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1. Tlepeuyenn KoMmeTeHMii, KOTOPBLIMH JI0JKHBI OBJIAIETh 00y4alOLIHecs B pe3y/ibTaTe
O0CBOEHUsI 00pPa30BaTeJbHON MPOrpaMMBbI

KO,I[ 1 HAaMMCHOBAHUC KOMIICTCHIIM

Oransl GopMUpOBaHUS

VYK-4 — cnioco0GeH oCyIecTBIATh JEI0BYI0 KOMMYHHUKAIIHUIO
B YCTHOW W MHCHhMEHHOW ()OopMax Ha rocymapcTBEHHOM | 2.
Poccuiickoit ®enepanun ¥ MHOCTPaHHOM(BIX)
si3bIKe(ax)

SA3BIKE

1. pabota Ha y4eOHBIX 3aHITHIX
camocTosiTeNnpHas pabora

2. Onucanue nmoxkasareJei OICHUBaAHUA KOMHeTeHHHﬁ, a TAKKE IIKAJ ONCHUBaAaHUS

2.1. Onucanue noka3arejei u KPUTEPUEB OLICHUBAHUSA KOMIIeTeHIInii

OnennBa | YpoBeHB Oram Onucanue nmokazaTenei Kpurepun [xana
eMble copmupoBan | popMupoBaHus OLICHUBAHHUS OLICHUBAH
KOMIIETEH | HOCTH us
LUH
YK-4 [oporossiit 1.Pabota Ha 3uarb: 3THYeckue HOpMbI | Tekymuii 41-60
y4eOHBIX KyJIbTYyp U3y4aeMbIX | KOHTPOJb 0auioB
3aHATHAX SI3BIKOB, OOILEKYJIbTYpHBIC | Brimonnenue
2.CaMocTOsTENb | YHUBEPCAIUHU, TMPUHIMIBI | POBEPOYHBIX
Has pabora YCTHOTO Y THUCBMEHHOTO | TECTOB
o01eHust 9K3aMeH
YMmers: HaxoIuTh NHyTH K
COTPYAHUYECTBY HA OCHOBE
MIPUHLUIIOB YBa)KEHUS
CBOEOOpa3Hss WHOSI3BITHOU
KyJbTYypbl M LEHHOCTHBIX
OpHCHTAIMH WHOSI3BIYHOTO
coumyMma
[IponBunyTtsiii |1.Pabora Ha Baanern: HaBbIKamu | [loxroroBka 61-100
y4eOHBIX B3aUMOJICHCTBHS C | Mpe3eHTaluu 0auioB
3aHATHAX WHOSI3BIYHBIMU KYJIBTYPaMH | DK3aMEH
2.CamocTOsATEND | C TMO3ULUH KYJIBTYPHOTO
Has pabora peNsITUBU3MA u
TOJIEPAaHTHOCTH

2.2. llIxkaapl OLeHMBAHUA KOMIIETEHIIM I

YpoBeHb C(hOPMUPOBAHHOCTH KOMIIETEHIIUH

Ixana oneHuBaHuA

IIponBUHYTHIN YPOBEHb

Komnerenmnus cdopmupoBaHa MOJHOCTBIO, OakajiaBp
Biajzeer  0a30BBIMH  3HAHMSAMHU M METOJaMHU
OCYIIECTBJICHUS  MPAKTUYECKOHW  JIEATENBHOCTH IO
n30paHHOMY HalpaBJICHUIO.

81-100 «oTaruHO»

CdopmupoBansl 6a30Bble CTPYKTYpbl 3HaHH, OakaiaBp
BJaJieeT OOIIMMHU TMOJIOKEHUSIMU TEOPUM U HMEeT
MepBOHAYAJIbHBII OMBIT PELIeHUs] MPAKTUYECKHUX 3a7a4

61-80 «xopomio»




Iloporosslii ypoBeHb

CdopmupoBanbl 6a30Bble CTPYKTYpbl 3HAHUM, UMEETCS
HEKOTOPBIA OIBIT WX NPUMEHEHUs, HO JOMYCKAarTCA
OLIMOKY MPU PELICHUH MPAKTUYECKUX 3a/1a4

41-60 «ynOBIETBOPHUTEIIBHOY

bakanmaBp  umeer  cmaboe  NpeACTaBIEHUE O
npodecCHOHATIbHBIX 3aJadax, JOIyCKaeT OIIMOKH, He
MO3BOJISIONINE €My HPUCTYIUTh K MPAKTHYECKON
JeSTEeIbHOCTH

0-40 «HEyIOBIECTBOPUTEIHHO

OuenuBaemMblie YpoBenb chopMUpPOBaAHHOCTH Ikana oueHuBaHus
KOMIIeTeHIINH
YK-4 Ioporossiii 0-40 «HEynOBIECTBOPUTEIILHOY;
41-60 «ymOBIETBOPUTEIHEHOY;
IIpoaBuHYTHI 61-80 «xopomo»
81-100 «oTnu4HO»




3. TunoBble 3aJaHUAS WM HHbIE MaTepuaJibl, HCOﬁXOIlI/IMbIe IJISA OCHKH PE3yJIbTATOB OCBOCHUHA
nporpaMmMmabl TUCHUIIIMHBI

MMHHCTEPCTBO OBPA30BAHUS MOCKOBCKOM OBJIACTH

['ocynapcTBeHHOE 00pa3oBaTeNbHOE YUPEKACHHE BEICIIEro o0pa3oBaHusi MOCKOBCKO# obmactu

MOCKOBCKUI I'OCYJIAPCTBEHHbBIN OBJIACTHOU YHUBEPCUTET
(MI'OVY)

Kadenpa anrnmiickoit punogoruu

IpakTnueckoe 3aganue “The Catcher in the Rye” (by Jerome David Salinger)
o M CIHUIIJIMHE «HpaRTI/IKyM Mo AaHAJIMTHIECCKOMY YTCHUIO BTOPOT0 HHOCTPAHHOI'0
A3BIKA»

Tema: KoMmrutekcHbIi aHam3 oTpbiBKa U3 ipousBeacHus Jx.J{. Comunmkepa “The
Catcher in the Rye”

OHCHI/IBaeM])Ie KOMIICTCHIINN .
YK-4. CnocobeH ocylecTBIATh JEIOBYI0 KOMMYHMKAIIMIO B YCTHOM M NMUCBMEHHOH (hopmax Ha
rocyJapcTBEeHHOM si3bike Poccuiickoit denepannu 1 MHOCTPaHHOM(BIX) A3bIKe(ax).
YK-4.1. I'paMOTHO ¥ SICHO CTPOMUT JHAJOTUYECKYI0 pe€Yb B paMKaX MEXJIMYHOCTHOTO H
MEXKYJIbTYPHOI0 OOLIEHUsI Ha rOCyJapCTBEHHOM s3blke Poccuiickoil @enepaniuu 1 HHOCTPAaHHOM
SI3BIKE.
YK-4.2. JleMOHCTpUpPYET YMEHHE OCYLIECTBIATh JEIOBYIO MEPENHUCKY Ha rOCYIapCTBEHHOM S3BIKE
Poccuiickoii @enepanui 1 HHOCTPAHHOM SI3bIKE C YUE€TOM COLMOKYJIbTYPHBIX OCOOCHHOCTEH.
YK-4.3. JleMoHCTpUpYyeT ClIOCOOHOCTh HAX0IUTh, BOCIIPUHUMATh U UCIOJIb30BaTh HH(OpMaIUIO Ha
MHOCTPAHHOM SI3bIKE, IOJYYEHHYIO M3 I€YaTHBIX M D3JIEKTPOHHBIX HCTOYHHMKOB U PELICHUS
CTaHJAPTHBIX KOMMYHHMKAaTUBHBIX 3a7a4.

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

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

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

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

Understanding the extract

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

2. Formulate the subject matter of the selection.

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

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

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

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

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

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

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

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

11. Make up a summary of your notes on the passage.
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KpnTepml OLICHUBAHUA KOMIVICKCHOI'0 AaHAJIN3a TEKCTA

IlokazaTenb KosmnuecTBo 0a/1710B
CryneHT TIpaMOTHO OIPENEIseT KaHPOBO-CTUIMCTHYECKYIO | OTJIMYHO 16-20
MIPUHA/UISKHOCTh U CTPYKTYPHYIO KOMIO3uluio Tekcta; ymeet | 81-100%

HAaXOJWTh  HYXHBIe  (aKTbl;  JenaeT  JIOTMYHBIE U

apryMEHTHPOBAHHBIE BBIBOJIbI, MOATBEPKIAsl UX MPUMEpPaMH U3

TEKCTa, 00Hapy>KUBaeT NpaBUIHLHOE UCTIOJIb30BaHHE

JIEKCUYECKUX, TpaMMaTHUYECKUX U CTHJIUCTHUYECKUX HOPM

M3Yy4aeMOro SI3bIKa.

JIMHTBOCTHMIMCTHYECKUI ~ aHAMM3  TEKCTa  CONIEPIKATENIbHO | XOPOIIO 11-15
KOPpPEKTEH, HO JOMYCKAIOTCSl HETOYHOCTH B apryMeHTHpoBaHuu U | 61-81%

B [IpUMeEpax U3 TEKCTOB,

JOMYCKAIOTCSl €IMHIYHBIC OMIMOKU B JICKCHKE WM TpPaMMAaTHKE,

HE3HAYUTENIbHO BJIMSAIOIIMX Ha CMBICIIOBOE COJIEpKaHue.

CTYACHT oOHapy>KUBaeT HEI0CTaTOYHOE MMOHWMAaHHE | YAOBIETBOPUTEIHHO 6-10
COJZIep>KaHusl TeKCTa, ero aHaiu3 u3obunyer rpammarudeckumu | 41-60%

U JIEKCUYECKUMH O1IMOKamu (5-7 MOJIHBIX OLIMOOK, B TOM YHUCIIE

BEIYIIUX K HCKQKEHUIO CMBICIIA.

CTYZICHT OOHapy)XKMBaeT HEMOHUMAaHHE TEKCTa, MPEJIOKEHHOTO | HeyaoBieTBoputensH | 0-5
JUIs aHalu3a, JOIMycKaeT TIpyOble omuOKu, BeAyume K | O

HCKAKCHHUIO CMBICIIA, HE BJIaICET HaBeikamu | 0-40%

JJMHI'BOCTHJIMCTUYCCKOI'O aHaJIM3a TCKCTA.




MMHHUCTEPCTBO OBPA3OBAHMS MOCKOBCKOI OBJIACTU

I'ocynapctBeHHOE 00pa30BaTENBLHOE YUPEXKICHUE BBICIIETO 00pa3oBaHus MOCKOBCKOM 001acTH

MOCKOBCKUI I'OCYJIAPCTBEHHbBIN OBJIACTHOU YHUBEPCUTET
(MI'OY)

Kadenpa anrnmiickoit ¢punomoruu

Tect
no gucuuninue «[IpakTHKYM 10 aHAJIMTHYECKOMY YTEHHI0 BTOPOI0 HHOCTPAHHOIO SI3bIKA)

OunennBaeMblie KOMIETEHIMH:

YK-4.2. JleMOHCTpHUPYET YMEHUE OCYIIECTBIIATH JEIOBYIO IMEPEMUCKY HA TOCYAAPCTBEHHOM SI3BIKE
Poccutiickoit denepariui 1 KHOCTPAHHOM SI3BIKE C YUETOM COIIMOKYJIBTYPHBIX OCOOCHHOCTEH.
YK-4.3. JlemoHCTpHUpYET CIIOCOOHOCTh HAXOUTh, BOCIPUHUMATh U HCIIOJIb30BaTh HH()OPMALIUIO Ha
WHOCTPAHHOM SI3bIKE, TIOJYYCHHYIO M3 TEYATHBIX M DJIEKTPOHHBIX HCTOYHHKOB ISl PEIICHUS
CTaHJIaPTHBIX KOMMYHHKAaTHUBHBIX 3a7a4.

Yposens: [loporoseiit

Choose the variant which best completes each sentence below.

1.

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

b) plot

c) composition

d) focus of narration.

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

a) the atmosphere

b) the composition

c) the theme

d) the setting

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

b) denouement

C) episode

d) plot

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

b) antonomasia

c) antithesis

d) personification

... 1s a device which endows a thing or a phenomenon with features peculiar to a human being/
a) Synecdoche
b) Personification
c) Antonomasia
d) Apostrophe
.. 1s a word or phrase used to replace another word or expression which is felt to be unpleasant or
unacceptable. 8



a) Apostrophe
b) Circumlocution
c) Periphrasis
d) Euphemism

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

8. An unexpected twist of the plot not revealed until the end of the story is
known as ...
a) falling action;
b) denouement;
C) suspense;
d) surprise ending.
9. The presentation of events in their development is known as ...
a) description;
b) narration;
c) gradation;
d) composition.
10. An attributive word or phrase expressing some quality of a person, thing,
idea or phenomenon is known as ...
a) metaphor;
b) epithet;
C) metonymy;
d) emphasis.
Otsetni: 1.C2.B3.C4B5B.6.D7.C8D9.B10B

TecTsl MOPOroBOTO YpOBHSI OIEHUBAIOTCS U3 pacdeta 100 OaysoB, KaKIplid MPaBUIBHBIA OTBET
otieHuBaercs B 10 6amios.

[IIkayia COOTBETCTBUSI PEUTHHTOBBIX OIECHOK MATHOALTEHBIM oreHKaM: 100 — 81- «ormmano» (5); 80 —
61 - «xopomo» (4); 60 - 41 - «ynosnerBoputenbHo» (3); 40 — 21 - «HeynosiaeTBoputensHo» (2), 20 — 0
- «HEOOXOJMMO TIOBTOPHOE H3yUCHHE).

Kpurtepun onenkn recra

Onenka no 5-0annpHOM cucteme Ouenka no 100-6amnpHON | bamel 11st arTecTanuu
cucreMe
5 | ommyHO 81-100 9-10
4 | xopomio 61 - 80 7-8
3 | YAOBJIETBOPUTEIBHO 41 -60 5-6
2 | HEYIOBJIECTBOPUTEIHHO 21 -40 3-4
1 | HeoGxoaumo MIOBTOPHOE 0-20 0-2
U3yYeHHe




MUHHCTEPCTBO OBPA30BAHUS MOCKOBCKOM OBJIACTHU
l'ocynapcreenHoe 00pa3oBaTenbHOE YUPEKACHHE BbICIIET0 00pasoBanus MoCKOBCKoI o0nactu
MOCKOBCKUUN I'OCYJJAPCTBEHHbBIM OBJIACTHOU YHUBEPCUTET
(MIoYy)

Kadenpa anrnumiickoii punonorun

Tect
no aucuuniaude «IlIpakTukyMm no aHaJIUTHYECKOMY YTEHHIO BTOPOTr0 MHOCTPAHHOTO SI3bIKA)

OuenuBaeMble KOMIIETEHINH:
YK-4.3. JlemoHCTpHUpYET CIIOCOOHOCTh HAXOUTh, BOCIPUHUMATh U HCIIOJIb30BaTh HH()OPMALIHUIO Ha
WHOCTPAHHOM SI3bIKE, TOJYYCHHYIO M3 TEYAaTHBIX M DJIEKTPOHHBIX HCTOYHHKOB ISl pELICHUS
CTaHJIaPTHBIX KOMMYHHKAaTHUBHBIX 3a7a4.

Yposenb: [IpoaBuHyThII

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

b) conflict

c) surprise ending

d) ending

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

a) climax

b) atmosphere

c) surprise ending

d) suspense

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

a) ellipsis

b) aposiopesis

c) detachment

d) chiasmus

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

b) euphemism

c) metaphor

d) cliché

5. Theironyis ...
a) The stylistic device based on simultaneous realization of two logical meanings - dictionary
and contextual, but the two meanings stand in opposition to each other.
b) A combination of two words in which the meaning of the two clash, being opposite in sense.
c) The stylistic device based on the interplay between the logical and nominal meanings of a
word.
d) Is a word phrase used to replace an unpleasant word or expression by a conventionally more

acceptable one.
1U



10.

11.

12.

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

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

b) ) Literary and colloguial vocabulary

c) ) Only literary

d) ) Only colloquial

e) ) Neutral and colloquial

What do Literary words serve to satisfy?

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

c) ) communicative demands of official messages

d) ) communicative demands of poetic messages

e) ) communicative demands of scientific messages

What do colloquial words serve to satisfy?

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

c) communicative demands of official messages

d) communicative demands of poetic messages

e) communicative demands of scientific messages

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

b) ) Colloquial words

c) ) Neutral words

d) ) Historical words

e) ) Poetic words

Where can we find literary words?

a) in authorial speech, descriptions, considerations

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

d) In streets

e) Athome

Terms are:

a) antiquated or obsolete words replaced by new ones

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

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

d) ) archaic forms of otherwise non-archaic words

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

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

a) Jargon words

b) Colloquial coinages

¢) Borrowed words

d) Vulgar words
) g 11



13.

14.

15.

16.

17.

18.

19.

e) Barbarisms

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

a) Jargonisms

b) Vulgarisms

c) Barbarisms and foreignism

d) Archaic, obsolescent and obsolete words

e) Dialectal words.

Professionalisms are:

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

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

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

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

e) ) barbarisms and foreign words

Vulgarisms are:

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

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

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

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

e) words, used by limited groups of people

Dialectal words are:

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

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

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

d) ) words, used by limited groups of people

e) ) barbarisms and foreign words

Poetic and Highly literary words belong to layer
a) Neutral

b) ) Colloquial

c) ) Literary

d) ) Both Colloquial and Literary

e) ) Both Neutral and Colloquial

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

a) Monological and dialogical varieties of language

b) The language of gestures and body

c) The spoken and written varieties

d) Syntactical and lexical varieties of language

e) Phonetic and morphological varieties

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

a) Assonance
12



b) Alliteration
c) Onomatopoeia
d) Graphon

e) Metonymy

20. Find metonymy in the sentences:
a) |translate an article
b) I read a lot of books
c) | like ice-cream
d) [Ibook asetin the theatre
e) | never read Balzac.

OTBeTHI:

-
o
mooOoO>»>»000W>»O0W>>>0O0>0O>

TecTsl TPOABUHYTOTO YpPOBHS OlIEHMBaIOTCS M3 pacuyera 100 OamnoB, KaKIbli MPaBUIBHBIM OTBET
OlleHHBaeTcs B 5 Oanna.

[IIkayia COOTBETCTBUSI PEUTHHTOBBIX OIECHOK MATHOALTEHBIM oreHKaM: 100 — 81- «ormmano» (5); 80 —
61 - «xopomo» (4); 60 - 41 - «ynosnerBoputenbHo» (3); 40 — 21 - «HeynoBiaeTBopuTensHo» (2), 20 — 0
- «HEOOXOJMMO TIOBTOPHOE M3yUCHHE).

Kpurepun ouenku recra

OreHka 1o 5-0annbHOM cucTeMe Orenka o 100-OamnsHON | Bamiel a1 arrectanuu
cucTeMe
5 | OO 81-100 9-10
4 | Xoporo 61 - 80 7-8
3 | YAOBJIETBOPUTEIBHO 41 -60 5-6
2 | HEYIOBJIECTBOPUTEIHHO 21 -40 3-4
1 | HeoGxoaumo MIOBTOPHOE 0-20 0-2
U3yYeHHe

13



MMHHUCTEPCTBO OBPA3OBAHMS MOCKOBCKOI OBJIACTU

I'ocynapctBeHHOE 00pa30BaTENBLHOE YUPEXKICHUE BBICIIETO 00pa3oBaHus MOCKOBCKOM 001acTH

MOCKOBCKUI I'OCYJIAPCTBEHHbBIN OBJIACTHOU YHUBEPCUTET
(MI'OY)

Kadenpa anrnuiickoit punonoruu

TeMbl pe3eHTalMid, JOKJIAT0B
o aucuuiuinie «I[IpakTuKyM Mo aHAJIUTHYECKOMY YTCHH IO
BTOPOT0 MHOCTPAHHOIO SI3bIKA)

OlIeHI/IBaeMbIe KOMIICETCHIINN .
YK-4. CriocoOeH oCyIIEeCTBIATh ACIOBYI0O KOMMYHHUKAIIMIO B YCTHOW W MHCHbMEHHOH (gopMax Ha
rocyaapcTBeHHOM si3bike Poccuiickoit deaepanuu 1 THOCTPaHHOM(BIX) s3bIKE(aX).
YK-4.1. I'paMOTHO M SICHO CTPOMUT MAHAIOTUYECKYI0 peYb B paMKaX MEXJIUYHOCTHOTO H
MEXKYJIbTYPHOTO OOIIEHHs Ha TOCYJapCTBEHHOM si3bike Poccuiickoit denepauuy 1 MHOCTPAaHHOM
SI3BIKE.
YK-4.2. JleMoHCTpUpYET YMEHUE OCYIIECTBIIATH JEIOBYIO MEPENUCKY HA FOCYAApCTBEHHOM SI3BIKE
Poccuiickoit @eaepaniui 1 HHOCTPAHHOM SI3BIKE C YYETOM COLMOKYJIBTYPHBIX OCOOCHHOCTEH.
YK-4.3. JlemoHCTpHUpYET CIOCOOHOCTh HAXOUTh, BOCIPUHUMATH U HCIIOIb30BaTh HH()OPMALIHUIO Ha
MHOCTPAHHOM $I3bIKE, IOJYYEHHYIO W3 IE€YaTHBIX U 3JIEKTPOHHBIX HCTOYHUKOB MJI DPELICHUS
CTaHJAPTHBIX KOMMYHHKAaTUBHBIX 3a/a4.

Yposenn: [Toporossiii / [TpoaBUHY ThIi

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

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

Archaic and historical words. Their types and stylistic usage.

Poetic and highly literary words. Their stylistic usage.

Barbarisms and foreign words. Their stylistic usage.

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

7. Special colloguial 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.

15.1rony. Its types and stylistic functions.

16.Antonomasia. Its stylistic functions.

17.Epithet, its varieties and stylistic functions. Epithets and descriptive attributes.
18.0xymoron. Its structural types and stylistic functions. Paradox.

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

21.Simile, its semantic structure. Varieties of simile and their stylistic functions.

22.Hyperbole. Its stylistic functions. Paradox.
23.Euphemisms. Their stylistic usage.
24.Periphrasis. Its varieties and stylistic functions.

25.Decomposition of phraseological units. Its stylistic effects.

Kpurepuu onenuBanusi 10kjaaaa

Iloka3artesn Baaa
Jloknan — COOTBETCTBYET — 3asiBICHHOM  TeMe, BBIIOJIHEH C | OTIMYHO 8-10
NPUBJICYCHHEM  JIOCTaTOYHOTO  KoJM4ecTBa  HayyHbix  u | 81-100%
MPaKTUYeCKUX MCTOYHHKOB MO Teme, OakajaBp B COCTOSHUH
OTBETHUTH Ha BONPOCHI IO TEME JIOKJIA/A.
Jlokiman — COOTBETCTBYET — 3asBICHHOM  TeME, BBIIOJIHEH C | XOPOIIO 5-7
MPUBJICYCHHEM  JIOCTaTOYHOTO  KOJMYecTBa  Hay4yHblx  u | 61-81%
MPAaKTUYECKUX MCTOYHUKOB IO TeMme, OakajaBp B COCTOSHUH
OTBETHUTh Ha BOIPOCHI IO TeMe AOKJIaga, HO JOIMyCKAaeT HEKOTOPbIC
HETOYHOCTH B OTBETE
Jloknan B LENOM COOTBETCTBYET 3asBICHHOH TeMe, BBITIOIHEH C | YIOBIECTBOPHUTEIHLHO 2-4
MIPUBIICYCHUEM HECKOJLKUX HAYYHBIX W MPAKTHUECKUX HCTOUYHUKOB | 41-60%
o Teme, OakanaBp B COCTOSHUM OTBETHTh Ha YaCTh BOIPOCOB IO
TeMe JIOKJIaja.
Jloknan He COBCEM COOTBETCTBYET 3asiBICHHOH TeMe, BBIMOJIHEH C | HeynoBieTBopuTenbHo | 0-1
WCTIONb30BaHNEM TOJNBKO | MM 2 MCTOYHHUKOB, OakanaBp momyckaeT | 0-40%
OmMOKY NPU M3JIOKEHUHM MaTepualia, He B COCTOSIHUM OTBETHUTH Ha
BOIPOCHI IO TEME JIOKJIAJIA.
KpuTtepun onieHnBaHus npe3eHTAIUN
IToxka3arTenn baja
[pencrasusiemas uHQOpMAIHS CHCTEMAaTU3UPOBaHA, | OTIUYHO 8-10
MoclieZIoBaTeIbHa ©  JIOTWYeCKH cBs3aHa. [Ipobmema packpsita | 8§1-100%
nonHocThio. IIIMpoko WCIONB30BaHBI BO3MOXKHOCTH TEXHOJIOTHHU
Power Point.
[IpencraBisiemMass wuHpoOpManuss B LEJOM CHCTEMAaTU3UPOBAHA, | XOPOILIO 5-7
rocieioBaTelbHa W JIOTHYSCKH CBs3aHa (BO3MOXKHBI HeOoubmue | 61-81%
otkioHenus). IIpobrmema packpbeiTa. B0O3MOXHBI HE3HAYUTEIIHHBIC
otmbku pu opopmiiernu B Power Point (He 6osiee ABYX).
[IpencraBnsiemass uHopManus B LEJIOM CUCTEMAaTH3HMPOBaHA, HO HE | YIOBJIETBOPUTEIHLHO 2-4
MocIieZIoBaTeNIbHA U He CcBsizaHa jorudeckd. [Ipobmema packpeita He | 41-60%
MOJIHOCTHI0. Bo3MoxkHbI ormbku 1ipu opopmiiernu B Power Point.
[pencrasnsiemass nHpOpPMAILIUS HE CHCTEMAaTH3MpPOBaHA W HE COBCEM | HeyjoBierBoputenbHo | 0-1
nocienoBatensHa. [Ipobiema packpeiTa He nonHOCThIO. BeiBoasl He | 0-40%
C/IeNaHbl WM HE OOOCHOBAaHBI. BO3MOXKHOCTH TeXHOJOTHH POwer
Point ucroJib30BaHbl JHIIb YACTUYHO.
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4.MeTonnyeckue  MaTepuajibl,  ONpeeJsilOIIMe  TNPOUEAYPbl  OLEHUBAHMA
pe3yJbTaTOB 0CBOECHHS 00Pa30BaTeIbHOI MPOrPpaMMBbl

@opMBbI TEKYIIEr0 KOHTPOJS M MPOMEXKYTOYHOM aTTecTallid: SK3aMeHbl B 7 u 8
cemecTpax.

Pacnpenenenue 6anaoB 1o BujgaM paboT

Jlokman, o 10 6annoB
[Tpe3enTanus 10 10 6amios
KommmrexkcHpid aHann3 Tekcta | g0 20 6amioB
Tect moporoBoro ypoBHs 1o 20 6anioB
TecT npoJIBUHYTOTO YPOBHSI 1o 20 6anioB
DK3aMeH 110 20 6ayuioB

DK3aMeHaIMOHHBIN OuJieT BKJIOYaeT | BOMpOC: JTUHTBOCTWIMCTUYECKHUI aHAIU3
ayTEeHTUYHOTO TEKCTA.

st TUHTBOCTHIIMCTUYECKOTO aHajin3a BBIOUPAIOTCS OTPHIBKM M3 OPUTHMHAIBHBIX
XYyJI0’)KECTBEHHBIX, MyOJUIUCTUUECKUX W HAYYHO-TIOMYJISIPHBIX MPOU3BEACHUN, a TAKKE
3aKOHYEHHBIE pacCcKa3bl U  3cCCe AHTTIMACKUX, AMEPUKAHCKHUX, KaHAJACKUX U
ABCTPAJIMMCKUX aBTOPOB, KIIACCUYECKUX U COBPEMEHHBIX, U3BECTHBIX W HEU3BECTHBIX
CTYyZEHTaM.
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MMHHUCTEPCTBO OBPA3OBAHMS MOCKOBCKOI OBJIACTU

I'ocynapctBeHHOE 00pa30BaTENBLHOE YUPEXKICHUE BBICIIETO 00pa3oBaHus MOCKOBCKOM 001acTH

MOCKOBCKUI I'OCYJIAPCTBEHHbBIN OBJIACTHOU YHUBEPCUTET
(MI'OY)

Kadenpa anrnmiickoit ¢punomoruu

06[)33011 TEKCTa JJA KOMIIVICKCHOT'0 aHAJIN3a 110 JUCHUIIJIMHE
«HpaKTI/IKyM Mo aHAJIMTHYECCKOMY YTCHUIO
BTOPOIro HHOCTPAHHOI'O A3BIKA)»

OlIeHI/IBaeMbIe KOMIICETCHIINN .
YK-4. CriocoOeH oCyIIEeCTBIATh ACIOBYI0O KOMMYHHUKAIIMIO B YCTHOW W MHCHbMEHHOH (gopMax Ha
rocyaapcTBeHHOM si3bike Poccuiickoit deaepanuu 1 THOCTPaHHOM(BIX) s3bIKE(aX).
YK-4.1. I'paMOTHO M SICHO CTPOMUT MAHAIOTUYECKYI0 peYb B paMKaX MEXJIUYHOCTHOTO H
MEXKYJIbTYPHOTO OOIIEHHs Ha TOCYJapCTBEHHOM si3bike Poccuiickoit denepauuy 1 MHOCTPAaHHOM
SI3BIKE.
YK-4.2. JleMoHCTpUpYET YMEHUE OCYIIECTBIIATH JEIOBYIO MEPENUCKY HA FOCYAApCTBEHHOM SI3BIKE
Poccuiickoit @eaepaniui 1 HHOCTPAHHOM SI3BIKE C YYETOM COLMOKYJIBTYPHBIX OCOOCHHOCTEH.
YK-4.3. JlemoHCTpHUpYET CIOCOOHOCTh HAXOUTh, BOCIPUHUMATH U HCIIOIb30BaTh HH()OPMALIHUIO Ha
MHOCTPAHHOM $I3bIKE, IOJYYEHHYIO W3 IE€YaTHBIX U 3JIEKTPOHHBIX HCTOYHUKOB MJI DPELICHUS
CTaHJAPTHBIX KOMMYHHKAaTUBHBIX 3a/a4.

Yposens: [Toporoserii / [TpoaBuHy THIH
“Long Day’s Journey into Night” by Eugene O’Neill

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

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

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

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

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

M A R Y: (Stares at him defiantly now) Come to think of it, I do have to drive uptown. There’s
something | must get at the drugstore.
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T Y R O N E: (Bitterly scornful) Leave it to you to have some of the stuff hidden, and
prescriptions for more! I hope you’ll lay in a good stock ahead so we’ll never have another night like the
one when you screamed for it, and ran out of the house in your nightdress half crazy, to try and throw
yourself off the dock!

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

TY RO N E: (Ashamed) I’'m sorry. Forgive me, Marry!

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

TY RO N E: Mary! Hold your tongue!

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

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

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

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

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

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

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

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

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

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

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



9.Judging from what you have read what do you think is the author’s attitude towards his

characters? How do you feel it? Bear in mind that the play is autobiographical.
Speak on the problem of drug addiction. Take into account all aspects of the problem.

10.

KpnTeplm OLCHKHA OTBETOB CTYACHTOB Ha 3K3aMECHE 110 BOIIPOCY «JIMHrBUCTHYECKAS

HHTEpIpEeTAlNA XYT0KECTBECHHOI'O TEKCTA)

KpuTepun oieHKH 0TBETOB CTYI€HTOB HA IK3aMeHe

Onenka

IToka3aTenn

KoanuectBo
0aJ1J1I0B

KoauuecTBo
0aJII10B
(BKITAI
pPEHTHHT)

OTJIMYHO

OTMeTKa «OTJIMYHO» BBICTABIIACTCS, €CIIU CTYICHT:

1. OOHapyxuBaeT TriryOOKOe NMOHUMAaHHWE OCHOBHOTO
coJiepKaHusl, TEMBI U UJICH MTPEIOKEHHBIX TEKCTOB;

2. ['paMOTHO oOmpenenseT >KaHPOBO-CTUIIMCTUYECKYIO
NPUHAIICKHOCTh U CTPYKTYPHYIO KOMITO3UIIUIO TEKCTOB;

3. YMeer HaxoguTh HYXHble  (DAaKThL,  Jenaer
JIOTUYHBIC ¥ apTyMEHTHPOBAHHBIC BBIBOJBI, ITOITBEPIKAaAs
UX TIPEMEpPaMH U3 TEKCTOB,

4, [TpaBUNBHO BBISBISIET OCHOBHBIC CTHIMCTHUECKHE
CpelicTBa W OLICHMBAET MX KOMMYHHMKAaTHUBHBIE 3a/1a4d B
TEKCTE MPEIOKEHHOTO JKaHpa;

5. [lpy KpuUTHYECKOM aHajHW3€ TEKCTa OIEpUpyeT
JMHTBUCTUYECKUMH TEPMUHAMHU M OOHAPYKUBAET I'TyOOKOe
3HAHHE MPOHICHHBIX AUCIUTILTIH;

6. Jaer  mpaBWIBHBIE ~ OTBETHI  Ha
9K3aMeHaTopa;

7. N3naraer MaTtepual mociie10BaTeIbHO, TPAMOTHO U
Oermo, oOHapyXuBas  HpPaBHJIbHOE  HCIOJIB30BAHHE
OppOINMUECKUX,  JIGKCHYECKUX, TIpaMMaTH4YeCKuX |
CTHJIICTUYECKUX HOPM H3y4yaeMoro si3bika (IIpU STOM B
OTBETE JIOITyCKaeTcsi He Ooyiee NBYX MOJHBIX OIMIMOOK, HE
BITUSIIONIAX HA CMBICJIOBOE COJICP)KAHIE PEUH).

BOIIPOCEHI

81-100

17-20

X0po1o

Ornenka «XOpouI0» CTaBHTCS, ecim
JMHTBOCTHJIUCTUYECKUN aHalIM3 TeKCTa M U3JIOKEHHE
OCHOBHOW HJIEM CTaTbU COJEPKATEIBHO KOPPEKTHBI, HO
JIOIYCKAIOTCS HETOYHOCTH B apryMEHTHPOBAaHMM U B
pUMepax U3 TEKCTOB.

Peun CTyZIGCHTa  COOTBETCTBYeT  op(osmuueckum,
JEKCHYECKHM, TpaMMAaTHYECKUM H  CTHJIUCTHYECKUM
HOpPMaM HM3Y4aeMOr0 SI3bIKa, HO JIOIYCKAIOTCA CIUHHYHbIC
omMOKH B TPOM3HOIICHHH, JIEKCHKE HJIH T'paMMaTHKE,
KOTOPBIE CAaMOCTOSATEIILHO UCTIPABIISIOTCS CTYACHTOM TI0CTIe
3aMevaHus sKk3ameHaTopa (He Oosee 3-4 MOJHBIX OMIMOOK,
HE3HAYUTEIbHO BIMAIOUIMX Ha CMBICIIOBOE COJEpKaHHUE
pedn).

61-80

13-16

YA0BJIETBOP
UTEJLHO

O1eHKa «yTOBJETBOPUTEIbHO» CTABHUTCS, €CIH CTYACHT
MOKa3bIBAaeT 3HAHME W TIOHMMAaHHE OCHOBHBIX MOJIOKEHUH
9K3aMEHAIMOHHOTO Ounera, HO oOHapyXuBaeT
HEJOCTaTOYHOE  IMOHMMAaHUWE  COJEPKAHHWS  TEKCTOB,
HEIOCTaTOYHOE 3HAHWE TEOPETUYECKUX JUCIMIUIMH 10
CHEUUAIBHOCTH; €r0 pedb W300MIyeT TPaMMAaTHYECKHUMHU H

41-60

9-12

JEKCUYECKMMHU omunOKkamMu (5-7 TMOJHBEIX OMHOOK, B TOM
ZU




YKCJIC BEAYIINX K HCKaXXCHHUIO CMBICTIa BBICKaSBIBaHI/IH).

HeynoBjeTB | OleHKa  «HEYJAOBJETBOPMTEJIbHO»  CcTaBuUTCS, ecau | 21-40 5-8
OpUMTEeJIBLHO | CTYJICHT 00HapyXHBaeT HETIOHNMaHHe TEKCTOB,
MIPE/NIOKCHHBIX JIJISI aHAJIN3a, IOIyCKaeT ITpyOble OIIMOKH B
YCTHOW  pe4H, BeOylmlue K  HCKOKEHHIO  CMbICTa
BBICKa3bIBaHHS, HE BJajeeT HaBBIKAMH
JUHTBOCTHIIUCTHYECKOTO aHallM3a TEKCTa W HaBBIKAMU
pedepupoBaHwsL.
HeoOxogumo | CTyaeHT He MOXeT Jarth oTBeTr Ha  Bompock | 0-20 0-4
MOBTOPHOE | DK3aMCHAI[MIOHHOTO OWieTa, HE BJIageeT HaBBIKAMH
u3y4yeHue JUHTBOCTHIIUCTHYECKOTO aHalli3a TEKCTa W HaBBIKAMU

pedepupoBanusi.
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