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1. Tlepeuyenn KoMneTeHUMii, KOTOPLIMH A0JKHBI OBJIaZeTh 00yYalOIIMecs B pe3yJbTaTe
O0CBOEHUSI 00Pa30BaTEJIbHON MPOrPaMMbI

Koa m HamMeHOBaHHE KOMIIETEHIIMH

Jrtansl OPpMUPOBAHNUS

VK-4 - cnoco0eH oCylIecTBIATh JEI0BYI0 KOMMYHHUKAIIMIO B
YCTHOM M MUCBMEHHOH (hopMax Ha TOCYAAPCTBEHHOM SI3BIKE
Poccuiickoit denepanuu u ”HOCTpaHHOM(BIX) SI3bIKE(AX).

1. PaboTa Ha yuyeOHBIX 3aHATHAX
2. CamocTosTenpHas pabora

2. OnmucaHue nokasarteJeii OleHHBAHUS KOMIIETEHIH, a TAK/Ke IIKAJ OLeHHBAHUS

2.1. OnucaHue noka3areje u KPpUTECPUEB OLICHUBAHUA KOMIIeTeHIIMii

OnenuBa | YpoBeHb Oran Onucanue nokasaresnei Kpurepun [xana
eMble copmupoB | popMupoBaHU OLICHUBAHMs | OLIEHUBAHMS
KOMIIETE | aHHOCTH
HIUH
YK-4 [Toporoseiii | 1. Pabora Ha | 3HATh: 3THYecKUe HOPMBI | Tekymuid 41-60
y4eOHBIX KYJIBTYp U3y4aeMbIX | KOHTPOJIb: 0asioB
3aHATHSIX S3BIKOB, OOLIEKYNbTypHBIC | JloKian,
2. YHHUBEPCAJIMH, TPUHLHUIBI | IPE3CHTALMS
CaMocCTOSATENbH | YCTHOTO W IHCHMEHHOTO
as pabora o0LIEeH S 3auer,
YMmerb: HaXOIUTh IYTH K | 3a4€T c
COTPYAHUYECTBY HA OCHOBE | OLIEHKOI],
NPUHIUIIOB YBOKEHHS | 9K3aMEH
cBO€0Opa3usi HMHOS3bIYHON
KYJIbTYpbl M IICHHOCTHBIX
OpHUEHTAUIl MHOSA3BIYHOTO
coupyma
[Iponsunyr | 1. PabGora Ha | Baamerb: HaBBIKAMU | KOMITUIEKCHBIH | 61-100
I} y4eOHBIX B3aUMO/IeHCTBUS c | aHanu3 0asoB
3aHATHIX WHOSI3BIYHBIMH TEKCTa,
2. KyJIbTypaMH C TIO3MLHUH | 3a4YerT,
CaMocCTOSTENbH | KyABTYPHOTO PENIITUBU3MA | 3a4eT c
ast pabota U TOJIEPAHTHOCTH OLIEHKO11,
9K3aMeH

2.2. IllkaJbl OEeHNBAHUS KOMIIETEeHIIUIA

YpoBeHb chOPpMUPOBAHHOCTH KOMIIETEHIIMHU

HIxana oueHNBaHUA

IIponBUHYTHIN YPOBEHD

Komnerenmus copmupoBaHa MOTHOCTHIO, OakanaBp BialeeT
u METOJaMH
MPAKTUIECKON ASITENFHOCTH IO U30paHHOMY HAINpPaBJICHHUIO.

0a30BBEIMH

3HaHHUSIMU

OCYIIECTBICHUS

81-100 «oTIMuHO»




CdopmupoBansl 6a30BbIe CTPYKTYpPBI 3HaHUI, OaKkaIaBp BIaJACET
OOIIIMH TTOJIOKESHUSMH TEOPHH M IMECT IePBOHAYATILHBII OIBIT
peLeHHsI TPaKTHYECKUX 3a71a4

61-80 «xoporoy

IToporoBblii ypoBeHb

ChopmupoBanbl  0a30Bbl€  CTPYKTYPbl 3HAHWUNA, HMeEETCS
HEKOTOPBIA OMBIT UX MPUMEHEHUS, HO JOMYCKAIOTCS OIHUOKU
IIPU PEIICHUN MPAKTHYECKUX 3aa4

41-60 «y1OBIETBOPUTEIILHOY

bakanaBp umeer cnaboe npencTaBiIeHUuE 0 MPOQPeCcCHOHATBHBIX
3ajjayax, JONYyCKAaeT OWIMOKH, HE IO3BOJIAIOLINE emMy
IPUCTYIUTh K NPAKTHUECKON JesITeIbHOCTH

0-40 «HEYIOBIETBOPHUTEIHLHOY

OuenuBaembie Yposenb chopMHPOBAHHOCTH [Ikana oneHnBaHMS
KOMIIETeHIH U
YK-4 IHoporoBbIiii 0-40 «HEeynOBIETBOPUTEIHHOY;

41-60 «y1OBIETBOPUTEIILHO;

IIpoaBuUHYTHII 61-80 «xoporio»
81-100 «oTIraHOY




3. TunoBble 3aJaHNA UJIH HHbIE MaTepHualbl, Heo0XoAuMbIe J1JI51 OLlEHKH PeE3yJdbTaTOB OCBOCHUSA
nporpaMmbl JTHCHUIIIMHBI

MMHUCTEPCTBO OEPA30OBAHUS MOCKOBCKOM OBJIACTH
['ocynapcTBeHHOE 00pa30BaTEIbHOE YUPEXKIEHHE BhICIIero 00pa3oBaHus MOCKOBCKON 00IacTH
MOCKOBCKUI I'OCY JAPCTBEHHBIN OBJIACTHOM YHUBEPCUTET
(MI"OY)

Kadenpa anrnuiickoit ¢pumonoruu

HpaKaneCRoe 3aJJaHuE IO TUCHUIIIMHE «HpaKTI/IKyM M0 AHAJIMTHYCCKOMY YTCHHUIO IEPBOTO
HHOCTPAHHOI'O A3BIKA)

Tema: HOBTOpeHI/Ie HN3YUCHHBIX CTUIIMCTUYCCKUX ITPUCMOB

OunennBaembie KoMnerennun: YK-4

YK-4. CiocoGeH OCYIIECTBIIATH JIEJIOBYI0O KOMMYHHUKAIIMIO B YCTHOM M MUCHMEHHOW (hopMax Ha
rocyJapcTBEHHOM s3bike Poccuiickoil denepanun 1 ”HOCTpaHHOM(BIX) sI3bIKe(aX)

YK-4.1. I'paMOTHO U SICHO CTPOMT JUAJIOTMYECKYI0 peYb B pPaMKaX MEXJIMYHOCTHOTO U
MEXKYJIbTYPHOTO OOIIEHUsI Ha FOCYyJapCTBEHHOM si3blke Poccuiickoit @enepaniu 1 H”HOCTPAHHOM
S3BIKE

YK-4.2. JleMOHCTpUpPYET YMEHHE OCYLIECTBIATh JAEJIOBYIO MIEPENUCKY Ha FOCYJapCTBEHHOM SI3bIKE
Poccuiickoit denepaiinu 1 ”THOCTPAHHOM SI3BIKE C YUETOM COITMOKYJIBTYPHBIX OCOOEHHOCTEH
YK-4.3. JleMOHCTpUpYyeT CIOCOOHOCTh HAXOIUTh, BOCIIPUHUMATh U MCII0JIb30BaTh HH(OPMALIHIO Ha
MHOCTPAHHOM $I3bIKE, TOJYYEHHYIO W3 IEYAaTHBIX M 3JEKTPOHHBIX HCTOYHMKOB JUISl PEIICHUS
CTaHJApPTHBIX KOMMYHHMKATUBHBIX 3a7a4

Ypogensb: [Toporossiii / [TponBuHyTHIi

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.
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‘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.

‘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, I 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. ‘Y ou 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 I. 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
6



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
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.

coOow>»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.

cowm>n™

Which comment is made in the third paragraph?

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

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

TOwmw>w

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 Dbooks need to find a market.

B different markets need different kinds of books.

C authors need to help in the marketing of their books.
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D authors should be good speakers.

KpnTepml OLCHUBAHUSA BBINMMOJHCHUSA NNPAKTUYCCKOT0 3alaHUA

IToka3aTeian

Bana

3aI[aHI/IC BBIITOJIHCHO ITOJHOCTBIO, KOJIMYCCTBO omubok — He Oojee 5%

3aI[aHI/IC BBIITOJIHCHO IIPAKTHYCCKHU ITOJTHOCTBIO, KOJIMYCCTBO omnbok — He 6oaee 10%

3amaHue BBIIOIHEHO YaCTUYHO, KOJINYECTBO OMINO0K — He Oosee 30%.

3aaHue BHIMOJHEHO, HO COJIEPKUT MHOXKECTBO OIMOOK — 6ostee 50%.

3a/1aHue BBIMOJTHEHO, HO COJIEPIKUT MHOXKECTBO OMHOO0K — Oosee 60%.

RIN W&~ O




MUHHUCTEPCTBO OBPA3OBAHU S MOCKOBCKOM OBJIACTH
l'ocynapcrBeHHOE 00pa30BaTeIbHOE YUPEXKICHHE BBICIIETO 00pa3soBaHus MOCKOBCKOi 001acTy
MOCKOBCKHNU I'OCYJAPCTBEHHbIN OBJIACTHOU YHUBEPCUTET
(MI'oy)

Kadenpa anrnumiickoii ¢punogoruu

IpakTnyeckoe 3axanue “The Pendulum” (by O. Henry)
no gucuuniune «[IpakTHKYM M0 aHAJTUTHYECKOMY YTEHHIO IIEPBOr0 HHOCTPAHHOTO SI3bIKA»

Tema: KomrutekcHblii aHaau3 oTpbiBKa u3 npousseacaus O. I'eapu “The Pendulum”
OuenuBaembie komnereHunu: YK-4
Yposenb: [I[poaBuHyTHII

YK-4 - cnoco0GeH oCyLIEeCTBIATh AEIOBYH0 KOMMYHUKAIMIO B YCTHOM M MHCbMEHHON (hopMax Ha
rocyapcTBeHHOM si3bike Poccuiickoit deaepanuu 1 HHOCTPaHHOM(bIX) si3bIKe(ax).

YK-4.1. T'paMOTHO U $CHO CTPOMUT JMAJIOTMYECKYI0 peub B paMKaX MEXJIMYHOCTHOTO U
MEXKYJbTYPHOTO OOIIEHHS Ha TOCYJapCTBEHHOM si3bike Poccuiickoit denepanuyu 1 ”HOCTPAaHHOM
A3BIKE

YK-4.2. JleMOHCTpUpPYET yMEHHE OCYIIECTBISThH JEJIOBYIO MEPEMHUCKY Ha TOCYIapCTBEHHOM S3BIKE
Poccuiickoit @enepaniuu 1 HHOCTPAHHOM SI3bIKE C YYETOM COLIMOKYJIBTYPHBIX OCOOEHHOCTEH
YK-4.3. JleMoHCTpHUpPYET CIIOCOOHOCTh HAXOANUTh, BOCIIPUHUMATH M UCIIOIH30BATh HHPOPMAIIUIO HA
MHOCTPAaHHOM $I3bIKE, IOJIYYEHHYIO U3 II€YAaTHBIX M DJJEKTPOHHBIX MCTOYHHMKOB JUIS PEIICHUS
CTaHJIaPTHBIX KOMMYHHMKATHUBHBIX 3aja4

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
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
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
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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

o ks®

KpnTepnu OICHUBAHUA KOMIIJICKCHOTO aHAJIN3Aa TEKCTa

IToka3zarTeian KoaudecTBo 0a/1j10B

CTyIeHT TpaMOTHO OIpEACSIeT IKAHPOBO-CTHIMCTHUYCSCKYIO | OTIMYHO 8-10
NPUHAIIIEKHOCTh M CTPYKTYPHYIO KOMITO3UIMIO TekcTa; ymeeT | 81-100%
HAaXO/JWTh  HYXHBIE  (aKkThl;  JenaeT  JIOTHYHBIE U
apryMEHTHPOBAaHHbIC BHIBOJIBI, OATBEPIKAask UX MPUMEPAMH H3
TEKCTa; OoOHapy>KUBaeT NpaBUIbHOE UCIIOJIb30BaHHE
JIEKCHYECKUX, TPaMMATHYECKHX W CTHIIMCTHYECKHX HOPM
M3Yy4aeMOro si3bIKa.

JIMHIBOCTMIIMCTUYECKUI ~ aHAIM3  TEKCTa  CONIEpXKaTebHO | XOPOIIo 5-7
KOPpPEKTeH, HO JOMYCKAIOTCsl HETOYHOCTH B apryMeHTHpoBaHuu u | 61-81%
B IPUMEPax U3 TEKCTOB,

JOMYCKAIOTCSl €MUHIYHBIC OMIMOKY B JICKCHKE WJIM TpPaMMaTHKE,
HE3HAYUTEJIbHO BIMSIOIIMX HA CMBICIIOBOE COJIEp)KaHUeE.

CTY/IEHT OOHApYKUBAET HEJIOCTATOYHOE MOHUMAaHHUE COACPIKAHUS | YIAOBICTBOPUTEIBHO 2-4
TEeKCTa, €ro aHaiu3 u300miayer rpammarndeckumu u | 41-60%
JIEKCUYeCKUMHU omMOKaMu (5-7 MOTHBIX OMIMOOK, B TOM YHCIE
BEAYIIMX K MCKOKEHHUIO CMBICTA.

CTYIEHT OOHApy)KHBAaeT HEMOHUMAHHUE TEKCTa, MPEIIOXKEHHOTO | HeymoBieTBoputeapH | 0-1
JUIS  aHalu3a, JOIMyCKaeT TpyOble OMUOKH, BeAylHe K | O

HACKaKECHHIO CMEICIIA, HE BIIaJIcCT HaBbikamu | 0-40%
JIMHTBOCTHJIMCTHYECKOTO aHAJIM3a TEKCTa.
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MUHHUCTEPCTBO OBPA3OBAHU S MOCKOBCKOM OBJIACTH
l'ocynapcrBeHHOE 00pa30BaTeIbHOE YUPEXKICHHE BBICIIETO 00pa3soBaHus MOCKOBCKOi 001acTy
MOCKOBCKHNU I'OCYJAPCTBEHHbIN OBJIACTHOU YHUBEPCUTET
(MI'oy)

Kadenpa anrmmiickoit ¢punonoruu

TeMbl npe3eHTALM, JOKJIAI0B
no gucuunnue «[IpakTUKYM 10 AaHAJIUTHYECKOMY YTEHHMIO NEPBOr0 HHOCTPAHHOIO SI3bIKA»

OnenuBaempble koMnerenuuun: YK-4

Yposenb: [IpoaBuHyThII

YK-4 - ciocoOeH oCylIecTBISTh AEIOBYI0 KOMMYHHUKAIIMIO B YCTHOW M MHCbMEHHON (popmax Ha
rocyaapcTBeHHOM si3bike Poccuiickoit denepanum u uHOCTpaHHOM(BIX) sI3bIKE(AX).

YK-4.1. T'paMOTHO M SICHO CTPOMUT JAMANIOTHYECKYIO pEeUb B paMKaX MEXKIUYHOCTHOTO U
MEXKYJBTYPHOTO OOIIEHHS Ha TOCYJapCTBEHHOM si3bike Poccuiickoit denepanuy 1 ”HOCTPAaHHOM
S3BIKE

YK-4.2. JleMoHCTpUpYET YMEHHUE OCYIIECTBIATH JCIOBYIO MEPENUCKY Ha TOCYIapCTBEHHOM SI3bIKE
Poccuiickoit deneparum 1 ”THOCTPAHHOM SI3BIKE C YIETOM COIMOKYJIBTYPHBIX OCOOCHHOCTEH
YK-4.3. JleMoHCTpHUpYET CIOCOOHOCTh HAXOUTh, BOCIIPUHUMATH U MCIIOJIb30BaTh HH(OPMALIHIO HA
MHOCTPAHHOM S3BbIKE, IIOJYYEHHYIO M3 IE€YATHBIX M JJIEKTPOHHBIX HMCTOYHUKOB JUIS PELICHUS
CTaHAAPTHBIX KOMMYHHKATHBHBIX 33/1a4

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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Kputepun oueHnBanusi 10KJaaaa

IToka3artessn Bana
Hoknan  COOTBETCTBYeT — 3asBICHHOH  TeMe, BBIOJIHEH C | OTIUYHO 8-10
MPUBJICYCHUEM JOCTATOYHOTO KONWYECTBA HAYYHBIX U npakTudeckux | 81-100%
HCTOYHHKOB TI0 TeMe, OaKalaBp B COCTOSIHUM OTBETUTH HA BOIIPOCHI
10 TeMe JOKJIA/Ia.
Joknan  cOOTBETCTBYeT — 3asBICHHOM  TeMe, BBIIOJIHEH C | XOPOILIO 5-7
MPUBJICYCHUEM JOCTATOYHOTO KOIWYECTBA HAYYHBIX U MpakTHyeckux | 61-81%
HCTOYHHKOB TI0 TeMe, OaKalaBp B COCTOSIHUM OTBETUTH Ha BOIIPOCHI
0 TeMe JAO0KJIaJa, HO IOMyCKaeT HEKOTOPbIe HETOYHOCTH B OTBETE
Joknan B LENOM COOTBETCTBYET 3asBICHHOH TeMe, BBIMOJIHEH C | YIOBIECTBOPHUTEIHLHO 2-4
MPUBJICYCHUEM HECKOJIbKUX HAYYHBIX M MPAKTHYECKUX UCTOYHUKOB | 41-60%
0 TeMe, OaKanaBp B COCTOSIHUM OTBETHTH Ha YaCTh BOIIPOCOB O TEME
JIOKJIa1a.
Jloknan He COBCEM COOTBETCTBYET 3asBICHHOW TeMe, BBIMOJIHEH C | HeydoBieTBopurenbHo | 0-1
HCIIONb30BaHNEM TONBKO | MM 2 MCTOYHHKOB, OakanaBp momyckaeT | 0-40%
OMMOKH TIPU M3JI0KEHUH Marepuala, He B COCTOSHHM OTBETHUTH Ha
BOINPOCHI IO TEME JIOKJIAJIA.
Kpurepum oueHuBaHus Mpe3eHTALUMA
Iloka3artensn Bana
[IpencraBnsiemas nHOpPMAITHS CHCTEMATU3UPOBAHA, TTOCIEAOBATENFHA | OTIIMYHO 8-10
W Jormyecku cBszaHa. IIpoGmema packpbita monHocThio. [lmpoko | 81-100%
MCII0JIb30BaHbl BO3MOXKHOCTH TexHosioruu Power Point.
[IpencraBnsiemass wHGOpMAMs B I[EJIOM CHUCTEMaTH3UPOBaHA, | XOPOIIO 5-7
nocjenoBaTelibHA M JIOTHYECKH CBsA3aHa (BO3MOXHBI HeOombiue | 61-81%
otknoHeHus). [IpoGnema packpwita. B03MOXHBI He3HAUWTEIbHHBIE
ormbku nipu opopmiiernu B Power Point (He 6osiee aByX).
[pencraBnsiemas MHGOPMAIMS B LIEJIOM CHCTEMAaTH3UPOBaHA, HO HE | YJOBJIETBOPUTEIHHO 2-4
nocjeoBaTellbHa M He CBsi3aHa Jormyecku. [Ipobnema packpeita He | 41-60%
MOJHOCTHI0. Bo3MoxHbI o1mbku nipu opopmiiernu B Power Point.
[TpencraBnsiemas uHGOPMAIMs HE CUCTEMAaTHU3MPOBAaHA M HE COBCEM | HeyaoBieTBopurenbHo | 0-1
nocnenoBatenbHa. [Ipobnema packpsita He TOTHOCTHIO. BeBombr He | 0-40%
clleNlaHbl WK He 000CcHOBaHbIl. Bo3amokHOCTH TexHoI0rul POower Point
UCIIOJIb30BAHBbI JIMIIIb YaCTUYHO.
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4.MeTonnueckue MaTepHaJibl, OMNpelesilOlHe MpoueIypbl OLEHHBAHUSL Pe3yJIbTATOB
0CBOEHHS 00pa30BaTe/IbHON NPOrpaMMblI

@opMaMH IIPOMEKYTOUHON ATTECTAL[MU SBISAIOTCA: 3a4eT B 7 CEMECTpe, 3a4eT C OLICHKOM B 7
ceMecTpe, sk3ameHbl B 9, 10 cemecTpax.

Pacnipenenenue 6amioB mo Buaam padoT

Joxnan / [lpesenranus 10 10 Gayos
[IpezenTanus 1o 10 oamnoB
KoMmiexkcHEIN aHaIu3 TEKCTa 1o 10 6amnos
3ayer 1o 10 oamnoB
OK3aMeH 1o 20 oamwoB

9K3aMCHaHHOHHBIﬁ Omier BKIOYaer | BOIIPOC: JIMHTBOCTHJINCTHYCCKUI  aHaIn3
AYTCHTUYHOI'O TCKCTA.

I[J'ISI JIMHI'BOCTHIIMCTUYCCKOI'O aHaJIk3a BBI6I/IpaI-OTC5I OTPBIBKM H3 OPHUI'MHAJIBbHBIX
XYOOXKCCTBCHHBIX, Hy6JII/IIII/ICTI/ILI€CKI/IX U HAYYHO-IIOIYJIAPHBIX HpOH?;BGI[CHPIﬁ, a TaK¥Xe
3aKOHYCHHBIC paCCKa3bl K 3CCC aHFHHﬁCKHX, AMCPHUKAHCKHX, KaHAJICKUX U aBCTpaJ'II/II‘/‘ICKI/IX dBTOPOB,
KJIIaCCUYCCKUX U COBPEMCHHBIX, U3BECCTHBIX U HCU3BCCTHLIX CTYACHTAM.
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MUHHUCTEPCTBO OBPA3OBAHU S MOCKOBCKOM OBJIACTH
l'ocynapcrBeHHOE 00pa30BaTeIbHOE YUPEXKICHHE BBICIIETO 00pa3soBaHus MOCKOBCKOi 001acTy
MOCKOBCKHNU I'OCYJAPCTBEHHbIN OBJIACTHOU YHUBEPCUTET
(MI'oy)

Kadenpa anrmmiickoit ¢punonoruu

I[IpumepHBbIii NepevYeHb BONPOCOB K 3a4eTy MO JUCIHHUIINHE
«I[IpakTHKYM N0 AHAJTUTHYECKOMY YTEHHIO MEPBOr0 MHOCTPAHHOI'O A3BIKA)

OnenuBaempble koMnerenuuun: YK-4
Ypogensb: [Toporossiii / [IponBuHyTHIi

YK-4 - cnocoOeH OCyIIECTBIATH JEMOBYI0 KOMMYHUKAIIMIO B YCTHOM M MHCbMEHHOU (hopmax Ha
rocyJapcTBEeHHOM s3bike Poccuiickoil denepanuu 1 ”HOCTpaHHOM(BIX) sI3bIKe(axX).

YK-4.1. I'paMOTHO U SICHO CTPOMT JUAJIOTMYECKYI0 pe4Yb B pPaMKaX MEXJIMYHOCTHOTO U
MEXKYJbTYPHOTO OOIIEHUS Ha TOCYJapCTBEHHOM si3bike Poccuiickoil denepaniii 1 HHOCTPAaHHOM
A3BIKE

YK-4.2. JleMOHCTpUpPYET yMEHHE OCYIIECTBISThH JEJIOBYIO MEPEMHUCKY Ha TOCYIapCTBEHHOM SI3BIKE
Poccuiickoii @enepaniuu 1 HHOCTPAHHOM SI3bIKE C Y4ETOM COLIMOKYJIBTYPHBIX 0COOEHHOCTEH
YK-4.3. JleMoHCTpHUPYET CIIOCOOHOCTHh HAXOANUTh, BOCIIPUHUMATH M HCIOJIB30BATh HHPOPMALIUIO HA
WHOCTPAaHHOM $I3bIKE, IOJIYYEHHYIO U3 I€YAaTHBIX M DJJEKTPOHHBIX MCTOYHHMKOB JUI PELICHUS
CTaHJAPTHBIX KOMMYHHMKATUBHBIX 33124

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©oo~No ol wN -

Kpurepun oieHKH 0TBETOB CTYA€HTOB Ha 3a4eTe

Onenka Ioka3zarennb KosnunuectBo
0aJ1i10B
(BKJ1a B
PeiTHHI)
3a4TEeHO OTMeTKa «3a4TeHO0» BBICTABIISIETCS, €CIIU CTYEHT: 5-10
e 0o0OHaApy)KMBAeT MOHWMaHKE BOTIPOCOB;
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yMeeT BUJIETh MEXIUCITUTIIINHAPHBIC CBS3U MIPEIMETOB;
BJIaJICET OCHOBHOW TEPMHUHOJIOTHYECKOM 0a30ii;
yMEET JIOTUYHO BBICTPOUTH CBOM OTBET;

usjaract CyTb BOIIPOCOB I'PaMOTHO € TOYKH 3PCHHUIA SI3BIKOBOM
HOPMBI 1 MCTasA3bIKa HAYKU;

3HAeT aBTOPOB-UCCIIEIOBATEIIEH 110 TaHHOU Mpolieme;
YMEET J€JIaTh BBIBOJIBI 10 U3J1ara€MOMY MaTepuaiy.

HE 3a9YTCHO

OI.[CHKa «HE€ 3aYTCHO» BBICTABJIACTCA, CCIIU CTYACHT:

JEMOHCTPHUPYET Pa3pO3HEHHbBIEC OECCUCTEMHBIC 3HAHUS;
JOITYCKaeT rpyObie OMMUOKH B OTIPEICIICHUN TTOHATHI;

u3JlaraeT MaTepual HEYBEPEHHO M HEYETKO;

UCTIBITBIBACT CEPbE3HBIC 3aTPYAHCHUS TPHU OTBETE HA BOMPOCHI
9K3aMeHaTopA.

0-4
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MUHHUCTEPCTBO OBPA3OBAHU S MOCKOBCKOM OBJIACTH
l'ocynapcreHHOE 00pa3oBaTeIbHOE yUPeKACHHE BbICLICrO 0Opa3oBaHust MOCKoBCKoil o0nacTu
MOCKOBCKHNU I'OCYJAPCTBEHHbIN OBJIACTHOU YHUBEPCUTET
(MI'oy)

Kadenpa anrmmiickoit ¢punonoruu

IIpumepHBIii IepeYeHb BONPOCOB K 3a4eTy ¢ OLeHKOH 10 JMCIUIIIHHE
«IIpaKTHKYM 110 AaHAJTUTHYECKOMY YTEHHIO IEPBOI0 HHOCTPAHHOI'0 A3bIKA»

OnenuBaempble koMnerenuuun: YK-4
Ypogensb: [Toporossiii / [IponBuHyTHIi

YK-4 - cnocoOeH OCyIIECTBIATH JEMOBYI0 KOMMYHUKAIIMIO B YCTHOM M MHCbMEHHOU (hopmax Ha
rocyJapcTBEeHHOM s3bike Poccuiickoil denepanuu 1 ”HOCTpaHHOM(BIX) sI3bIKe(axX).

YK-4.1. I'paMOTHO U SICHO CTPOMT JUAJIOTMYECKYI0 pe4Yb B pPaMKaX MEXJIMYHOCTHOTO U
MEXKYJbTYPHOTO OOIIEHHS Ha TOCYJapCTBEHHOM si3bike Poccuiickoit denepauny 1 ”HOCTPAaHHOM
A3BIKE

YK-4.2. JleMOHCTpUpPYET yMEHHE OCYIIECTBISThH JEJIOBYIO MEPEMHUCKY Ha TOCYIapCTBEHHOM SI3BIKE
Poccuiickoit @enepaninu 1 HHOCTPAHHOM SI3bIKE C YYETOM COLIMOKYJIBTYPHBIX OCOOEHHOCTEH
YK-4.3. JleMoHCTpHUPYET CIIOCOOHOCTh HAXOANUTh, BOCIIPUHUMATH M UCIIOIH30BATh HHPOPMAIIUIO HA
WHOCTPAaHHOM $I3bIKE, IOJIYYEHHYIO U3 I€YAaTHBIX M DJJEKTPOHHBIX MCTOYHHMKOB JUI PELICHUS
CTaHJAPTHBIX KOMMYHHMKATUBHBIX 33124

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

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?

KpuTepun onieHKH 0TBETOB CTYJCHTOB HA 3a4eTe ¢ OLCHKOH

COACPpKaHUsA, TEMBI U UJICHU MTPEATIOKECHHOI'O TEKCTA, I'PaMOTHO
OIpPEACTIACT KAHPOBO-CTUIMCTUYCCKYIO NPUHAIJICKHOCTh U
CTPYKTYPHYIO KOMIIO3UIIUIO TCKCTA; YMECT HAXOJUTh HYKHBIC
q)aKTI)I; ACJIa€T JIOTUYHBIC W apryMCHTUPOBAHHBLIC BBIBO/bI,
MOATBEPXKAAA UX MPUMEPAMU M3 TCKCTA, M3JIaracT Marcpuall

Ouenka IMoka3zarean KosmmuyectBo | KouyecTso
0aJ1JI0B 0aJJI0B
(BrJIajg B
peiTHHI)
OTJINYHO OTMeTKa «OTJIMYHO»  BBICTaBiIsAeTCs, eciau cryneHt: | 81-100 9-10
oOHapyXH1BaeT riybokoe MOHUMaHue OCHOBHOTO
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MOCIICZIOBATEIEHO, TPaMOTHO ©  0Oerjio, oOHapyXuBas
MPaBUIBHOE HCIIONh30BaHUE OPPOIMHICCKUX, JIEKCHUECKHX,
IrpaMMaTHYECKUX U CTHIMCTUYCCKUX HOPM M3Y4aeMOTO sI3bIKa
(mpu >TOM B OTBETE JOMyCKaeTcs He OoJiee JBYX IMOJHBIX
OIMMOOK, HE BIHSIONINX HAa CMBICIIOBOE COACPIKAaHNE PEUn ).

XOpOLIO

O1eHKa «XOPOII0» CTAaBUTCS, €CIIU JIMHTBOCTHIIUCTHUCCKUH
aHaJIM3 TEKCTa CONEPYKATENBHO KOPPEKTEH, HO JOMYCKAIOTCS
HETOYHOCTH B apT'yMEHTHPOBAHHUHU M B IPUMEPaxX U3 TEKCTOB.
Peun CTyZAEHTa COOTBETCTBYET OphOINHUECKIM,
JIEKCUYECKUM, TPAMMATHICCKUM M CTHIMCTUYECCKUM HOpMaM
M3y4aeMoTO sI3bIKa, HO JIOMYCKAITCS SAUHUYHBIC OIIMOKHU B
MPOU3HOIICHUY, JICKCUKE WM TpaMMaTHKe, KOTOPBIC
CaMOCTOSITEIBHO UCTIPABIISIOTCS CTYICHTOM TIOCIIE 3aMEUaHHsI
sk3ameHatopa (He Oomee 3-4  TONHBIX  OIMMOOK,
HE3HAYUTEIHbHO BIHAIONIMX Ha CMBICIOBOE COJICpKAHUE
peun).

61-80

YIOBJIETBOPH
TEJILHO

O1eHKa «y/JAO0BJIETBOPHUTEBLHO» CTAaBUTCS, €CIU CTYACHT
MOKa3pIBaeT 3HAHHE W ITOHMMaHHE OCHOBHBLIX ITOJOKEHHH
9K3aMEHALMOHHOTO Ouera, HO 0o0HapyXH1BaeT
HEJIOCTATOYHOE MOHUMaHNe COZICPIKAHMS TEKCTa,
HEJOCTATOYHOEC 3HAHUE TEOPETHUYCCKUX JMCIUILIMH 10
CHEUUALHOCTH, €r0 peub HU300MIyeT TpaMMAaTHUYECKUMH U
JIEKCUYIECKIMH OIMHOKaMH (5-7 TIOJHBIX OIMTHOOK, B TOM YHCTIE
BEYIIUX K UCKAKECHHUIO CMBICIIA BBICKA3bIBAHUS).

41-60

5-6

HEYIOBJICTBO
pUTEJBHO

OreHKka «HEYHOBJETBOPUTENBHO» CTaBUTCS, €CIH CTYIEHT
OOHapy>KMBaeT HETMOHMMAHHE TEKCTa, MPEIJI0KEHHOTO IS
aHanm3a, JOIyCKaeT TrpyOble OMmMMUOKM B YCTHOW peuH,
BCAYIIHUE K MCKAXCHUIO CMbICJIa BbICKA3bIBaHUA, HE BJIAACCT
HaBBIKAMU JIMHT'BOCTHIIUCTHYECKOTO aHAIN3a TEKCTA.

21-40

34

HEe00X0AuMO
MOBTOPHOE
H3y4yeHue

CTYIIEHT HE MOXKET JaTh OTBET Ha BOIIPOC 3K3aMCHAITMOHHOI'O
6I/IJIeTa, HC BJIAJACCT HaBbIKaMH JIMHI'BOCTHUJIMCTHYCCKOI'O
aHaJIn3a TCKCTa.

0-20
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MUHHUCTEPCTBO OBPA3OBAHU S MOCKOBCKOM OBJIACTH
l'ocynapcrBeHHOE 00pa30BaTeIbHOE YUPEXKICHHE BBICIIETO 00pa3soBaHus MOCKOBCKOi 001acTy
MOCKOBCKHNU I'OCYJAPCTBEHHbIN OBJIACTHOU YHUBEPCUTET
(MI'oy)

Kadenpa anrmmiickoit ¢punonoruu

IIpumepHBbIii epedyeHb 3aJaHUI K IK3aMeHY N0 JUCHUIINHE
«IIpaKTHKYM 110 AaHAJUTHYECKOMY YTEHUIO NIePBOr0 HHOCTPAHHOIO S3bIKA»

OnenuBaemMble koMnerenuun: YK-4
Ypogenb: [loporoseriii / [IpogBunHyTHIi

YK-4 - cnocoGeH oCyLIEeCTBIATh ACIOBYI0 KOMMYHHUKAIMIO B YCTHOW M NMHUCbMEHHOH (opmax Ha
rocyapcTBeHHOM si3bike Poccuiickoit denepanuu 1 HHOCTPaHHOM(bIX) sI3bIKe(ax).

YK-4.1. I'paMOTHO U SICHO CTPOMT JUAJIOTMYECKYI0 pe4Yb B pPaMKaX MEXJIMYHOCTHOTO U
MEXKYJIbTYPHOT0 OOIIEHUsI Ha FOCYyJapCTBEHHOM si3blke Poccuiickoit @enepaniu 1 ”HOCTPAHHOM
S3BIKE

YK-4.2. JleMOHCTpUpPYET YMEHHE OCYLIECTBIATH JACJIOBYIO MEPENUCKY Ha FOCYJapCTBEHHOM SI3bIKE
Poccuiickoit deneparum 1 ”THOCTPAHHOM SI3BIKE C YYETOM COIMOKYJIBTYPHBIX OCOOCHHOCTEHN
YK-4.3. JleMOHCTpUpYeT CIOCOOHOCTh HAXOIUTh, BOCIIPUHUMATh U MCII0JIb30BaTh HH(OPMALIHIO Ha
MHOCTPAHHOM S3BbIKE, IIOJYYEHHYIO W3 IE€YATHBIX M JJIEKTPOHHBIX HMCTOYHUKOB JUIS PELICHUs
CTaHJApPTHBIX KOMMYHHMKATUBHBIX 3a7a4

Oﬁpa3eu TEKCTa JJId KOMIIJICKCHOI'0O aHAJIM3a
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, I 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 I 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.”

“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 I 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.”
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“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, I forget. I’ve never seen it. But I 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.

“I wish the children were more settled. I keep thinking it’s my fault.”

“You think everything’s your fault. Nicaragua, ozone depletion. Nothing is your fault. They’1l
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 I 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 I remember.”

“Did you bring something for your ears?”

“No, I 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.

“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:
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1.  Give a gist 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?
KpI/ITepI/II/I OLICHKH OTBETOB CTYACHTOB HAa 3K3aMCHE
Ounenka IMoka3zaTenu KouuvectBo | KosinuecTBo
0ai10B 0a/10B
(BKITAT
pEeNTHHT)
OTJINYHO OTMeTKa «OTIIMYHO)» BBICTABISETCSI, €CIIH CTYACHT: 81-100 17-20
1. OOnapyxuBaeT TiTyOOKOe TOHHMAaHHE OCHOBHOTO
COACPpIKaHUA, TEMbI U UJACHU NPCITONKCHHBIX TEKCTOB,
2. I'pamMoTHO oOmpenenser XaHPOBO-CTUIUCTUYECKYIO
MPUHANIEKHOCTD U CTPYKTYPHYIO KOMIIO3HUIIUIO TEKCTOB,
3. YMeeT HaXOAUTh HYXXKHbIE (PaKThI; 1eTaeT TOTHIHbIE
u APTrYMCHTHPOBAHHBIC BBIBO/IbI, MMOATBEpKAAA ux
npuMepamMu 13 TEKCTOB,
4, HpaBI/IJ'IBHO BBISIBJIACT OCHOBHBIC CTHIIMCTHYCCKUEC
Cp€acTBa M OUHCHHMBACT HMX KOMMYHUKATHUBHBIC 3aJa4u B
TEKCTC NMPEAJIOKECHHOT'O JXaHpa,
5. [Ipu kpuTHYECKOM aHalIM3€ TEKCTa OIEepUpyeT
JINHTBUCTUYECKUMH TEPMHHAMHU U 00OHAPYKUBAET TIIyOOKOe
3HAHWE NMPOUJEHHBIX TUCIUIUINH;
6. I[aeT IIPpaBUJIBHBIC OTBECThI Ha BOIIPOCHI
OK3aMCHATOpaA,
1. Hznaraer Marepual 1mocje€aoBaTcjibHO, I'PaMOTHO U
66FJ’I0, O6Hapy)I(I/IBa$I MMpaBUJIIBHOC HCITOJIB30BAHUEC
Opq)OBHqucKHX, JICKCUYCCKHUX, IrpaMMaTUYICCKUX u
CTHJINCTHYECKUX HOPM H3y4aeMOro s3blka (NP 3TOM B
OTBETE NOMyCKaeTCss He 0ojiee JBYX IOJHBIX OIMMOOK, HE
BJIMAKOIINX Ha CMBICJIIOBOC COJACPIKAHUC petm).
XO0pOo1Io O1eHKa «X0pOII0)» CTaBUTCSI, €CIIN JUHIBOCTHINCTHUECKUH | 61-80 13-16

aHaIN3 TEKCTa W W3JIOKEHUWE OCHOBHOM WU CTaTbi
COIEPKATENBHO KOPPEKTHBL, HO JOMYCKAIOTCSI HETOUHOCTH
B aprymMCcHTUPOBAHUHN U B IIpUMEPAX U3 TCKCTOB.

Peun CTyJIeHTa COOTBETCTBYET opdosnmueckum,
JIEKCUYECKUM, TIpPaMMAaTH4YeCKHM M CTHIMCTHYECKUM
HOpMaM H3y4ac€MOI'O A3bIKA, HO JOITYCKAIOTCA CAWHUYHBIC
OIINOKH B IMPOU3HOUICHNH, JICKCUKE WJIN TI'pPaMMaTHKE,
KOTOPBIE CAMOCTOSITENILHO UCTIPABJISAIOTCS CTYICHTOM IMOCIIE
3aMedaHmsl dK3aMeHaropa (He 6osee 3-4 MOTHBIX OMHOOK,
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HE3HAYNTEIhHO BIMSIONIMX HAa CMBICIIOBOE COJICpPIKaHUC
pedn).

Y10BJIETBOP
HTEJLHO

OreHKa «yAOBJETBOPUTEIBLHO» CTABUTCS, €CIH CTYIEHT
MOKa3bIBACT 3HAaHUE W NMOHMUMAaHUE OCHOBHBIX IOJIOKCHUH
9K3aMEHAIIMOHHOTO ounera, HO oOHapyXrBaeT
HEJIOCTATOYHOC  IMOHMMAaHWE  COJACPXKAHHWS  TEKCTOB,
HEJIOCTaTOYHOE 3HAHME TEOPETUYECKUX MAUCHMIUIMH IO
CHELUAIBHOCTH; €ro pedb U300MITyeT rpaMMaTHYECKUMHU H
JIEKCUYIEeCKUMH OIMUOKaMu (5-7 TIOJNHBIX OITHOOK, B TOM
YrcIIe BEAYIIUX K UCKAKEHHIO CMBICIIA BHICKA3bIBAHHUS).

41-60

9-12

HEyJ0BJIeTB
OpMTeIbHO

O1eHKa «HeyI0BJIETBOPUTEIbHO» CTaBUTCS, €CIIH CTYACHT
oOHapy’KMBaeT HEMOHUMAaHNE TEKCTOB, MPEIIOKEHHBIX JIIS
aHanm3a, JOMycKaeT TpyOble OIMMOKKM B YCTHOH pedw,
BEAyIINE K HCKaKEHUIO CMBICJIa BBICKAa3bIBaHMUS, HE BIaICeT
HaBBIKAMH JIMHTBOCTMJIUCTUYECKOTO aHAINW3a TEeKCTa |
HaBBIKaMH pedeprupoBaHHMSL.

21-40

5-8

HEeo0X0aMMO
MOBTOPHOE
u3ydeHue

CTymeHT He MOXeT JaTb OTBET Ha  BOIPOCHI
9K3aMEHAIIMOHHOTO Owuiera, He BIaJeeT HaBBIKAMHU
JIMHI'BOCTUJIMCTHYECCKOI'0O aHajin3a TCEKCTa MW HaBbIKaMU
pedepupoBaHus.
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