying a little hand satchel. John stared at her stupidly.

"My! I'm glad to get back,"” said Katy. "Ma wasn't sick to amount to anything. Sam was at the
depot, and said she just had a little spell, and got all right soon after they telegraphed. So I took the
next train back. I'm just dying for a cup of coffee.”

Nobody heard the click and rattle of the cog-wheels as the third-floor front of the Frogmore flats
buzzed its machinery back into the Order of Things. A band slipped, a spring was touched, the gear
was adjusted and the wheels revolve in their old orbit.

John Perkins looked at the clock. It was 8.15. He reached for his hat and walked to the door.
"Now, where are you going, I'd like to know, John Perkins?" asked Katy, in a querulous tone.

"Thought I'd drop up to McCloskey's," said John, "and play a game or two of pool with the
fellows."”

Understanding the extract:

1. Give the gist of the story.

Analyse the plot structure. At what moment does the climax come? Comment on the irony of

the situation.

Comment on the message an the title. What stylistic device is used in it?

In what vein is the story written? What language means add humour to the narration?

Identify metaphors and similes and dwell on their role.

Analyse the peculiarities of syntax. What syntactical stylistic devices add expressiveness to

the text?

7. What tense form is repeatedly used in the second and third paragraphs? What is the stylistic
effect of the repetition?

N
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MUHHUCTEPCTBO MPOCBEIEHU S POCCUICKOI ®EJIEPALIUU
denepanbHOE FOCYAAPCTBEHHOE OFOKETHOE 00pa30BaTEIbHOE YUPEKICHUE BBICIIIETO 00pa30BaHHsI
«FOCYI[APCTBEHHI)Iﬁ YHUBEPCUTET ITPOCBELIEHUS»
(TOCYJIAPCTBEHHBIA YHUBEPCUTET ITPOCBEIIEHUS)

(DaKy.]'IBTeT POMaHO-TEPMAHCKHX A3BIKOB

Kadenpa anrnuiickoii ¢hmnonorun

TeMbI 10KJIAT0B
no aucuuiiuHe «[IpakTHKyM 0 AHAJIMTHYECKOMY YTEHHIO EPBOr0 HHOCTPAHHOIO S3BIKA)

OuenuBaemblie komnerenuuu: YK-4, CIIK-2
Yposenb: [IpoaBunyThII

YK-4 - cnocoGeH oCylecTBIATh AEIOBYI0 KOMMYHHUKAIMIO B YCTHOM M MUCbMEHHOH (opmax Ha
rocy1apcTBEHHOM si3bike Poccuiickoit @denepanuu 1 HHOCTPAaHHOM(BIX) SI3bIKE(ax).

YK-4.1. TpaMOTHO U SICHO CTPOMT JAMAJOTMYECKYIO pPEYb B pPaMKax MEXKIMYHOCTHOTO U
MEXKYJIbTYPHOTO OOIIIEHHs Ha TOCYJIapCTBEHHOM si3bike Poccuiickoil ®denepaniii 1 HHOCTPAHHOM
A3BIKE

YK-4.2. JleMOHCTpHpPYET YMEHHE OCYIIECTBISATH ACTIOBYIO MEPENUCKY HA TOCYIAapPCTBEHHOM SI3BIKE
Poccuiickoit @enepaniuu 1 THOCTPAHHOM SI3bIKE C YYETOM COLMOKYJIBTYPHBIX OCOOCHHOCTEH
YK-4.3. JleMoHCTpUpYET CIIOCOOHOCTH HAXOINTh, BOCIIPHHUMATh M UCIOIb30BaTh HH(pOpMAIHIo Ha
MHOCTPAaHHOM $I3bIKE, IIOJYYEHHYIO W3 II€YaTHBIX U DJIEKTPOHHBIX HCTOYHUKOB ISl PELICHHS
CTaH/IaPTHBIX KOMMYHHUKAaTUBHBIX 3a]a4

CIIK-2 - ciocoOeH OCyLIeCTBIATh MPAKTHUECKYIO JEATEIbHOCTD, CBA3aHHYIO C HCIIOJIb30BAaHUEM
3HAHWU M YMEHHI B 00J1aCTH M3y4EHHS HHOCTPAHHBIX S3bIKOB M KYJBTYD.

CIIK-2.1. Bnaneer 3HaHUSIMH O SI3BIKOBOM CTPOE€ B ILI€JIOM M OTIEIBHBIX S3BIKOBBIX YPOBHSX, O
¢doHeTHUECKOM cHucTeMe, TI'paMMaTHUECKOM CTpPOE, CIIOBAPHOM COCTaBe, CTHIJIMCTHYECKUX
O0COOCHHOCTSIX U3Y4YaeMbIX SI3bIKOB.

CIIK-2.2. IlpumeHseT pa3iuyHble TUCKYPCHBHBIE CTPAaTETWH, COOTBETCTBYIOIIME KOHKPETHBIM
CUTyalusIM HpO(bGCCI/IOHaJ'IBHOFO O6HIGHI/I$I JJIA pemicHuAd 3aga4 MEXKJIIMYHOCTHOT'O n
MEXKYJIbTYPHOTO B3aUMOJIEHCTBUS

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.
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18.

19.
20.
21.
22.
23.
24,
25.

Oxymoron. Its structural types and stylistic functions. Paradox.

Pun. Its varieties and stylistic functions.

Zeugma. Its varieties and stylistic functions.

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

Euphemisms. Their stylistic usage.

Periphrasis. Its varieties and stylistic functions.

Decomposition of phraseological units. Its stylistic effects.
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MUHHUCTEPCTBO MPOCBEIEHU S POCCUICKOI ®EJIEPALIUU
denepanbHOE FOCYAaPCTBEHHOE OFOKETHOE 00pa30BaTeIbHOE YUPEKICHUE BBICIIIETO 00pa30BaHHsI
«FOCYI[APCTBEHHI)Iﬁ YHUBEPCUTET ITPOCBELIEHUS»
(TOCYJIAPCTBEHHBIA YHUBEPCUTET ITPOCBEIIEHUS)

CDaKy.]'IBTeT POMaHO-TEPMAHCKHX A3BIKOB

Kadenpa anrnuiickoii ¢hmnonorun

TeMbl npe3eHTANU
no aucuuiiuHe «[IpakTHKyM 0 AHAJIMTHYECKOMY YTEHHIO EPBOr0 HHOCTPAHHOIO S3BIKA)

OuenuBaemblie komnerenuuu: YK-4, CIIK-2
Yposenb: [IpoaBunyThII

YK-4 - cnocoGeH oCylecTBIATh AEIOBYI0 KOMMYHHUKAIMIO B YCTHOM M MUCbMEHHOH (opmax Ha
rocy1apcTBEHHOM si3bike Poccuiickoit @denepanuu 1 HHOCTPAaHHOM(BIX) SI3bIKE(ax).

YK-4.1. TpaMOTHO U SICHO CTPOMT JAMAJOTMYECKYIO pPEYb B pPaMKax MEXKIMYHOCTHOTO U
MEXKYJIBTYPHOTO OOIICHUSI Ha TOCYJapCTBEHHOM si3bike Poccuiickoit @enepanuu 1 HHOCTPAaHHOM
A3BIKE

YK-4.2. JleMOHCTpUpPYET YMEHHE OCYIIECTBIATH JACIOBYIO IMEPENHUCKY HA TOCYTAPCTBEHHOM SI3BIKE
Poccuiickoit @enepaniuu 1 THOCTPAHHOM SI3bIKE C YYETOM COLMOKYJIBTYPHBIX OCOOCHHOCTEH
YK-4.3. JleMoHCTpUpYET CIIOCOOHOCTH HAXOINTh, BOCIIPHHUMATh M UCIOIb30BaTh HH(pOpMAIHIo Ha
MHOCTPAaHHOM $I3bIKE, IIOJYYEHHYIO W3 II€YaTHBIX U DJIEKTPOHHBIX HCTOYHUKOB ISl PELICHHS
CTaH/IaPTHBIX KOMMYHHUKAaTUBHBIX 3a]a4

CIIK-2 - ciocoOeH OCyLIeCTBIATh MPAKTHUECKYIO JEATEIbHOCTD, CBA3aHHYIO C HCIIOJIb30BAaHUEM
3HAHWU M YMEHHI B 00J1aCTH M3y4EHHS HHOCTPAHHBIX S3bIKOB M KYJBTYD.

CIIK-2.1. Bnaneer 3HaHUSIMH O SI3BIKOBOM CTPOE€ B ILI€JIOM M OTIEIBHBIX S3BIKOBBIX YPOBHSX, O
¢doHeTHUECKOM cHucTeMe, TI'paMMaTHUECKOM CTpPOE, CIIOBAPHOM COCTaBe, CTHIJIMCTHYECKUX
O0COOCHHOCTSIX U3Y4YaeMbIX SI3bIKOB.

CIIK-2.2. IlpumeHseT pa3iuyHble TUCKYPCHBHBIE CTPAaTETWH, COOTBETCTBYIOIIME KOHKPETHBIM
CUTyalusIM HpO(bGCCI/IOHaJ'IBHOFO O6HIGHI/I$I JJIA pemicHuAd 3aga4 MEXKJIIMYHOCTHOT'O n
MEXKYJIbTYPHOTO B3aUMOJIEHCTBUS

Ilepeyennb Tem U1 pe3eHTALMMT

The role of free indirect speech in revealing the character’s personality
What role do stylistic means play in characterisation?

The role of setting in shaping the character’s personality

The reflection of the character’s mood or psychological state in the setting
The stylistic devices showing the internal conflict of the hero

The role of various stylistic devices in creating the atmosphere

Typical elements of the genre in the story

Plot and narrative structure of the story

The role of verbal imagery in the story

Linguistic peculiarities of the essay

What telling details reveal the protagonist’s personality in the story... ?
Modes of representing the thoughts of a character in the story ... by...
Point of view and narrative strategies in the short story...

Stylistic means of characterization in the story...
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4 MeToanvyecKHe MaTepuaibl, ONpeAesIOlHe NpoUeIypbl OLEHHBAHUS Pe3yJabTaTOB
0CBOEHMs 00pa30BaTe/IbHON NPOrpaMMblI

dopMoii IPOMEKYTOUHOM aTTECTAllUK SBISCTCSI 3a4ET B 5 ceMecTpe, 3a4eT C OLEHKOU B 6 ceMecTpe, IK3aMEHbI B
7, 8 cemecTpax.

Pacrnipenenenne 6aioB mo BuaaM paboT

Hoxnan / Tlpe3enrarus 1o 10 6amnoB
[IpesenTanus 1o 10 6ainos
KoMmexcHEIl aHaIU3 TEKCTa 1o 10 6amnos
3ayer 1o 10 oamnoB
OKk3aMeH 1o 20 6amnos

9K3aMeHaHHOHHHﬁ ouner BkIoyaer 1 BOIIPOC: JIMHTBOCTUJIMCTUUECCKUM  aHaJIN3
AYTCHTUYHOI'O TCKCTA.

I[J'IH JIMHI'BOCTHIIMCTUYCCKOI'O aHalJlu3a BBI6I/IpaIOTCH OTPBIBKK W3 OPUIHMHAJIbHBIX
XYOO0XXCCTBCHHBIX, Hy6JII/ILII/ICTI/IT-ICCKI/IX U HAYUYHO-IIOIIYJIAPHBIX HpOHSBGI{CHI/Iﬁ, a TaKXeC
3aKOHYCHHBIC paCCKa3bl K 3CCC aHFHHﬁCKHX, AMCPHUKAHCKHX, KaHAJICKUX U aBCTpaJ'II/II‘/‘ICKI/IX ABTOPOB,
KJIACCUYCCKUX U COBPEMCHHBIX, U3BCCTHBIX U HCU3BCCTHLIX CTYACHTAM.
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MHWHHUCTEPCTBO IMPOCBEILEHNSI POCCUMCKOU ®EJEPALINN
denepanbHOE TOCyIapCTBEHHOE OFOHKETHOE 00pa30BaTeIbHOE YUPEKICHUE BBICIIIETO 0Opa30BaHUs
«'OCYJIAPCTBEHHBIY YHUBEPCUTET IPOCBEIIEHUS»
(TOCYJIAPCTBEHHBIA YHUBEPCUTET ITPOCBEIIEHUS)

dakyIbTeT pOMaHO-TEPMAHCKUX S3bIKOB
Kadenpa anrnuiickoii ¢hmnonorun

IIpumepHbIi BONPOCOB K 3a4€Ty MO AUCHUIJINHE
«IIpaKkTUKYM N0 AaHAJTUTHYECKOMY YTEHHIO IEPBOTr0 HHOCTPAHHOTI'O SA3BIKA)

OuenuBaemblie komnerenuuu: YK-4, CIIK-2
Yposenb: [Toporossiii / [TpoaBuHyTHII

YK-4 - cnocoGeH oCylecTBIATh AEIOBYI0 KOMMYHHUKAIMIO B YCTHOM M MUCbMEHHOH (opmax Ha
rocy1apcTBEHHOM si3bike Poccuiickoit @denepanuu 1 HHOCTPAaHHOM(BIX) SI3bIKE(ax).

YK-4.1. TpaMOTHO U SICHO CTPOMT JAMAJOTMYECKYIO pPEYb B pPaMKax MEXKIMYHOCTHOTO U
MEXKYJIbTYPHOTO OOIIIEHHs Ha TOCYJIapCTBEHHOM si3bike Poccuiickoil ®denepaniii 1 HHOCTPAHHOM
A3BIKE

YK-4.2. JleMOHCTpUpPYET YMEHHE OCYIIECTBIATH JACIOBYIO IMEPENHUCKY HA TOCYTAPCTBEHHOM SI3BIKE
Poccuiickoit @enepaniuu 1 THOCTPAHHOM SI3bIKE C YYETOM COLMOKYJIBTYPHBIX OCOOCHHOCTEH
YK-4.3. JleMoHCTpUpYET CIIOCOOHOCTH HAXOINTh, BOCIIPHHUMATh M UCIOIb30BaTh HH(pOpMAIHIo Ha
MHOCTPAaHHOM $I3bIKE, IIOJYYEHHYIO W3 II€YaTHBIX U DJIEKTPOHHBIX HCTOYHUKOB ISl PELICHHS
CTaH/IaPTHBIX KOMMYHHUKAaTUBHBIX 3a]a4

CIIK-2 — cnoco0eH OCyIIEeCTBIATh NPAKTHUECKYIO AEATEIbHOCTD, CBSI3aHHYIO C HCIOJIb30BAHUEM
3HAHWU M YMEHHI B 00J1aCTH M3y4EHHS HHOCTPAHHBIX S3bIKOB M KYJBTYD.

CIIK-2.1. Bnaneer 3HaHUSIMH O SI3BIKOBOM CTPOE€ B ILI€JIOM M OTIEIBHBIX S3BIKOBBIX YPOBHSX, O
¢doHeTHUECKOM cHucTeMe, TI'paMMaTHUECKOM CTpPOE, CIIOBAPHOM COCTaBe, CTHIJIMCTHYECKUX
O0COOCHHOCTSIX U3Y4YaeMbIX SI3bIKOB.

CIIK-2.2. IlpumeHseT pa3iuyHble TUCKYPCHBHBIE CTPAaTETWH, COOTBETCTBYIOIIME KOHKPETHBIM
CUTyalusIM HpO(bGCCI/IOHaJ'IBHOFO O6HIGHI/I$I JJIA pemicHuAd 3aga4 MEXKJIIMYHOCTHOT'O n
MEXKYJIbTYPHOTO B3aUMOJIEHCTBUS

Give the gist of the essay/speech. What message is the author trying to put across?

Comment on the title. Does the title of the essay help you understand the main idea?

How would you define the general tone of the story/passage?

What methods of characterisation does the author use?

What techniques does the author use to show the psychological state of the character?

Name stylistic devices used to show the internal conflict of the hero.

How would you characterise the language used in the descriptions?

What are the main pragmatic aims of this text?

Who is the target audience of the essay/speech?

10 What is the writer’s/speaker’s position on the issue? Do you share it? Why or why not?

11 What means are used to clearly get the opinion of the reviewer across to the reader?

12 Is the register formal, informal or neutral?

13 Characterise the tone of the essay/speech. What stylistic means sustain this tone? Dwell on
their effect.

14 What techniques does the author use to maintain the reader’s interest and convey his message?
Which of them do you find especially effective?

15 Characterise the style of the essay/article/passage. What stylistic devices add to the

effectiveness of the text?

O©CoOoO~NOoO Ol WN P
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HIkaJia oneHUBAHUA 3a4YeTa

Kpurepun onenuBanus

bassl

OTMETKa «3aYTEHO0» BBICTABJIACTCS, €CJIIN CTYACHT:

00HapyXMBaeT MOHUMaHHE BOIIPOCOB;

yMeeT BUJIETh MEXIUCITUIIMHAPHBIC CBS3U IIPEIMETOB;

BJIaJICET OCHOBHOM TEPMHHOJIOTHYECKON 0a30i;

YMEET JIOTUYHO BBICTPOUTH CBOM OTBET;

W3JIaraeT CyTh BOIPOCOB TPAMOTHO C TOYKH 3pPEHUS S3BIKOBOM
HOPMBI U METas3blKa HAYKH;

3HAET aBTOPOB-UCCIIEIOBATENEH IO TaHHOW TTpo0JIeMe;

YMEET JIeJIaTh BBIBOJIBI 10 M3JIaraéMoMy MaTepHay.

9-20

OLIGHKa «HE€ 3aYTCHO0>» BBICTABJIACTCA, CCIIU CTYACHT:

JEMOHCTPHPYET Pa3pO3HEHHBIE 0ECCUCTEMHBIC 3HAHUS;

JIOITYCKaeT rpyObIe OMMOKY B OTPEACIICHUY TIOHSATHH;

M3JIaraeT MaTepHrall HEyBEPEHHO U HEUETKO;

WCIIBITBIBAET CEpPbE3HBIE 3aTPYAHEHUS IPU OTBETE Ha BOIPOCHI
9K3aMEHATOpAa.
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MUHHUCTEPCTBO MPOCBEIEHU S POCCUICKOI ®EJIEPALIUU
denepanbHOE FOCYAAPCTBEHHOE OFOKETHOE 00pa30BaTEIbHOE YUPESIKIACHUE BBICIIIETO 00pa30BaHHsI
«FOCYI[APCTBEHHI)Iﬁ YHUBEPCUTET ITPOCBELIEHUS»
(TOCYJIAPCTBEHHBIA YHUBEPCUTET ITPOCBEIIEHUS)

(DaKy.]'IBTeT POMaHO-TEPMAHCKHX A3BIKOB

Kadenpa anrnuiickoii ¢hmnonorun

IlepeyeHb BONPOCOB K 3a4€Ty C OLEHKOH 1O JMCHUIJINHE
«IIpaKkTHKYM N0 AaHAJTUTHYECKOMY YTEHHI0 IEPBOr0 HHOCTPAHHOTI'O SI3BIKA)

OuenuBaemblie komnerenuuu: YK-4, CIIK-2
Yposenb: [Toporossiii / [TpoaBuHyTHII

YK-4 - cnocoGeH oCylecTBIATh AEIOBYI0 KOMMYHHUKAIMIO B YCTHOM M MUCbMEHHOH (opmax Ha
rocy1apcTBEHHOM si3bike Poccuiickoit @denepanuu 1 HHOCTPAaHHOM(BIX) SI3bIKE(ax).

YK-4.1. T'paMOTHO U $CHO CTPOMUT JUAJIOTHYECKYI0 pedb B paMKaX MEXKIMYHOCTHOIO H
MEXKYJIbTYPHOTO OOIIEHHs Ha TOCYJapCTBEHHOM si3bike Poccuiickoit denepauuy 1 MHOCTPAaHHOM
A3BIKE

YK-4.2. JleMOHCTpUpPYET YMEHHE OCYIIECTBIATH JACIOBYIO IMEPENHUCKY HA TOCYTAPCTBEHHOM SI3BIKE
Poccuiickoit @enepaniuu 1 HHOCTPAHHOM SI3bIKE C YUETOM COLMOKYJIbTYPHBIX OCOOCHHOCTEN
YK-4.3. JleMoHCTpUpYET CIIOCOOHOCTH HAXOINTh, BOCIIPHHUMATh M UCIOIb30BaTh HH(pOpMAIHIo Ha
MHOCTPAaHHOM $I3bIKE, IIOJYYEHHYIO W3 II€YaTHBIX U DJIEKTPOHHBIX HCTOYHUKOB ISl PELICHHS
CTaH/IaPTHBIX KOMMYHHUKAaTUBHBIX 3a]a4

CIIK-2 - criocoOeH OCyLIECTBIIATh NPAKTHYECKYIO AEATEIbHOCTD, CBA3AHHYIO C HCIIOJIb30BAHHEM
3HAHWU M YMEHHI B 00J1aCTH M3y4EHHS HHOCTPAHHBIX S3bIKOB M KYJBTYD.

CIIK-2.1. Bnaneer 3HaHUSIMH O S3BIKOBOM CTPOE€ B IIEJIOM M OTJAEIBHBIX SI3BIKOBBIX YPOBHSX, O
(doHeTHUECKOM cHucTeMe, TIpaMMaTHUYECKOM CTpPOE, CIIOBAPHOM COCTaBe, CTHJIMCTHYECKHX
O0COOCHHOCTSIX U3Y4YaeMbIX SI3bIKOB.

CIIK-2.2. IlpumeHseT pa3iuyHble TUCKYPCHBHBIE CTPAaTETWH, COOTBETCTBYIOIIME KOHKPETHBIM
CUTyalusIM HpO(bGCCI/IOHaJ'IBHOFO O6HIGHI/I$I JJIA pemicHuAd 3aga4 MEXKJIIMYHOCTHOT'O n
MEXKYJIbTYPHOTO B3aUMOJIEHCTBUS

1. How is the story structured?
2. Where are the events set? What is the function of the setting?
3. What kind of narration is used in the story?
4. How does the author manage to compensate the limitations of the first-person narrative?
5. Which minor conflicts constitute the major conflict of the story? Is it solved?
6. Is the protagonist the author’s mouthpiece?
7. How can you define the tone expressing the author’s attitude to the subject matter?
8. What stylistic devices help to create the atmosphere? What role do the graphic devices
play?
9. Is the message of the story problem-raising or problem-solving?
10. Does the title contribute to conveying the message of the story or does it have some other
functions?
11. Does the author succeed in revealing the chosen theme?

IIIxana oneHNBaHNUA 324Y€TAa ¢ OIEHKOH

Kpurepun onennBanus banner

OTMeTKa «OTJIMYHO» CTABHTCS 00YYaroLIeMyCsl, TABIIEMY TOJHbI, pa3BepHyThIi | 26-30
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JIMHTBOCTUIIICTUYECKHUI aHATIM3 C COOMOICHHEM Op(HOIMIMUIECKUX, JIEKCUIECKHX,
IPaMMaTHYECKHUX U CTUJIMCTUYECKUX HOPM H3Y4aeMOro sI3bIKa.

OTMeTKka «XOpOWIO» CTaBUTCS OOYyYaloIIEeMyCs, MaBIIEMYy ITOJIHBIM,
JUHTBOCTWJIMCTHYECKUN  aHaM3 C  coOMIoeHHEeM  Op(OIMUYECKHUX,
JIGKCHYECKUX, TIPAMMATHYECKHX U CTHIMCTHYCCKUX HOPM H3y4aeMOro
A3bIKA. ILOHYCKaIOTCSI HE3HAYUTEIbHEIE OIINOKU B MMPONU3HOIICHNHU, JICKCUKE
WJIH IpPaMMaTHKe.

20-25

OtmeTka «YAOBJIETBOPUTEJIBbHO» CTAaBUTCA OGy‘I&IOH.IGMyCH, JaBHICMY
O6I_HI/II71 a”HaJlu3 C CO6J'II-OI[€HI/I€M OCHOBHBIX HOPM H3Yy4acMOI'0 A3bIKa.
I[OHyCKaIOTCSI OIIMOKH B IMPONU3HOIICHNH, JICKCUKC HJIM T'paMMATHKE, HC
BINAIOIMMEC HAa CMBICJI BBICKA3bIBAHM .

14-19

OTMeTKa «HEeYT0BJIETBOPUTEIbHO» CTaBUTCS OOydarolmeMycs, eCiH
oOHapy»eHO HEMOHMMaHWE MM CMbICIa W COJIepX aHUs Tekcra. Peub
M300MITyeT OIMMOKAaMU B TPOM3HOIICHUH, JICKCUKE WU TIpPaMMAaTHKE,
BJIUSIIOUIMMH Ha CMBICI BBICKA3bIBAHMSL.

0-13
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MHWHHUCTEPCTBO IMPOCBEILEHNSI POCCUMCKOU ®EJEPALINN
denepanbHOE TOCyIapCTBEHHOE OFOHKETHOE 00pa30BaTeIbHOE YUPEKICHUE BBICIIIETO 0Opa30BaHUs
«'OCYJIAPCTBEHHBIY YHUBEPCUTET IPOCBEIIEHUS»
(TOCYJIAPCTBEHHBIA YHUBEPCUTET ITPOCBEIIEHUS)

(DaKy.]'IBTeT POMaHO-TEPMAHCKHX A3BIKOB

Kadenpa anrnuiickoii ¢hmnonorun

IIpumepHbIii epeYeHb 3aJaHUI K IK3aMeHY 0 IUCIUILINHE
«IIpaKkTUKYM N0 AaHAJTUTHYECKOMY YTEHHIO IEPBOT0 HHOCTPAHHOIO SI3BIKA)

OunenuBaembie komnerenuun: YK-4, CIIK-2
Yposenb: [Toporossiii / [TpoaBuHyTHII

YK-4 - cnocoGeH oCymIEeCTBISATh ACTOBYI0 KOMMYHHUKAIIMIO B YCTHOM M NMHCBMEHHOW (popmax Ha
rocyJJapcTBEHHOM s3blke Poccuiickoil denepanun 1 ”HOCTpaHHOM(bIX) sI3bIKe(aX).

YK-4.1. I'paMOTHO M $CHO CTPOUT JAMAJIOTUYECKYIO pE€Yb B pPAMKAX MEXIUYHOCTHOTO H
MEXKYJIbTYPHOT0 OOLIEHUsI Ha FOCYJapCTBEHHOM si3blke Poccuiickoil @enepaiun 1 HHOCTPAHHOM
SI3BIKE

YK-4.2. JIeMOHCTpUpPYET YMEHHUE OCYILECTBIIATh JEJIOBYIO NEPENHUCKY Ha rOCYy1apCTBEHHOM SI3bIKE
Poccwuiickoit @epepanuu 1 MTHOCTPAHHOM SI3BIKE C YIETOM COIMOKYJIBTYPHBIX OCOOCHHOCTEH
YK-4.3. JleMoHCTpUpYyeT ClIOCOOHOCTh HaX0IUTh, BOCIIPUHUMATh U UCIOJIb30BaTh HH(OpMaIUIo Ha
MHOCTPAHHOM SI3bIKE, IIOJYYCHHYIO M3 II€4aTHBIX M DJIEKTPOHHBIX HCTOYHMKOB JUIsl PELICHUS
CTaHJapTHBIX KOMMYHHUKAaTUBHBIX 3aJa4

CIIK-2 - criocoGeH OCyLIecTBIATh MPAKTUUYECKYHO IESTEIbHOCTh, CBS3aHHYIO C MCIIOJb30BaHUEM
3HaHUI U yMEHUI B 001aCTH U3yYeHHUS HHOCTPAHHBIX S3BIKOB M KYJIBTYP.

CIIK-2.1. Bnaneer 3HaHUSIMH O S3BIKOBOM CTpPOE€ B ILIEJIOM M OTJENbHBIX SI3BIKOBBIX YPOBHSX, O
(doHeTHUECKON cucTeMe, TpaMMaTHYECKOM CTpPOE€, CIIOBApHOM COCTaBe, CTHJIMCTUYECKUX
0COOEHHOCTSIX U3yYaeMbIX S3BIKOB.

CIIK-2.2. TlpumeHseT pa3iuyHbIe TUCKYPCHBHBIE CTPATETWH, COOTBETCTBYIOIINE KOHKPETHBIM
CUTyallUssM  MpO(EeCCHOHAIBHOTO  OOLIEHMs JUId  pelieHus 3aJad  MEXJIMYHOCTHOTO U
MEXKKYJIBTYPHOI'O B3aUMOJCHCTBUSA

Oﬁpaseu TEKRCTAa AJId KOMILVIEKCHOTI'0 aHaJIu3a
The Cranes by P. Meinke

“Oh!” she said, “what are those, the huge white ones?” Along the marshy shore two tall and
stately birds, staring motionless toward the Gulf, towered above the bobbing egrets and scurrying
plovers.

“Well, | can’t believe it,” he said. “I’ve been coming here for years and never saw one...”

“But what are they?” she persisted. “Don’t make me guess or anything, it makes me feel dumb.”
They leaned forward in the car and the shower curtain spread over the front seat crackled and hissed.

“They’ve got to be whooping cranes, nothing else so big!” One of the birds turned gracefully,
as if to acknowledge the old Dodge parked alone in the tall grasses. “See the black legs and black
wingtips? Big! Why don’t | have my binoculars?” He looked at his wife and smiled.

“Well,” he continued after a while, “I’ve seen enough birds. But whooping cranes, they’re rare.
Not many left.”

“They’re lovely. They make the little birds look like clowns.”
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“I could use a few clowns,” he said. “A few laughs never hurt anybody.”

“Are you all right?” She put a hand on his thin arm. “Maybe this is the wrong thing. I feel I'm
responsible.”

“God, no!” His voice changed. “No way. I can’t smoke, I can’t drink martinis, no coffee, no
candy. I not only can’t leap buildings in a single bound, I can hardly get up the goddamn stairs.”

She was smiling. “Do you remember the time you drank thirteen martinis and asked that young
priest to step outside and see whose side God was on?”

“What a jerk | was! How have you put up with me all this time?”

“Oh, no! I was proud of you!! You were so funny, and that priest was a snot.”

“Now you tell me.” The cranes were moving slowly over a small hillock, wings opening and
closing like bellows. “It’s all right. It’s enough,” he said again. “How old am I, anyway, 130?”

“Really,” she said, “it’s me. Ever since the accident it’s been one thing after the other. I’'m just
a lot of trouble to everybody.”

“Let’s talk about something else,” he said. “Do you want to listen to the radio? How about
turning on that preacher station so we can throw up?”’

“She turned her head from the window and looked into his eyes. “I never got tired of listening
to you. Never.”

“Well, that’s good,” he said. “It’s just that when my mouth opens, your eyes tend to close.”

“They do not!” she said, and began to laugh, but the laugh turned into a cough and he had to
pat her back until she stopped. They leaned back in the silence and looked toward the Gulf stretching
out beyond the horizon. In the distance, the water looked like metal, still and hard.

“I wish they’d court,” he said. “I wish we could see them court, the cranes. They put on a show.
He bows like Nijinsky and jumps straight up in the air.”

“What does she do?”

“She lies down and he lands on her.”

“No,” she said, “I’m serious.”

“Well, | forget. I’ve never seen it. But | do remember that they mate for life and live a long
time. They’re probably older than we are! Their feathers are falling out and their kids never write.”

She was quiet again. He turned in his seat, picked up an object wrapped in a plaid towel, and
placed it between them in the front.

“Here’s looking at you, kid,” he said.

“Do they really mate for life? I'm glad — they’re so beautiful.”

“Yep. Audubon said that’s why they’re almost extinct: a failure of imagination.”
“I don’t believe that,” she said. “I think there’ll always be whooping cranes.”
“Why not?” he said.

“T wish the children were more settled. | keep thinking it’s my fault.”

“You think everything’s your fault. Nicaragua, ozone depletion. Nothing is your fault. They’ll
be fine, and anyway, they’re not children anymore. Kids are different today, that’s all. You were
terrific.” He paused. “You were terrific in ways | couldn’t tell the kids about.”

“I should hope not.” She laughed and began coughing again, but held his hand when he reached
over. When the cough subsided they sat quietly, looking down at their hands as if they were objects
in a museum.

“I used to have pretty hands,” she said.

“I remember.”

“Do you? Really?”

“I remember everything,” he said.

“You always forgot everything.”

“Well, now | remember.”

“Did you bring something for your ears?”

“No, | can hardly hear anything, anyway!”” But his head turned at a sudden squabble among the
smaller birds. The cranes were stepping delicately away from the commotion.

“I’m tired,” she said.

26



“Yes.” He leaned over and kissed her, barely touching her lips. “Tell me,” he said, “did I really
drink thirteen martinis?”

But she had already closed her eyes and only smiled. Outside the wind ruffled the bleached-
out grasses, and the birds in the white glare seemed almost transparent. The hull of the car gleamed
beetle-like — dull and somewhat sinister in its metallic isolation from the world around it.

Suddenly, the two cranes plunged upward, their great wings beating the air and their long
slender necks pointed like arrows toward the sun.

Questions:
1.  Give agist of the story. Try to formulate the theme and message of the story.
2. Analyse the plot structure. What is peculiar about it? What is the central event of the story?
How is it shown?
3. Comment on the ambiguity of the story. Dwell on the gaps in the narration.
e Are all facts necessary for understanding the plot given explicitly or is anything suggested by
implications?
e What context clues allow us to envision the climactic event? What symbols and images create
the backbone of this story?
e Why is past tense used in the dialogue about hands? Why did they look at their hands “as if
they were objects in a museum”?
e What do whooping cranes as a dying species represent?
4.  What is the role of the dialogue
e in characterization?
e inunfolding the plot?
5. How do stylistic devices help render the plot and the message?

IIIxana oneHNBaHUA DK3aMeHa

Kpurepun onienuBanus bannel

OTMeTKa «OTJIMYHO» BBICTABISCTCS, €CIM CTYACHT: OOHapyxwuBaeT | 26-30
rmy0OKoe TOHMMaHHE OCHOBHOTO  COJCp)KaHUsS, TEMbl U  WJIEH
IPEIUIOKEHHOT0 TEKCTa; TPAMOTHO ONPEAEIISIET KaHPOBO-CTHIMCTHIECKYIO
NPUHAUIC)KHOCTh U CTPYKTYPHYIO KOMIIO3UIMIO TEKCTa; YMEET HAaXOAUTh
HYXXHble (DaKThl; JenaeT JIOTMYHbIE W aPTyMEHTHPOBAaHHBIC BBIBO/IbI,
NOATBEpXKAas HMX TpUMepaMH W3 TEKCTa; U3jIaraeT MaTepHal
NOCNe0BaTeNbHO, TPaMOTHO M Oerjio, OOHapy>KuBas NPAaBUIBHOE
UCIIONIb30BaHUE  OP(OSIUYECKUX, JIEKCHYECKUX, TIpPaMMATHYECKUX |
CTWJIMCTHYECKMX HOPM H3ydyaeMoro s3bika (MpH 3TOM B OTBETE
JIONyCKaeTcss He Ooyiee JBYX TMOJHBIX OMIMOOK, HE BIHMAIOUIMX Ha
CMBICIIOBOE CO/IEPKAHHE PEUH).

O1ieHKa «XOPOII0» CTaBUTCS, €CJIM JIMHTBOCTHIMCTHYCCKUN aHamu3 Tekcta | 20-25
CozIepIKaTeIbHO KOPPEKTEH, HO JOMYCKalOTCA HETOYHOCTH B
apryMEHTHPOBAHUH U B IPUMEPAX M3 TEKCTOB.

Peub  cTydeHTa  COOTBETCTBYET  Op(HOIMMYECKAM,  JIEKCHUECKHM,
rpaMMaTHYECKHM W CTHJIMCTHYECKMM HOpPMaM H3yd4aeMoro s3bIKa, HO
JIONYCKAIOTCS CIMHUYHbIE OMMOKH B MPOU3HOIICHHWH, JICKCHKE WIIH
rpaMMaTHKE, KOTOPhIE CAMOCTOATEIHHO HCIPABISIOTCS CTYICHTOM IIOCIE
3aMeuaHus Sk3aMeHaropa (He 6osiee 3-4 MOJHBIX OIMHOOK, HE3HAYUTEIHLHO
BJIASIONIAX HA CMBICIIOBOE COJICPIKAHHE PEUH ).

Ol1leHKa «Y/M0BJIETBOPUTEIbHO» CTAaBUTCS, €CJIM CTYIEHT MoKasbiBaeT | 14-19
3HaHHE U ITOHMMAHHE OCHOBHEIX IOJIOKEHUM SK3aMEHAIlMOHHOIo OMIIETa,
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HO OOHapy>KMBAaeT HEAOCTATOYHOE IIOHUMAHME COJCpKAHUS TEKCTa,
HEI0CTaTOYHOE 3HAaHME TEOPETHYECKMX AMCLUIUIMH IO CHEIHMaIbHOCTH;
€ro pedb M300MIIyeT IPaMMAaTHYECKUMHU U JIGKCHYECKUMHU omubokamu (5-7
IOJHBIX OWMOOK, B TOM 4YHCJIE€ BEAYIIMX K MCKaKEHUIO CMBICIA
BBICKA3bIBaHUS).

OneHka  «HeYI0BJIETBOPHUTEILHO» CTaBUTCH, eciu cryaent | 0-13
OOHapyXMBaeT HEMOHMMAaHWE TEKCTa, MPEIOKCHHOTO IS aHaJn3a,
JIOMycKaeT TpyObie OMIMOKM B YCTHOM pEUH, BEAYNIHME K HCKAKCHHIO
CMbICTIAa BBICKA3bIBaHMS, HE BJIAJCET HABBIKAMU JHMHI'BOCTHIMCTHYECKOTO
aHaJIM3a TeKCTa.

HToropas mkajia BoICTABJIEHHSA OIE€HKH IO JUCIUIIJINHE
Hrorosas OLICHKa II0 JHCHMIIIIMHE BBICTABIACTCA ITIO HpHBeILGHHOﬁ HWXKE HIKaJIC. HpI/I BBICTaBJICHUU
UTOTOBOM OIICHKHU npenoaaBaTeyICM YYUTbIBACTCA pa60Ta B TCUCHHC BCCTO CPOKAa OCBOCHHUS NUCHUIIJIMHBI, a
Takke OajuIbl Ha HpOMG)KyTO‘-IHOfI aTrTeCcTanuu.

Banibl, mosrydeHHbIE B TeYeHUEe OCBOECHMS OueHka 1o qTUCIHUIJIHHE
AU CHHILTAHBI
81-100 OTJINYHO
61-80 XOPOIIIO
41-60 YIOBIICTBOPUTEIIHHO
0-40 HE YJIOBJICTBOPUTEIHHO
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