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1. IOACHUTEJIBHAA 3AIINCKA

1.1 JucuumniuHa «AHATATHYCCKOS YTCHHUE (aHIIMHCKUIA SA3BIK)» OTHOCHTCS K MOMIYJIIO 00s3arenbHO# yactu bioka 1
«lMuCIMIUIMHBY/MOIYTN» OCHOBHOMW IpodeccroHaIbHON 00pa3oBaTenbHON MPOrpaMMBI 110 HAPaBJICHUIO MOATOTOBKU
44.03.05 «Ilemarormueckoe obpazoBaHue (C AByMS NpO(WISIMH TOATOTOBKH)» (YpOBeHb 00pa3oBaHMs Oakajasp).
JucruruimHa siBisieTcst 00s13aTeNbHOM K M3YYEHHIO.

1.2 O6mas Tpy10eMKOCTh NUCIMILIHHBI COCTaBisieT 3 3.¢., 108 yac.

1.3 HM3yyeHue IUCLMILIMHBI «AHATUTUYECKOE UYTCHUE (AHIIMHCKUH $I3bIK)» OCHOBAHO Ha 3HAHUSX, YMEHHSIX H
HaBbIKaX, MOJYYSHHBIX MIPU U3YUYCHUH 00YYaIOMMMHUCS CIIeIYIOINX AUCIMIUINH: «/lomMaliHee yreHune (Ha aHINICKOM
a3bIKe)», «Jlekcukonorusi aHmmiickoro si3pikay, «JIlnteparypa BenmkoOpuranmn u CHIA», «[Ipaktuka ycTHOH H
MUCbMEHHON peud (QHIIMHCKUHA s3bIK)», «[IpakTHueckas TrpamMMarTika aHDIMHCKOTO si3bIKa», «lIpakTmueckas
(oHeTHKa aHIIMHCKOTO si3bIKa», «[IpakTHdeckuil Kypc aHINIMHCKOTO si3bIKa», «DOHETHUECKH Kypc aHIIMHCKOTo
SI3BIKAY.

1.4 JucuuninHa «AHAJUTHYECKOE YTCHUE (QHIIMHCKUH SI3BIK)» (OPMUpPYET 3HAHUS, YMEHUS M KOMIICTCHLIUH,
HEOOXOIMMBIE /TSI OCBOCHUS CIICIYIONIMX AWUCHMIUIMH: «BBINOJIHEHHWE W 3alllUTa BbIMYyCKHOW KBaJIM(UKALMOHHOM
padoT», «KOMMYHHKaTHBHBIN NPAaKTHKYM aHIJIMHCKOTO s3bIKa», « CTHIINCTHKA aHIIIMHCKOTO SI3BIKaY.

1.5 Lenpb u3yueHus: IUCUUIUIUHBIL:

[loaroroBka OakaiaBpa Neaaroruyeckoro oOpazoBaHus npexanosiaraet (GOPMHUPOBAHHME NPOYHBIX HMPAKTHUYECKUX
HaBBIKOB M YMEHUI B 00JIaCTH aHAJIM3a M MHTEpIpETalun TekcTa. Llenbio Kypca sBiseTcs OBlaieHue PAKTHYECKUMHU
HaBBIKAMHU CUCTEMHOTO MHOTOYPOBHEBOTO aHAJIMN3a Xy/I0KECTBEHHOIO TEKCTa, T.€. OIMCAHUE ero OOIIeNIUTEepaTypHbIX,
KOMIIO3UIUOHHBIX, JINHTBOCTUIMCTUYECKUX, COAEPIKATENbHBIX XapaKTEPUCTHUK.

1.6 3amaun TUCLUIUIMHBL

1) OszHakomyIeHHE CTYAEHTOB C THUIIMYHBIMH YepTaMH pA3JIMYHBIX JIMTEPAaTypHBIX HAlpaBlIeHUH W
NPEICTaBUTEISIMU 3THX JIMTEPAaTypHBIX HAalpaBICHWH B aHDIOSA3BIYHOM JjurTeparype. OOcyxkaeHue ocoOeHHOCTeH
UAMOCTUIS TOTO UM UHOTO aBTOpA.

2) OsnaneHue NOHATUHHBIM anliapaToM, IPUMEHseMbIM B oOnacTd aHanu3a Tekcra. PopmupoBaHHe
NpEICTaBICHHs 00 OCHOBHBIX YepTaXx pa3iM4YHbIX (QYHKIMOHAJIBHBIX CTHJIEH: HEHTpaJbHOTO, (OpPMaIBHOTO
(TO3THYECKOTO  BO3BBIIEHHOTO, HAy4YHOro), HE(GOpPMaIbHOTO (pa3roBOpHOIO); M MX BIUIETEHHMH B CTHIb
XyIA0>K€CTBEHHOM JTUTEPaTypBbI.

3) ®opmupoBaHye HaBbIKA y3HABaHUS B TEKCTE JICKCHYECKUX, (JOHETHUECKUX M CHHTAKCUYECKUX CTHIIMCTUYECKUX
NPUEMOB M OBJAJICHUEC YMEHHEM KOMMEHTHPOBaTh 3(PQEKT, NpON3BOANMBIN AaHHBIMU NPHEMaMH B KOHKPETHBIX
cily4asix yrnorpeoaeHusl.

1.7 IlepedeHb IUTAHUPYEMBIX PE3YJIBTATOB OOYYEHHs HO JUCLUIUIMHE (MOJYNIO), COOTHECEHHBIX C IUIAaHUPYEMBIMU
pe3yiabTaTaMy 0CBOSHHS 00pa30BaTelIbHON POrpaMMBI:

Ne

u/n Kon u HanmeHoBanne komnereHnun mo ®rroC

KO)I W HANMECHOBAHHMEC MHAUKATOPA TOCTHKCHHUS KOMIECTCHIIUN

[

OIIK-5 criocoGeH ocymecTBIsATh KOHTPOIIb U OLEHKY (hOPMUPOBAHUS PE3ylIbTaToB 00pa30BaHMs 00yUaromMXCs,
BBISIBIISITH U KOPPEKTHPOBATH TPYIHOCTH B 00Y4YEHHN

OIIK.5.1 3nars TpedboBanus OI'OC k pe3ynbpraTaM 00IIero 00pa3oBaHUs C YIETOM MTPEIO1aBaeMOro
MpeaAMeTa B BO3pacTa 00yJarONIIXCs; MPUHIUITEI OPTaHU3AIMH KOHTPOJIS M OIIEHUBAHUS 00pa30BaTEIFHBIX
Pe3yIIbTaToB, 00yJAIOIINXCS; TEXHOJIOTHH U METOMBI, TTO3BOJIIONINE OLIEHNBATH 00pa30BaTeIbHEIC
Pe3yIIbTaThl ¥ IPOBOANTE KOPPEKIIMOHHO- PA3BUBAIOLIYI0 paOOTy ¢ 00YJaIOMIIMUCS B TOM YHCIIE C
ucnons3oBanue UKT.

OIIK.5.2 YMeTh NPUMEHSITh TUATHOCTHYECKUI HHCTPYMEHTApHUH ISl OLIEHKH C(HOPMHUPOBAHHOCTH
00pa3oBaTeNbHBIX PE3YIIBTATOB M TUHAMUKN Pa3BUTHUS 00yUJarOIIUXCsl.

OIIK.5.3 Bnagers MeTOMaMu KOHTPOJIS M OIICHKH 00pa30BaTebHBIX PE3yJbTaTOB 00yJAIOIINXCS, IPUEMaMHu
00yueHHUs TO3BOJISIOIIUMH KOPPEKTHPOBATH TPYAHOCTH 00YUYarOIIHXCS.

2 |TIK-1 ciocoGeH ocBauBaTh U UCIIOJIL30BaTh 0Aa30BEIC HAYy4YHO-TCOPCTUUCCKUEC 3HAHUSA U MPAKTUICCKUC YMCHUSA
IO mpernoaaBacMomMy npeamMeTy B HpO(l)eCCHOHaJ'ILHOfI JACATCIIBHOCTHU

TIK.1.1 3naer coneprxaHue, 0COOEHHOCTH M COBPEMEHHOE COCTOSTHHE, TIOHSATHUS M KATETOPHUH, TCHICHITTH
Pa3BHUTHUS COOTBETCTBYIOIICH MPOMUITIO HAyIHOU (TTPeaMETHOMH) 00JIaCTH; 3aKOHOMEPHOCTH, OTIPEIEIISIOIINAE
MECTO COOTBETCTBYIOIICH HAYKH B OOIIEH KapTHHE MUPA; IPUHIIUITEI TPOSKTHPOBAHIS U peaTn3allui
001m1ero 1 (WIK) TOTIOTHUTEIHHOTO 00pa30BaHus TI0 IPEIMETY B COOTBETCTBHHU C TIPOpHIeM 00yUSHHS

TTK.1.2 YMeeT npuMeHsTh 0a30BbIe HAYTHO-TEOPETHICCKUE 3HAHUS 110 TIPEAMETY H METObI UCCIICAOBAHUS
B IIPEIMETHOI 001aCTH; OCYIIECTBISIET OTOOP CONEpKaHMsI, METOAOB M TEXHOJIOTHUI 00yUeHHS IPEAMETY
(mpeaMeTHOM 00JacTH) B Pa3IMYHBIX (POPMAX OpPTaHMU3AINN 00Pa30BATEIBHOTO MpoIecca

T1K.1.3 Brnageer nmpakTHdeCKMMH HAaBBIKAMH B TIPEIMETHOM 001acTH, METOIaMHU 0a30BbIX
HAy4YHO-TEOPETUUECKUX TIPECTABICHUIN ISl pelIeHuUs TPO(eCcCHOHATIBHBIX 3a/1a4

Ne | Kox m HamMeHOBaHHe HHIMKATOpPA

O0pa3oBaTebHbIe Pe3yIbTaThl 0 JHCHHUILINHE
n/n AOCTHKEHHs] KOMIIeTeHIHH
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[

OIIK.5.1 3nars TpeboBanus PI'OC k
pesyibTaTtaM o0Iero oopa3oBaHus ¢
YUYETOM IIPETIOAAaBAEMOr0 MPEeAMETa U
BO3pacTa 00y4aroIMXCst; IPUHIUITE]
OpraHM3aIMy KOHTPOJISI U OLIEHUBAHUS
00pa3oBaTesIbHBIX PE3YIbTATOB,
00y4aroNyxcs; TEXHOJIOTUH ¥ METOIbI,
TIO3BOJISIFOLIME OLICHUBATD
00pa3zoBareIbHBIE PE3yNIbTaThl U
MPOBOJUTH KOPPEKIIMOHHO-
pa3BHBAIOIIYIO padoTy ¢
00y4aroIMMHUCS B TOM YHCJIE C
ucnons3zoBanue UKT.

3.1 tpeboBanus GI'OC k pesynbraram o01Iero 00pa3oBaHus B paMKax
UCLHUIUIAHEI "AHaTUTHYECKOE YTeHHE"

3.2 NpUHIUIIBI OPraHU3aUU KOHTPOJIS U OIICHUBAHHUS
00pa30BaTeIbHBIX PE3yNBTATOB 00YYAIONINXCS B PAMKAX JUCIIUTLTHHEI
"AHanuruueckoe yreHue"

OIIK.5.2 YMeTs NpUMEHATh
JIMarHOCTUYECKUH MHCTPYMEHTapHi
JUIS1 OLICHKU c(hOPMUPOBAHHOCTH
00pa3oBaTesIbHBIX PE3YJILTATOB U
JMHAMHKU pa3BUTHUS 00y4aroIuXcs.

V.1 npuMeHsTh JUATHOCTUYECKUI HHCTPYMEHTApUH 1711 OLUEHKU
ypOBHS c(HOPMHUPOBAHHOCTH 00PA30BATEIBHBIX PE3YNIETATOB B paMKaxX
UCLHUILIAHEI "AHaTUTHYECKOE YTeHHE"

OIIK.5.3 Bragets MeTonaMu KOHTPOJIS
Y OLIEHKH 00pa3oBaTeNbHBIX
Pe3yabTaToB 00y4aIOMUXCsl, IpHeMaMu
00yueHHS TO3BOJISIOIUMHU
KOPPEKTUPOBATh TPYAHOCTH
00yJaroIIIXCs.

B.1 MeTonamu KOHTPOJISL ¥ OILICHKH 00Pa30BaTEIILHBIX PE3YJIBTaTOB
00y4aronuxcs , pueMaMu 00y4YCHUS, TO3BOJISFOIIUMHU
KOPPEKTHUPOBATh TPYJHOCTH OOYYAFOIIUXCS B PAMKAX TUCIUTLUINHBI
"AnanuTrdeckoe yreHue"

[IK.1.1 3naer conepxanue,
0COOEHHOCTH U COBPEMEHHOE
COCTOSIHUE, TIOHSATHSI U KaTerOpHH,
TEHJCHIUH PA3BUTHS
COOTBETCTBYIOLIECH MPOGHIIIO HAyYHOH
(npeameTHoIt) obnacty;
3aKOHOMEPHOCTH, OIIPEAEIISIOINe
MECTO COOTBETCTBYIOLIECH HAyKH B
0011el KapTHHE MUPa; IPUHIUIIEI
NPOEKTHPOBAHMUS U peasin3anuy o0Iero
U (WIK) TOTIOIHUTEIBHOTO 00pa30BaHUs
IO TPEMETY B COOTBETCTBHH C
npoduiem oOyueHus

3.3 conepxaHue, 0COOCHHOCTH M COBPEMEHHOE COCTOSHUE
NHUCLMIUIMHEL "AHAIUTHYECKOE YTeHHE", e Oa30BhIC IOHITHS U
KaTeropuu, TeHACHIINH Pa3BUTHUS

[IK.1.2 Ymeer npumeHsTs 6a30BbIC
Hay4YHO-TEOPETUYECKUE 3HAHUS 110
HpeIMETy ¥ METOIbI CCIIEIOBAHNUS B
HpeIMETHOI 00JIaCTH; OCYILECTBIISET
0TOOp cojiepIKaHuUs, METOIIOB U
TEXHOJIOTHH 00y4eHHs IpeIMETy
(npeaMeTHOM 001aCTH) B Pa3IMYHBIX
(opmax opraHuzanuu
00pa3oBaresIbHOIO Ipolecca

V.2 MPUMCHATH 0a30BEIC HAYy4YHO-TCOPCTUUCCKUC 3HAHUA 110 IPEAMCTY

[IK.1.3 BnageeT npakTu4ecKuMu
HaBBIKaMH B IIpEIMETHOI o0nacT,
MeToaaMH 0a30BBIX
HAay4YHO-TEOPETHUUECKUX MPEACTaBICHUN
JUISL pelieHus! TpOoQeCcCHOHATIBHBIX
3a1a4

B.2 MPAaKTUYCCKUMHU HaBbIKaMU B 00acTy aHaIM3a TCKCTa, MCTOAAMU
0a30BEIX HAy4YHO-TCOPETUUCCKUX HpCI[CTaBJ'ICHI/Iﬁ B C(1)epe aHaJiu3a u
HUHTEIIPECTALUU TCKCTA




2. TPYIOEMKOCTB JACIUILIMHEI (MOAYJIST) U BUJOB 3AHSITHI 1TO JUCIUATIINHE

(MOJYJTIO)

Buapl yueoHoii pa6oTnl,
BKJIIOYASl CAMOCTOSITEILHYIO

HaumenoBaHue pasjeia IMCUUNIUHBI (TEMbI) padoTy CTYACHTOB 1 Wroro
TPYAOEMKOCTh 4acoB
(B yacax)
113 CPC
Hroro no pucuuninxe 48 60 108
IlepBhIii neprHox KOHTPOIA

Pazoen 1. Ymenue u ananuz mexcma /xc. K. /ce-poma «Tpoe 6
J100Ke, He cuumas cooa-Ku» 4 4 8
Unit 1 “Three men in a boat” by Je-rome K. Jerome

Tema 1. Urenue u nurepaTypoBeJUECKUN aHATU3 OTPBIBKA U3 ) 2
pomana JIx. K. Irxepoma "Tpoe B noaxe" ("Three Men in a Boat")

Tema 2. Crunuctuyeckuil aHanu3 oTpbiBKa U3 pomasa Jx. K. ) 4 6
xepoma "Tpoe B noaxe" ("Three Men in a Boat")
Pazoen 2. Ymenue u ananuz ompoiéxa uz pomana 0. Yaitivoa 4 6 10
"Ilopmpem /lopuana I'pea" ("The Picture of Dorian Gray'", Ch. 4)

Tema 1. Urenue u nurepaTypoBeJUECKUN aHATU3 OTPBIBKA U3
pomana O. Yaiinena "Iloprper Jopuana I'pes" ("The Picture of 2 2
Dorian Gray", Ch. 4)

Tema 2. Crunuctudyeckuil aHanu3 oTpbIBKa U3 pomana O.
VYaiinena "Ioprper Hopuana I'pes” ("The Picture of Dorian Gray", 2 6 8
Ch. 4)
Pazoen 3.UYmenue u ananusz mexcma A. Az3umosa "Kak um ovino 4 4 8
eeceno!'" (“The fun they had” by A. Asimov)

Tema 1. UTrenue u nuTepaTypoBeIUeCKUN aHAIN3 TEKCTa A.
Asznmona "Kak um 65110 Beceno!" (“The Fun They Had” by A. 2 2
Asimov)

Tema 2. Crunuctuyeckuif ananus Texcra A. Asumosa "Kak um ) 4 6
6bu10 Beceno" (“The Fun They Had” by A. Asimov)
Pazoen 4. Ymenue u ananuz mexcma Y.C. Moama ""Cuacmnueutii 4 6 10
yenoeex" ("The Happy Man'"")

Tema 1. Urenue u nureparypoBendeckuii ananus Tekcra ¥.C. ) )
Monma "CuacmuBblii yenosek" ("The Happy Man")

Tema 2. Crunuctuueckuit ananus Texcra ¥Y.C. Mosma ) 6 3
"Cuactiusbiid yenosek" ("The Happy Man")
Pazoen 5. YUmenue u ananuz mexcma P. I'onddepza: «Hckyccmeo
paou cepoya» 4 4 8
Unit 5 “Art for heart’s sake” by R.Goldberg

Tema 1. Urenue u nureparypoBe1deckuil aHamu3 Texkcra P.
Tonpoepra: «ckyccTBO paau cepana 2 2
Unit 5 “Art for heart’s sake” by R.Goldberg

Tema 2. Crunuctuueckuil ananus Texcra «MckyccTBo paau ) 4 6
cepaua» P. Tongbepra
Pazoen 6. Ymenue u ananuz mexcma /c. I'oncyopcu: «Aononeewtii
yeemy
Unit 8 “The apple tree” 4 6 10
by J. Galsworthy

Tema 1. Urenue u nuTepaTypoBeIUeCKUI aHATIN3 TEKCTa TEKCTa
Jx. Toncyopceu: «S1650HeBbIH 1IBET» 2 2
Unit 8 “The apple tree” by J. Galsworthy

Tema 2. Crunuctuyeckuit ananus texcrta Jx. [oncyopeu: ) 6 3
«s16nmonessrit e ("The Apple Tree")
Hroro mo Bugam yueOHOM paboThI 24 30 54

Dopma npomesricymounoii ammecmayuu

3ager

Hroro 3a IlepBblii nepuox KOHTPOIS 54

Bropoii nepnox KOHTPOIA

5




Mooepru3sm 6 uckyccmee u aumepamype 4 6 10
Tema 1. O0mue moCTynaThl MOJIEPHU3MA B UCKYCCTBE U ) )
nmuTeparype konma 19 - nagana 20 BB.
Tema 2. MomepHUCTCKHUI TEKCT B CPABHEHUH C KJIIACCUIECKUM 5 6 8
TTOBECTBOBAaHUEM
K. Maucghuno kax npedcmasumens MoOepHUIMa 6 AH2IUTICKOT 6 6 12
aumepamype
Tema 1. Momepausm B ctuiie K. Mauchuna 2 2
Tema 2. Metonnmuueckoe nmucbMo K. Mauchunn. Pons netanmm ) 6 g
B paccKa3ax MHICaTeTbHUIIB.
Tema 3. Anamm3 pacckaza K. Manchung "Cuactee" ("Bliss") 2 2
Hmnpeccuonusm /I.I. Jlopenca 4 6 10
Tema 1. Hoaropckuii ctuis JI.I Jlopenca 2 2
Tema 2. Anamm3 otpbeiBka u3 pomana /1.I". Jloperca "ChIHOBBS U ) 6 g
JOOOBHUKH"
Hmadricuzm P. Onounemona é pomane ""Cmepms 2eposa" (""Death of a
Hero") 4 6 10
Tema 1. Poman P. Onnunrrona "Cmepts repost” ("Death of a ) )
Hero") - poman B cTuie "mkaza"
Tema 2. Ananmu3 oTpbIBKOB U3 poMana P. Onnuarrona "CMepTthb ) 6 g
repost" ("Death of a Hero", Ch. 2,3)
Mooepnucmckue mexuuku /[c. /lxcoiica ¢ pomane " Ynucc" 6 6 12
Tema 1. Texnuka notoka cozHanusi B pomane JIx. [xorica
2 2
"Vmuee" ("Ulysses")
Tema 2. Bpems u mpoctpancTBo B pomane J[x. [Ixoiica "Vimucc" ) )
(Ulysses")
Tema 3. CTunMCTHYECKAN aHAJIN3 OTPhIBKA M3 poMaHa JIk.
N "o " 2 6 8
Jlxoiica "Ymucc" ("Ulysses")
Hroro mo BunaM yueOHOH pabOThI 24 30 54
Dopma npomexcymouHoll ammecmayuu
3ager
HToro 3a Bropoii nepuoa KOHTpoOJIst 54




3. COAEP KAHUE JUCHUIIJIMHBI MOAVYJIA), CTPYKTYPUPOBAHHOE 110 TEMAM
(PA3BJEJIAM) C YKASAHUEM OTBEJIEHHOI'O HA HUX KOJIMYECTBA

AKAJIEMUYECKHUX YACOB M BUJIOB YUEBHbBIX 3AHATHIA

3.1 IlpakTHYecKue

HaumenoBaHnue pa3neja JTMCHUILTHHBI (MOAYJIs1)/

Tema n coaepkanue

TpynoeMkocTh
(K0,1-BO 4acoB)

1. Pazoen 1. Ymenue u ananuz mexcma /ic. K. /[oce-poma «Tpoe 6 100ke, He cuumasn cooa-Ku»
Unit 1 “Three men in a boat” by Je-rome K. Jerome

4

Dopmupyemvie Komnemenyuu, 06pazoeamenvHbvle Pe3yibmanmsl:
OIIK-5: 3.1 (OIIK.5.1), 3.2 (OIIK.5.1), V.1 (OIIK.5.2), B.1 (OIIK.5.3)
[IK-1: 3.3 (IIK.1.1), V.2 (IIK.1.2), B.2 (IIK.1.3)

I.1.

Tema 1. UreHue u nuTepaTypoBeqUE€CKUN aHaU3 OTpbiBKa U3 pomana [x. K. Jlxepoma
"Tpoe B monke" ("Three Men in a Boat")

HNudopmanus o k. K. Jbkepome u XapaKTEepHBIX YepTaxX €ro CTHJIS.

Kpatkoe conepxanne Texcta “Three men in a boat” u oCHOBHas ujaes.
Kommo3nnnonHas cTpyKTypa TeKcTa.

CocTraBneHne KpaTKUX XapaKTEPHUCTHK T'epOEB.

Y4ebHo-MeTomuuecKas nureparypa: 1, 2, 4, 6
IIpodeccronanpabie 6a3bl JAHHBIX U HHPOPMAIIMOHHBIE CIIPABOYHBIC CUCTEMEIL: 1, 2, 3, 4

1.2.

Tema 2. Ctunuctryeckuii aHan3 oTpbeiBka 3 pomana Jlx. K. Jlxepoma "Tpoe B onke"
("Three Men in a Boat")

AHanu3 JeKCHYECKOro YPOBHS TeKcTa. BhieNeHne JIeKCHKO-CEMaHTHYECKHX MOJICH.
CruneBasi MPUHAUISKHOCTh JIEKCHKH TeKcTa « Tpoe B J1oaKe».

doneTHyeCcKHe IKCIPECCUBHBIC cpeacTBa. AyunTepaiust. CUMBOIN3M 3ByKa.
Jlexcudeckue skcnpeccuBHbIe cpencTBa. Meradops! 1 aruTeTsl. OOpa3HbIe CPABHEHHUS.
CuHTaKCHYeCKUE BBIPa3UTENIbHBIE CPE/ICTBA.

BpripaskeHHe CBOEr0 MHEHHSI O TIPOYUTAHHOM.

Y4ebHo-MeTomuueckas mureparypa: 1, 2, 4, 6
IIpodeccronanpabie 6a3bl JAHHBIX U HHPOPMAIMOHHBIE CIIPABOYHBIC CUCTEMEIL: 1, 2, 3, 4

2. Pazoen 2. Ymenue u ananuz ompwigka uz pomana O. Yainvoa "Illopmpem /lopuana I'pes"
(""The Picture of Dorian Gray", Ch. 4)

Dopmupyemvie Komnemenyuu, 06pazosamenvHbvle pe3yibmansl:
OIIK-5: 3.1 (OIIK.5.1), 3.2 (OIIK.5.1), V.1 (OIIK.5.2), B.1 (OIIK.5.3)
[K-1: V.2 (TIK.1.2), 3.3 (IIK.1.1), B.2 (IIK.1.3)

2.1.

Tema 1. UreHnue u nuTEpaTypoBeMIECKU aHAIN3 OTPhIBKA 13 pomana O. Yaiiabaa
"loptpet Hopuana I'pes” ("The Picture of Dorian Gray", Ch. 4)

HNudopmanus 06 O. Yitnpae u XapakTEpHBIX YepTax €ro CTHJIS.

Kpatkoe conepxanue pomana “The Picture of Dorian Gray” u 1. 4. OcHOBHas uues
OTpBIBKA.

Kommosunmonnas cTpykrypa Tekcra (TiL. 4).

CocTraBneHne KpaTKUX XapaKTEPHUCTHK T'epOEB.

Y4ebHo-MeTomuueckas mureparypa: 1, 2, 4, 6
TIpodeccronanpabie 6a3bl JAHHBIX U HHPOPMAIMOHHBIE CIIPABOYHBIC CUCTEMEIL: 1, 2, 3, 4

2.2.

Tema 2. CrunucTrdeckuii aHanms orpeiBka u3 pomana O. Yaiinsna "Iloprper Jopuana
I'pes" ("The Picture of Dorian Gray", Ch. 4)

AHanu3 JeKCHYECKOro YPOBHS TeKcTa. BbleNeHne JTeKCHKO-CEMaHTHYECKHX MOJICH.
CruneBas MpUHAIISKHOCTH JIekcukn TekcTa « The Picture of Dorian Grayy.
doneTHyeCcKHe IKCIPECCUBHBIC cpeacTBa. AyumTepaiust. CUMBOIN3M 3ByKa.
Jlexcudaeckue skcnpeccuBHbIe cpencTBa. Meradops! 1 snuTeTl. OOpa3HbIe CPABHEHHUS.
CuHTaKCHYeCKUE BBIPa3UTENIbHBIE CPE/ICTBA.

BpripaskeHHe CBOEr0 MHEHHSI O TIPOYUTAHHOM.

Y4ebHo-MeTomuuecKas mureparypa: 1, 2, 4, 6

IIpodeccronanpabie 6a3bl JAHHBIX U HHPOPMAIMOHHBIE CIIPABOYHBIC CUCTEMEIL: 1, 2, 3, 4

3. Pazoen 3.UYmenue u ananuz mexkcma A. Az3umoesa "Kak um ovino eeceno!" (“The fun they had”
by A. Asimov)




Dopmupyemvie Komnemenyuu, 06pazoeamenvHbvle Pe3yibmManmsl:
OIIK-5: 3.1 (OIIK.5.1), 3.2 (OIIK.5.1), V.1 (OIIK.5.2), B.1 (OIIK.5.3)
[IK-1: 3.3 (IIK.1.1), V.2 (IIK.1.2), B.2 (IIK.1.3)

3.1. Tema l. UteHune u nureparypoBequeckuii ananms Tekcra A. Aznmona "Kak um 6110
Beceno!" (“The Fun They Had” by A. Asimov)
HNudopmanus 06 A. A3UMOBE U XapaKTEPHBIX Y€PTaX €0 CTHIIA.
Kpatkoe conepxanne pacckaza “The Fun They Had”
OcHoBHasI Hjiesl pacckasa.
KoMro3unnoHHast CTpyKTypa TeKCTa.
CocraBiieHHe KPaTKUX XapaKTEPUCTHK TepOEB.

Y4ebHO-MeTomuUecKas mureparypa: 1, 2, 4, 6
IIpodeccronanpabie 6a3bl JAHHBIX U HHPOPMAIMOHHBIE CIIPABOYHBIC CUCTEMEL: 1, 2, 3, 4

3.2. Tewma 2. Crunuctuaecknii anaimm3 Tekcta A. Aznmosa "Kak nm 6s110 Becenmo” (“The Fun
They Had” by A. Asimov)
AHanu3 JeKCHYECKOro YPOBHS TeKcTa. BhieneHne JTeKCHKO-CEMaHTHYECKHX MOJICH.
CruneBas MpUHAIEKHOCTH Jiekcuku TekcTa « The Fun They Hady.
doneTHyeCcKHe IKCIPECCUBHBIE cpeacTBa. AyunTepaiust. CUMBOIN3M 3ByKa.
Jlexcudeckue skcnpeccuBHbIe cpencTBa. Meradopsl 1 oruTeTl. OOpa3HbIe CPABHEHHUS.
CuHTaKCHYeCKHe BbIPa3UTENIbHBIE CPE/ICTBA.
BpripaskeHHe CBOET0 MHEHHSI O TIPOYUTAHHOM.
YyebHo-MeTomuueckas nureparypa: 1, 2, 4, 6
IIpodeccronanpubie 6a3bl JAHHBIX U HHPOPMAIMOHHBIE CIIPABOYHBIC CUCTEMEL: 1, 2, 3, 4

4. Pazoen 4. Ymenue u ananuz mexcma Y.C. Moama "Cuacmnauewii uenosex' (""The Happy
Man'")

Dopmupyemvie Komnemenyuu, 06pazosamenvHbvle pe3yibmansl:
[IK-1: B.2 (IIK.1.3), V.2 (TIK.1.2), 3.3 (IIK.1.1)
OIIK-5: B.1 (OIIK.5.3), V.1 (OIIK.5.2), 3.2 (OIIK.5.1), 3.1 (OIIK.5.1)

4.1. Tewma 1. Yrenne u qureparypoBeqdeckuii ananm3 Tekcta ¥Y.C. Mosma "CuaacTiauBbrit
genoek" ("The Happy Man")
Urenune u nepeBoy pacckasa ¥Y.C. Moama "Cuactnusiii uenosek" ("The Happy Man")
1. CocraBieHne KpaTKOTO COepKaHus pacckasza. BelgeneHue raBHOM MBICITH paccKasa.
2. KoMIo3umioHHast CTPyKTypa TeKCTa
3. CocraBneHne KpaTKUX XapaKTEPUCTHK TepOCB
4. AHanmu3 JIEKCHYECKOTO YPOBHS TeKCTa. BhiieeHne TeKCHKO-CEMaHTHIECKUX MOJIEH.

Y4ebHo-MeTomuueckas nureparypa: 1, 2, 4, 6
IIpodeccronanpabie 6a3bl JAHHBIX U HHPOPMAIMOHHBIE CIIPABOYHBIC CUCTEMEIL: 1, 2, 3, 4

4.2. Tewma 2. Ctunuctrdeckuii aHamu3 Tekcta ¥Y.C. Mosma "Cuactiussrii uenosek" ("The Happy
Man")
1. CtuneBast IpUHAATISKHOCTD JIEKCHKH TEKCTa « Tpoe B JIoaKe». YCTOWYHMBEIE BEIPAKECHHS B
pacckase.
2.JIexcudaeckue dKcnpeccuBHbIE cpencTBa. Metadops! 1 anuTeTsl. OOpa3HbIe CPABHEHHUS.
3. CHHTaKCHYECKHE BhIPa3HTEIbHBIE CPEACTBA.
4. Ponp aBTOpa
5. BeipaxkeHre cBOEro MHEHHUS O TTPOYUTAHHOM.
YyebHo-MeTomuUecKas mureparypa: 1, 2, 4, 6
IIpodeccronanpable 6a3bl JAHHBIX U HHPOPMAIIMOHHBIE CIIPABOYHBIC CUCTEMEL: 1, 2, 3, 4

5. Pazoen 5. UYmenue u ananus mexcma P. I'ondbepza: «HMckyccmeo paou cepouyay
Unit 5 “Art for heart’s sake” by R.Goldberg

Dopmupyemvie Komnemenyuu, 06pazoeamensvHbvle Pe3yibmMansl:
[IK-1: B.2 (IIK.1.3), V.2 (TIK.1.2), 3.3 (IIK.1.1)
OIIK-5: B.1 (OIIK.5.3), V.1 (OIIK.5.2), 3.2 (OIIK.5.1), 3.1 (OIIK.5.1)

5.1. Tema 1. Urenue n nureparypoBemdeckuii ananus Tekcta P. Tonnoepra: «VckyccTBo paau
cepaua»
Unit 5 “Art for heart’s sake” by R.Goldberg
1. Undopmarus o P. Tonnbepre u XxapakTepHBIX 4epTax ero CTHJIS.
2. Kparkoe conepxanne Tekcta «VICKycCTBO paau cepAna» M OCHOBHAS HIES.
3. KoMrmo3umioHHas CTpyKTypa TeKCTa.
4. CocraBiieHHE KPaTKAX XapaKTEPUCTHK TePOEB.
YyebHo-MeTomuueckas mureparypa: 1, 2, 4, 6
IIpodeccronanpubie 6a3bl JAHHBIX U HHPOPMAIMOHHBIE CIIPABOYHBIC CUCTEMEIL: 1, 2, 3, 4




5.2. Tema 2. Ctunctudeckuit ananus Tekcta «MckycctBo paau cepama» P. Tonnoepra
1. AHanu3 JIEKCUYECKOTO YPOBHSI TEKCTa. BhlienieHrne JeKCHKO-CEeMaHTHUYECKUX TIOJIeH.
2. CtuneBast IPUHAIICKHOCTD JIEKCHKH TeKcTa «VICKycCcTBO pamu cepamay»
3. JIekcmueckue dKCIpecCcuBHBIE cpencTBa. Meradopbl i dniuTeThl. OOpa3Hble CpaBHEHUSI.
4. CUHTaKCHUYECKHE BBIPa3UTEIbHBIC CPEICTBA
5. BeipaxkeHue cBOEro MHEHHUS O IPOYUTAaHHOM
Y4ebHo-MeTomuuecKas mureparypa: 1, 2, 4, 6
IIpodeccronanpabie 6a3bl JAHHBIX U HHPOPMAIMOHHBIE CIIPABOYHBIC CUCTEMEL: 1, 2, 3, 4

6. Pazoen 6. Ymenue u ananusz mexcma /lxc. Ioncyopcu: «sononeswiii yeemy
Unit 8 “The apple tree”
by J. Galsworthy

Dopmupyemvie Komnemenyuu, 06pazoeamensvHbvle Pe3yibmMansl:
[IK-1: B.2 (IIK.1.3), V.2 (TIK.1.2), 3.3 (IIK.1.1)
OIIK-5: B.1 (OIIK.5.3), V.1 (OIIK.5.2), 3.2 (OIIK.5.1), 3.1 (OIIK.5.1)

6.1. Tema 1. Yrenue u aureparypoBeaUecKuid aHann3 Tekera Tekcra k. [oncyopen:
«S10NMOHEBBIN 1IBET»
Unit 8 “The apple tree” by J. Galsworthy
HNudopmanus o [Ix. [oncyopen n XapakTepHBIX Y€pPTax €ro CTHIIA.
Kpatkoe conepxanue TekcTa «SI0JIOHEBBIN IIBET» U OCHOBHAS HJIES.
KommosunnonHast cTpykTypa TeKCTa.
CocraBieHne KpaTKuX XapakTEPUCTHK T'epOeB.

YuebHo-MeTomuueckas mureparypa: 1, 2, 4, 6
IIpodeccronanpuble 6a3bl JAHHBIX U HHPOPMAIMOHHBIE CIIPABOYHBIC CUCTEMEIL: 1, 2, 3, 4

6.2. Tewma 2. Crunmuctuaeckuii anaimms Tekcra Jlx. [oncyopen: «S16monessrit uBet» ("The Apple
Tree")
1. AHanu3 JIEGKCUYECKOTO YPOBHSI TEKCTa. BhlienieHne JeKCHKO-CeMaHTHUYECKUX TOJIeH.
2. CtuneBasi MpUHAAIS)KHOCTD JIGKCHKH pacckasza «SI0JOHEeBBIH 1IBET
3. JIekcuueckue SKCIpecCuBHBIE cpencTBa. Meradopbl i dntuTeThl. OOpa3Hble CpaBHEHUSI.
4. CUHTaKCHUYECKHE BBIpa3UTEIbHBIC CPEICTBA
5. BeipaxkeHue cBOEro MHEHHUS O IPOYUTAaHHOM
Y4ebHo-MeTomuueckas mureparypa: 1, 2, 4, 6
IIpodeccronanpable 6a3bl JAHHBIX U HHPOPMAIIMOHHBIE CIIPABOYHBIC CUCTEMEL: 1, 2, 3, 4

7. Mooepnuszm 6 uckyccmee u aumepamype

Dopmupyemvie Komnemenyuu, 06pazoeamensvHbvle Pe3yibmMansl:
[IK-1: B.2 (IIK.1.3), V.2 (TIK.1.2), 3.3 (IIK.1.1)
OIIK-5: B.1 (OIIK.5.3), V.1 (OIIK.5.2), 3.2 (OIIK.5.1), 3.1 (OIIK.5.1)

7.1. Tema 1. OOmue mocTyIaThl MOJCPHU3MA B HICKYCCTBE U JIUTEpaType KoHra 19 - Hagana 20
BB.
OO6mue mocTynarbl MOJIEpHU3Ma B HCKYCCTBE M TUTeparype konna 19 - Hagana 20 B.
1. Konerr BUKTOPHAHCKOM 3110XH
2. 1 MupoBas BoitHa
3. ®dunocodckue U HaydHbIe TeueHHs KoHMa 19 - Hadana 20 B. HHTYUTHBH3M,
SK3UCTCHIINAIN3M, TEOPHSI OTHOCUTEIEHOCTH, ICHXOAHAIIN3
4. HOBBIE TE€UCHHS B UCKYCCTBE U MY3BIKE: IMIIPECCHOHM3M, SKCIIPECCHOHU3M, HOBAsI MOPAJh
1 "HOBBINA XyJOXKHHK", TUTEPATypHBIH KPYKOK birymcoepu
Y4ebHo-MeTomuIecKas muteparypa: 1, 3,4, 5, 6
IIpodeccronanpabie 6a3bl JAHHBIX U HHPOPMAIMOHHBIE CIIPABOYHBIC CUCTEMEIL: 1, 2, 3, 4

7.2. Tema 2. MoOepHHUCTCKUH TEKCT B CPABHEHHUH C KIIACCHYECKUM ITOBECTBOBAHUEM
MonepHHUCTCKHIA TEKCT B CPAaBHEHNH C KJIACCHIECKUM TIOBECTBOBAaHHEM
1. ot BHenIHEH GOPMBI K BHYTPEHHEMY COACPKAHHIO
2. Tpaucgopmarus 6a30BbIX KaTETOPUI TEKCTA: CIOKET, CTPYKTYpa, BPEMS 1 MECTO
TIOBECTBOBAHUS, POJIb aBTOPA, TEXHUKA ITOBECTBOBAHMUS
3. DBOIOIHS TEPOST
4. DKCIEpHUMEHTHI B 00JIACTH CTHIISL M CPENICTB BHIPA3UTEIHLHOCTH

Y4ebHO-MeToTuIecKas muteparypa: 1, 3,4, 5, 6
IIpodeccronanpubie 6a3bl JAHHBIX U HHPOPMAIMOHHBIE CIIPABOYHBIC CUCTEMEL: 1, 2, 3, 4

8. K. Mancgpuno kak npedcmagumens mooeprHuma 6 AH2NUICKOU TUmepantype

Dopmupyemvie Komnemenyuu, 06pazoeamenvHbvle pe3yibmManmol:
[IK-1: B.2 (IIK.1.3), V.2 (TIK.1.2), 3.3 (IIK.1.1)
OIIK-5: B.1 (OIIK.5.3), 3.2 (OIIK.5.1), ¥.1 (OIIK.5.2), 3.1 (OIIK.5.1)




8.1.

Tema 1. Mogepuusm B ctuiie K. Mauchuna

Monepuusm B ctiiie K. Mauchung

1. XynoxxecTBeHHbIe MPUHIMITBI TBOpUecTBa K. Mauchuna

2. KiroueBblie TeMBI

3. TunmuHbIe CIOXeTH pacckazoB K. Mauchumna

4. Ponb aBTOpa B pacckazax K. MaHchu

5. Tunmmunable Tepon paccka3oB K. MaHchmig

Y4ebHO-MeToMUIecKas muTeparypa: 1, 3,4, 5, 6

IIpodeccronanpabie 6a3bl JAHHBIX U HHPOPMAIIMOHHBIE CIIPABOYHBIC CUCTEMEL: 1, 2, 3, 4

8.2.

Tema 2. Metonnmudeckoe mucbMo K. Mauchuna. Poib netanu B pacckazax mucarelIbHUITBL.
1. IlenTpamsHOE MecTO eTanu B pacckazax K. MaHchwmig

2. IMonTekcT B pacckazax K. Mauchunn

3. ®yHKIMH qeTand B pacckazax K. Mauacdung

Y4ebHo-MeTouIecKas muteparypa: 1, 3,4, 5, 6

IIpodeccronanpable 6a3bl JAHHBIX U HHPOPMAIMOHHBIE CIIPABOYHBIC CUCTEMEIL: 1, 2, 3, 4

8.3.

Tema 3. Anamm3 pacckaza K. Mauachung "Cuactee" ("Bliss")

Amnanu3 pacckaza K. Maacowunn "Caactee" ("Bliss")

1. OcHOBHas MBICJIb pacckasza B cBeTe (hUiI0co(CKUX MPUHITUIOB TBopUecTBa K. MaHChMIIT
2. CTpyKTypHBIE 0COOEHHOCTH paccka3a H WX HOBaTOPCTBO. MOJCPHUCTCKUE TEXHUKH
TTOBECTBOBAHUSI.

3. CTUIMCTHYECKAE TIPUEMBI

4. CHUHTaKCHYECKHE CPENICTBA BBIPA3UTEIIOHOCTH

5. BeiBox

YyebHo-MeTomuIecKas muteparypa: 1, 3,4, 5, 6

IIpodeccronanpabie 6a3bl JAHHBIX U HHPOPMAIMOHHBIE CIIPABOYHBIC CUCTEMEL: 1, 2, 3, 4

9. Umnpeccuonusm /I.I. Jlopenca

Dopmupyemvie Komnemenyuu, 06pazosamenvHbvle pe3yibmansl:
[IK-1: B.2 (IIK.1.3), V.2 (TIK.1.2), 3.3 (IIK.1.1)
OIIK-5: B.1 (OIIK.5.3), V.1 (OIIK.5.2), 3.2 (OIIK.5.1), 3.1 (OIIK.5.1)

9.1.

Tema 1. HoBaropckuii ctuie 1IN Jlopenca

Hosaropckwuii ctus [.I. Jlopenca

1. ®unocodcekue ocHoBsl TBopUecTBa .1 Jloperca

2. OcHoBuble Tembl TBopuectBa JI.I. Jlopenca

3. Nmmpeccuonusm JI.I. Jlopenca

4. Kocwmomnorus JI.I. Jlopenca

5. Okcnpeccuonmsm [1.I. Jloperca

6. CTUIMCTHYECKHE U CHHTaKCHIeCKHe CpecTBa BhIpasutenbHocTH. CuMBomusMm 1T
Jlopenca.

YyebHO-MeToIUIecKas muteparypa: 1, 3,4, 5, 6

IIpodeccronanpable 6a3bl JAHHBIX U HHPOPMAIMOHHBIE CIIPABOYHBIC CUCTEMEIL: 1, 2, 3, 4

9.2.

Tema 2. Ananu3 otpbeiBka u3 pomana J[.I". Jloperca "CbIHOBBS 1 JTFOOOBHUKH"

Amnanu3 orpsiBka u3 pomana JI.I'. Jloperca "CorHoBbs 1 mr000BHUKH" ("Sons and Lovers")
1. Kpatkoe comeprkanne orpbiBka. OcHOBHasI MbICb. Pumocodekast 6aza. (I 7
(Lad-and-girl Love)

2. IMmpeccHOHU3M U SKCIPECCHOHN3M B TOBECTBOBAHUH

3. Kocmomorus JI.I'. JlopeHca B OTphIBKe

4. CTHITUCTHYECKHE BRIPA3UTEIbHBIC CPEICTBA

5. BeiBog

Y4ebHo-MeToMUIecKas muTeparypa: 1, 3,4, 5, 6

IIpodeccronanpable 6a3bl JAHHBIX U HHPOPMAIMOHHBIE CIIPABOYHBIC CUCTEMEL: 1, 2, 3, 4

10. Umastcusm P. Onounzmona é pomane ""Cmepme 2epoa’’ (""Death of a Hero")

Dopmupyemvie Komnemenyuu, 06pazoeamenvHbvle pe3yibmansl:
[IK-1: B.2 (IIK.1.3), V.2 (TIK.1.2), 3.3 (IIK.1.1)
OIIK-5: B.1 (OIIK.5.3), V.1 (OIIK.5.2), 3.2 (OIIK.5.1), 3.1 (OIIK.5.1)
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10.1. Tema 1. Poman P. Onmunrrona "Cwmepts repos” ("Death of a Hero") - poman B cTrie
"mxaza"
1. "CmepTh Tepos" - Tydinii aHTHBOSHHBI pOMaH
2. I'eprpyna Craita o motepssaHOM mokoseHnd. Croxet pomaHa "CMepTh repos'. 3aroioBok
pomaHa
3. "CmMmepTh Tepos” - poMaH B CTHIIE JKa3a: pa3HOOOpa3HbIe TOHATBHOCTH HACTPOCHHS,
TEMBI, TEXHUKH
4. JTutepatypHble TEXHUKHU B poMaHe "CMepThb repos': pean3M, HaTypaliu3M, POMaHTH3M,
IKCIIPECCHOHU3M, UMIIPECCHOHU3M.
Y4ebHO-MeToTUIecKas muteparypa: 1, 3,4, 5, 6
IIpodeccronanpabie 6a3bl JAHHBIX U HHPOPMAIIMOHHBIE CIIPABOYHBIC CUCTEMEIL: 1, 2, 3, 4
10.2. Tema 2. Ananu3 oTpbeIBKOB 13 poMana P. Onguartona "Cmepts repos” ("Death of a Hero",

Ch. 2,3)

THE SUGGESTED SCHEME OF THE ANALYSIS OF AN ALDINGTON TEXT.

1. Intriguing introduction with a promise of the things which you are to dwell upon (
Aldington — an Imagist poet of fragile delicacy, an ardent lover of classical Greece and its
literature, deeply embittered by war, the representative of “the lost generation”, a mature
realist, an impressionistically imaginative writer, a word-painter, a romanticist who finds
consolation in the harmonious beauty of the natural world, very personal, highly sensitive and
extremely emotional in his books, believed that the war was declared against him personally).

2. A summary of the book from which the fragment analyzed has been chosen.
3. A summary of the fragment chosen for analysis.
4. Conceptual analysis of the text
5. Artistic analysis of the text (every item is to be proved and illustrated):
1)Narrative peculiarities;
2)General slant of the text;
3)A new character;
4)Rhythmicality of Aldington’s prose (a jazz-band novel based on constant variations of
tones, tonalities, rhythms, tempos, techniques, themes, variegated syntactic patterns;
abundance of musical terms, alliterations, rhyming prose close to poetry or music);
5)Application of artistic methods :
1. impressionistic method;
2.expressionistic method;
3.hyperbolic method;
4.dichotomic method: the favourite dichotomies: nature::civilization, social man::natural
man, inner::outer, light::darkness, etc.;
5.symbolic method: natural phenomena are represented through the men-made objects of
luxury to symbolize the splendour and grandeur of the natural world;
6.imagistic method: pure, laconic, concrete, visual, physically palpable images; webs of
interconnected images which create sustained metaphors;
7.mythological method;
8.naturalistic method: representing everything with harsh direct air of authenticity, especially
battle and trench scenes;
6)Language (intensely emotional, synaesthetic, sensorial, impressionistic, expressionistic,
poetic, lyrical);
7)Imagery;
8) Artistic syntax (detachment, parataxis, all kinds of repetitions, antithesis, parallel
constructions, inversions).

6. Conclusion
1). Brief characterization of the author’s artistic system (in accord with his views, life
experience and feelings); his style of extreme emotionality, critical and very personal
attitudes; his innovations (a peculiar combination of realistic and modernistic methods of
representation).
2). The analyst’s attitude to the text analyzed.

YuebHO-MeTOAMYECKas uTeparypa: 1, 3,4, 5, 6
[Ipodeccronanbhble 6a3bl TaHHBIX U HHPOPMALMOHHbIE CIIPABOYHBIE CUCTEMBL: 1, 2, 3, 4

11. Mooepnucmckue mexuuxu /yc. /coiica 6 pomane " Ynuce"

Dopmupyemvle KomnemeHyuu, 00pPa3oeamesibHble Pe3y1bMambl:
OIIK-5: 3.1 (OIIK.5.1), 3.2 (OIIK.5.1), V.1 (OIIK.5.2), B.1 (OIIK.5.3)
IK-1: 3.3 (IIK.1.1), ¥.2 (IIK.1.2), B.2 (IIK.1.3)
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11.1. Tema 1. Texuuka motoxa co3Hanus B pomane J[x. [xoiica "Ymuec" ("Ulysses") 2
Texnuka motoka co3Hanus B pomane "Yiucc" ("Ulysses")
1. llurarsl ¥ aJTt03UK B pOMaHe
2. "MHororosocke" pomana. [01oc aBTopa 1 roJ10C reposl.
3.ACCONMaTHBHOCTH MTOTOKA CO3HAHUS
4. Meudra u peanbHOCTh B poMaHe "VYiucc"
5. CMmemieHne cTuien
Y4ebHO-MeToMUIecKas muTeparypa: 1, 3,4, 5, 6
IIpodeccronanpabie 6a3bl JAHHBIX U HHPOPMAIIMOHHBIE CIIPABOYHBIC CUCTEMEL: 1, 2, 3, 4

11.2. Tewma 2. Bpems u npoctpancTtso B pomane J[x. Ixotica "Vimce" (Ulysses") 2

Bpewms u ipocTpancTBo B pomane Jx. Jxoiica "Yiucc"

1. TomepoBckue mapanienu

2. Tonoc Iyonmuna

3. O0BEKTUBHOE U CyOBEKTHBHOE BPEMSI IIOBECTBOBAHIIS

4. T'ycronacenenuslit mup "Yiucca"

Y4ebHO-MeTomuIecKas muteparypa: 1, 3,4, 5, 6

IIpodeccronanpabie 6a3bl JAHHBIX U HHPOPMAIMOHHBIE CIIPABOYHBIC CUCTEMEIL: 1, 2, 3, 4

11.3. Tema 3. CTunmucTudeckuil aHaIu3 OTpeIBKa u3 pomana [Ix. [[xoiica "Ymucc" ("Ulysses") 2
CTuiucTHYecKuil aHaIu3 OTphIBKa 13 pomana JIx. Jxotica "Ymmec"
1. Kpatkoe comeprkanne u puirocopckrue MOTHUBBI TBOpuecTBa k. JI>kolica, oTpakeHHBIC B
TEKCTE
2. MmpeccHOHU3M TIOBECTBOBAHUS
3. DKCIPECCHOHN3M TTOBECTBOBAHHUS
4. DK3UCTEHINATH3M TTOBECTBOBAHUS
5. CTHITUCTHYECKHE CPEICTBA BEIPA3UTEIFHOCTH
6. CHHTaKCHYECKHEe CPECTBA MOJCPHUCTCKOTO IIOBECTBOBAHHUS
7. BeiBOz
YyebHO-MeToMuIecKas muTeparypa: 1, 3,4, 5, 6
IIpodeccronanpable 6a3bl JAHHBIX U HHPOPMAIMOHHBIE CIIPABOYHBIC CUCTEMEIL: 1, 2, 3, 4

3.2 CPC
HaumenoBaHnue pa3nejia JTMCHUILTUHBI (MOAYJIs1)/ TpynoeMkocTh
TeMa I CAMOCTOSITEILHOTO U3YYeHHS (K0JI-BO 4acoB)

1. Pazoen 1. Ymenue u ananuz mexcma /pc. K. /Iorce-poma «Tpoe 6 n100ke, ne cuumasn
cooa-ku»
Unit 1 “Three men in a boat” by Je-rome K. Jerome 4

Dopmupyemvie Komnemenyuu, 06pazosamenvHbvle Pe3yibmManmsl:
OIIK-5: 3.1 (OIIK.5.1), 3.2 (OIIK.5.1), V.1 (OIIK.5.2), B.1 (OIIK.5.3)
[K-1: 3.3 (IIK.1.1), V.2 (IIK.1.2), B.2 (IIK.1.3)

1.1. Tewma 2. Ctunuctudecknii anaau3 oTpeiBka u3 pomana JIx. K. Jlxxepoma "Tpoe B moaxke" 4
("Three Men in a Boat")
3aoanue 013 camocmoamenbHoO20 6bINOIHEHUA CHYOEHMOM:
OCHOBHBIE TIPHEMbI FOMOPHUCTUIECKON JTUTEPATYPHI
1. Uponus
2. FOmop
3. Capkasm
4. Tunrepboira
YyebHo-MeTomuueckas mureparypa: 1, 2, 4, 6
IIpodeccronanpubie 6a3bl JAHHBIX U HHPOPMAIMOHHBIE CIIPABOYHBIC CUCTEMEIL: 1, 2, 3, 4

2. Pazoen 2. Ymenue u ananuz ompwoigka uz pomana O. Yaiinvoa "Illopmpem /lopuana I'pes"
("The Picture of Dorian Gray", Ch. 4) 6

Dopmupyemvie Komnemenyuu, 06pazosamenvHbvle Pe3yibmManmsl:
OIIK-5: 3.1 (OIIK.5.1), 3.2 (OIIK.5.1), V.1 (OIIK.5.2), B.1 (OIIK.5.3)
[K-1: V.2 (TIK.1.2), 3.3 (IIK.1.1), B.2 (IIK.1.3)
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2.1. Tewma 2. CtunucTrdecKuii aHau3 oTpbIBKa U3 pomana O. Yaiinpna "Iloptper Jopuana
I'pes" ("The Picture of Dorian Gray", Ch. 4)
3adanue onn camocmoamensHozo 6bINOIHEHUSL CHIYOCHIMOM:
IIsecer O. Yanpaa
1. ®dunocodcekue u dcTeTHUECcKre 0CHOBBI TBopuecTBa O. Yaiinbaa
2. Kpatkwuit ananmus 2 neec O. Yaiinmbaa (kpaTkoe conepikanne, TIIaBHbIE TepOr, OCHOBHAS
MBICITb, CTHJINCTUYECKUE PUEMBI, IPUMEHSIEMBIC B ITbECax)
Y4ebHO-MeTomuUecKas mureparypa: 1, 2, 4, 6
IIpodeccronanpabie 6a3bl JAHHBIX U HHPOPMAIMOHHBIE CIIPABOYHBIC CUCTEMEIL: 1, 2, 3, 4

3. Pazoen 3.UYmenue u ananuz mexcma A. Asumoga "Kax um 6win0 eeceno!" (“The fun they
had” by A. Asimov)

Dopmupyemvie Komnemenyuu, 06pazoeamenvHbvle pe3yibmansl:
OIIK-5: 3.1 (OIIK.5.1), 3.2 (OIIK.5.1), V.1 (OIIK.5.2), B.1 (OIIK.5.3)
[IK-1: 3.3 (IIK.1.1), V.2 (IIK.1.2), B.2 (IIK.1.3)

3.1. Tewma 2. Crunmuctuaecknii anaimms Tekcta A. Aznmosa "Kak nm 6s110 Beceno” (“The Fun
They Had” by A. Asimov)
3aoanue 013 camocmoamenbHo20 6bINOIHEHUA CHYOEHMOM:
JKanp HIlay4HO¥ (paHTACTUKH B aHTII0AMEPHKAHCKOH uTeparype. OCHOBHBIE
npencraBuTend. KimroueBas TemMaTika mpou3BeAeHNN HayIHOH (paHTaCTHKH.
Y4ebHO-MeTomuuecKas mureparypa: 1, 2, 4, 6
IIpodeccronanpabie 6a3bl JAHHBIX U HHPOPMAIMOHHBIE CIIPABOYHBIC CUCTEMEIL: 1, 2, 3, 4

4. Pazoen 4. Ymenue u ananus mexcma Y.C. Moama "Cuacmaugwuii uenosex' (""The Happy
Man'")

Dopmupyemvie Komnemenyuu, 06pazoeamenvHbvle Pe3yibmansl:
[IK-1: B.2 (IIK.1.3), V.2 (TIK.1.2), 3.3 (IIK.1.1)
OIIK-5: B.1 (OIIK.5.3), V.1 (OIIK.5.2), 3.2 (OIIK.5.1), 3.1 (OIIK.5.1)

4.1. Tewma 2. Crunuctnueckuii ananu3 Tekcta ¥Y.C. Moama "Caactiuserii yenosek” ("The
Happy Man")
3adanue onn camocmoamenbHozo 6bINOIHEHUSL CHIYOCHIMOM:
Ocobennoctu ctiig Y.C. Moama. KpaTtkoe onncanue OCHOBHBIX MPOU3BEACHNN TTUCATETIS.
dutocodcekas ocHoBa TBopuecTBa Y.C. MosMma.
Y4ebHO-MeTomuuecKas mureparypa: 1, 2, 4, 6
TIpodeccronanpable 6a3bl JAHHBIX U HHPOPMAIMOHHBIE CIIPABOYHBIC CUCTEMEIL: 1, 2, 3, 4

5. Pazoen 5. UYmenue u ananuz mexcma P. I'ondéepza: «HMckyccmeo paou cepouya»
Unit 5 “Art for heart’s sake” by R.Goldberg

Dopmupyemvie Komnemenyuu, 06pazosamenvHbvle pe3yibmansl:
[IK-1: B.2 (IIK.1.3), V.2 (TIK.1.2), 3.3 (IIK.1.1)
OIIK-5: B.1 (OIIK.5.3), V.1 (OIIK.5.2), 3.2 (OIIK.5.1), 3.1 (OIIK.5.1)

5.1. Tema 2. Ctunctudeckuit ananus Tekcta «VckycctBo pagu cepama» P. Tonnoepra
3aoanue 013 camocmoamenbHo20 6bINOIHEHUA CHYOEHMOM:
Hcrnonp3oBanue mpodeccuoHaIbHON JISKCUKH B XyJOKECTBEHHOH JINTEPAType
Y4ebHo-MeTomuuecKas mureparypa: 1, 2, 4, 6
IIpodeccronanpubie 6a3bl JAHHBIX U HHPOPMAIMOHHBIE CIIPABOYHBIC CUCTEMEIL: 1, 2, 3, 4

6. Pazoen 6. Ymenue u ananusz mexcma /lxc. Ioncyopcu: «sononeswiii yeemy
Unit 8 “The apple tree”
by J. Galsworthy

Dopmupyemvie Komnemenyuu, 06pazoeamensvHbvle Pe3yibmMansl:
[IK-1: B.2 (IIK.1.3), V.2 (TIK.1.2), 3.3 (IIK.1.1)
OIIK-5: B.1 (OIIK.5.3), V.1 (OIIK.5.2), 3.2 (OIIK.5.1), 3.1 (OIIK.5.1)

6.1. Tema 2. Crunuctnyeckuii ananu3 Tekcta J[x. [oncyopcu: «SI6monessiit iBeT» ("The Apple
Tree")
3aoanue 013 camocmoamenbHoO20 6bINOIHEHUA CHYOEHMOM:
Pons npuponst B npousseaenusx Jx. [oncyopcu
IIpupona - ocHOBa cO31aHISI MECTHOTO KOJIOPHTA
[Ipupona xak OTpaXxeHNE IICUXOIOTHIECKON aTMOC(EPHI IUTEPATYPHOTO TIPOU3BEICHNUS
Omnmcanue MPUPOABI KaK CPEICTBO PACKPHITHS BHYTPEHHETO MHUPa TePOEB JINTEPaTypHOTO
TIPOM3BEICHHS
Y4ebHO-MeTomuuecKas mureparypa: 1, 2, 4, 6
IIpodeccronanpable 6a3bl JAHHBIX U HHPOPMAIMOHHBIE CIIPABOYHBIC CUCTEMEL: 1, 2, 3, 4

7. Mooepnusm 6 uckyccmee u aumepamype
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Dopmupyemvie Komnemenyuu, 06pazoeamenvHbvle Pe3yibmManmsl:
[IK-1: B.2 (IIK.1.3), V.2 (TIK.1.2), 3.3 (IIK.1.1)
OIIK-5: B.1 (OIIK.5.3), V.1 (OIIK.5.2), 3.2 (OIIK.5.1), 3.1 (OIIK.5.1)

7.1. Tema 2. MonepHHUCTCKUH TEKCT B CPABHEHHUH C KIIACCHYECKUM ITOBECTBOBAHUEM
3aoanue 013 camocmoamenbHo20 6bINOIHEHUA CHYOEHMOM:
TBopuecTBO D. XeMUHTYISI
1. dKuzHEeHHBIH OTBIT DpHECTa XEMEHTYdsI, KaAK OCHOBA €r0 MUPOBO33PEHUS
2. ®unocodckre IPUHIMITEI TBOPYECTBAa JpHECTA XIIEMHUHTYIS: HUTHIN3M, CTOUIIN3M,
HETIPUATHE COBPEMEHHOTO MUpa, HECYIIIETO CMEPTh, HEYAAauX U TIIETHOCTh YCHITHHA
3. DcreTnka TBOpUecTBa JpHECTa XEMUHTYIs: BAXKHOCTh MecTa, (pakta, atmochepsl u
OCTpOE YYBCTBO IPEKPACHOTO
4. I'nmaBHBIE TEMBI B TBOPUECTBE DpHECTA XEMUHTYIS
YyebHo-MeTomuuecKas muteparypa: 1, 3,4, 5, 6
IIpodeccronanpuble 6a3bl JAHHBIX U HHPOPMAIMOHHBIE CIIPABOYHBIC CUCTEMEIL: 1, 2, 3, 4

8. K. Mancgpuno kak npedcmagumens mooeprHuma 8 AH2NUICKOU TUmepaniype

Dopmupyemvie Komnemenyuu, 06pazoeamenvHbvle pe3yibmMansl:
[IK-1: B.2 (IIK.1.3), V.2 (TIK.1.2), 3.3 (IIK.1.1)
OIIK-5: B.1 (OIIK.5.3), 3.2 (OIIK.5.1), ¥.1 (OIIK.5.2), 3.1 (OIIK.5.1)

8.1. Tema 2. Metornmunueckoe mucbMo K. Maucoung. Pons neranm B pacckazax
MUCATEeTEHUIIBL.
3aoanue 013 camocmoamenbHoO20 6bINOIHEHUA CHYOEHMOM:
BopuecTBO Y.C. Moama
1. ®dunocodcekue u TBOpUYSCKUE MPUHITUIBHI TBopuecTBa Y.C. Moama
2. Tunmuabie TeMbl Tpou3BeneHuit ¥Y.C. Mosma
3. Adopuctranocts npousBenenuit JI.I. JlopeHca
4. HoBbIii CTHIIH IOBECTBOBAHMSI: YCTPAHEHHBIH aBTOP
5. CpenctBa BBIpa3UTEIHLHOCTH U CHHTAKCHC TIpou3BeaeHuid ¥Y.C. Mosma
Y4ebHO-MeToMuIecKas muteparypa: 1, 3,4, 5, 6
IIpodeccronanpable 0a3bl JAHHBIX U HHPOPMAIIMOHHBIE CIIPABOYHBIC CUCTEMEL: 1, 2, 3, 4

9. Umnpeccuonusm /I.I. Jlopenca

Dopmupyemvie Komnemenyuu, 06pazoeamenvHbvle pe3yibmMansl:
[IK-1: B.2 (IIK.1.3), V.2 (TIK.1.2), 3.3 (IIK.1.1)
OIIK-5: B.1 (OIIK.5.3), V.1 (OIIK.5.2), 3.2 (OIIK.5.1), 3.1 (OIIK.5.1)

9.1. Tewma 2. Ananu3 otpsiBka u3 pomana /I.I". Jloperca "CoIiHOBBS 1 TF000BHUKH"
3adanue onn camocmoamensHozo 6bINOIHEHUSL CHIYOCHIMOM:
TBopuecTBo Onmoca Xakciu
1. ®dunocodckue ocHOBBI TBOpUecTBa O. Xakciu
2. MoaepuusM B ipousBeneausx O. Xakcau
3. Tunmmunasie TeMbI U Tepon O. Xakcau
4. MHuororonocue pomana "Xenterit Kpom": paznooOpasue TUCKypCUBHBIX MPAKTHK B
pomaHe
5. MoaepHUCTCKHE TEXHUKHU TIOBeCTBOBaHUS B poMane "JKenterid KpoM": ummpeccrnonnsm,
IKCIIPECCHOHHU3M
YyebHo-MeToTUIecKas muTeparypa: 1, 3,4, 5, 6
IIpodeccronanpabie 6a3bl JAHHBIX U HHPOPMAIMOHHBIE CIIPABOYHBIC CUCTEMEIL: 1, 2, 3, 4

10. Umastcusm P. Onounzmona é pomane ""Cmepme 2epoa’’ (""Death of a Hero")

Dopmupyemvie Komnemenyuu, 06pazoeamenvHbvle Pe3yibmMansl:
[IK-1: B.2 (IIK.1.3), V.2 (TIK.1.2), 3.3 (IIK.1.1)
OIIK-5: B.1 (OIIK.5.3), V.1 (OIIK.5.2), 3.2 (OIIK.5.1), 3.1 (OIIK.5.1)

10.1. Tema 2. Ananu3 oTpbeIBKOB 13 pomana P. Onguartona "Cmepts repos” ("Death of a Hero",
Ch. 2,3)
3adanue onn camocmosamensHozo 6bINOIHEHUSL CHIYOCHIMOM:
TeopuectBo ['pama I'puna. Poman "Tuxuit amepukanern"
1. O6mas nHpOopMAIHS O TIFCATENe U €T0 CTHIIE
2. JIuteparypoBeaueckas U CTHIUCTHUYECKAs XapakTepucTuka pomana ['pama ['puna "Tuxuit
amepukanen"
3. AHanu3 OHOTO M3 OTPHIBKOB poMaHa [pama I'puna "Tuxwmii amepukanerr”
4. 3axiroueHue
Y4ebHO-MeToUUecKas muteparypa: 1, 3, 4, 5
IIpodeccronanpable 6a3bl JAHHBIX U HHPOPMAIIMOHHBIE CIIPABOYHBIC CUCTEMEL: 1, 2, 3, 4

11. Mooepnuucmckue mexnuku /laec. /Itcoiica 6 pomane " Ynucce"
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Dopmupyemvie Komnemenyuu, 06pazoeamenvHbvle Pe3yibmManmsl:
OIIK-5: 3.1 (OIIK.5.1), 3.2 (OIIK.5.1), V.1 (OIIK.5.2), B.1 (OIIK.5.3)
[IK-1: 3.3 (IIK.1.1), V.2 (IIK.1.2), B.2 (IIK.1.3)

11.1. Tewma 3. CTunmucTu4eckuil aHaIM3 OTpeIBKa U3 pomana [Ix. [[xoiica "Ymucc" ("Ulysses")
3aoanue 013 camocmoamenbHo20 6bINOIHEHUA CHYOEHMOM:
Monepuusm B TBopuectBe B. Bynbsd. Poman "Opnanmo"
1. O6mas napopMmarus o TBopuecTse U ctuie B. Bynbd
2. JIuteparypoBeaueckas U CTHIUCTHYECKAs XapakTepucTuka pomana B. Bynbd
"Opmango"
3. AHanu3 OHOTO M3 OTPHIBKOB pomaHa B. Bynbd "Opnanmo"
4. 3axitoueHue
YuyebHO-MeToMUUecKas muteparypa: 1, 3, 4, 5
IIpodeccronanpabie 6a3bl JAHHBIX U HHPOPMAIMOHHBIE CIIPABOYHBIC CUCTEMEL: 1, 2, 3, 4
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4. YYEBHO-METOAUYECKOE U UH®OPMAIIMOHHOE OBECIIEYEHUE JUCIUIIJINHBI

4.1.

YueOHo-MeTOANYECKAS JTUTEPATYPa

Ne
/1

bubmmorpadudeckoe onvcanue (aBTop, 3arjiaBue, BUI U3TaHUS, MECTO,
W3/1aTeNbCTBO, TOJ U3/IAHMUS1, KOJINYECTBO CTPAHHIL)

Ccoinka Ha uctouyHuk B OBC

OcHoBHas auTEparypa

CrunmcTrka ammickoro s3eika. English Stylistics [Dnexrponusrit pecypce]:
yuebHoe mocobue/ JI.C. Kpoxanesa [u ap.].— DIeKTpOH. TEKCTOBBIC JaHHbBIC.—
Mumnck: Pecrybnukanckuii HHCTUTYT TipodeccruonansHoro odpasosanus (PUITO),
2018.— 124 c.

Pexxum nocrymna:
http://www.iprbookshop.ru/
84892.html.— ObC
«IPRbooks»

IIpakTudeckuii Kypc aHDIMKUCKOTO S3bIKa: 3 Kypc: YUeOHHK JUIS MEJ.BY30B / pei.
B.JI.Apakus.- 4-e u3a., nepepad.u pom.- M.: Biagoc, 2018. — 232 c.

Kysnernosa JI.D. OCHOBBI HHTEPIIPETALINN XYIOKECTBEHHOTO TEKCTa (Ha Marepuaie
AHTJIMICKOTO sI3bIKa) [ DIEKTPOHHBIN pecypc]: yaeOHO-MeToanIecKoe mocooue/
Kysnernosa JI.D.— DneKTpoH. TEKCTOBBIE JaHHbIC.— ApPMaBHp: ApMaBUPCKUH
TOCyIapCTBEHHBIN Nienarornueckuii yaupepeutet, 2020.— 91 c.

— Pexwum gocryna:
http://www.iprbookshop.ru/
101093.html.— 3BC
«IPRbooksy»

JlonoiHuTEILHAS TNTEPATYpa

Weunkas H.JI. Learning to read and discuss fiction: y4. moco6ue. — M: IIpomeTeii,
2011. — 188 c. — Pexxum nocrtyma : http:// www. Iprbookshop.ru / 8287.

Kyxapenko B.A. MaTepnperanus TekcTa:y4ed.mocodue st CTyIeHTOB
nen.nH-ToB/B.A . Kyxapenko.-2-e u3n., nmepepad.- M. : [Ipocsemenue, 1988. - 192 c.

Kysnenosa JI.D. CTunmcTHKa aHIIMKACKOTO s3bIKa [ DIIEKTPOHHEBIN pecypc] :
yueOHO-METOIMUYECKOe TOCOOHE IS CTYNEHTOB (haKyIbTeTa MHOCTPAHHBIX S3bIKOB,
00yuaronuxcs Mo HapaBIeHUIM MOAroToBKH «Ilenarornyeckoe oOpa3oBaHue» u
«JIuarBuctukay / J1.J. Ky3HenoBa. — DIEKTpOH. TEKCTOBBIE TaHHbIe. — ApMaBHUp:
ApMaBUPCKHIA TOCYTapCTBEHHBIN Tlenarorndecknii yausepcuret, 2014, — 261 ¢. —
2227-8397.

. — Pexxum nocrymna:
http://www.iprbookshop.ru/
54536.html

4.2. CoBpeMeHHbIe podeccHOHAIbHBIE 0a3bI JaHHBIX M HHPOPMAIHOHHBIE CIPABOYHbIE CHCTEMBI,
HCIO0JIb3yeMble MPH 0CYINeCTBICHHH 00Pa30BaTeILHOI0 MPOIEcca Mo JUCHHILTHHE

Ne
/1

HanmeHnoBaHue 0a3bl TaHHBIX

Cchlika Ha pecypc

—

Online cioBaps u Tezaypyc Cambridge Dictionary

https://dictionary.cambridge
.org/ru/

[\S]

SHIEKC—DHIUKIIOIEANH U CIOBapH

http://slovari.yandex.ru

[O8)

baza manubix «BecemupHbIi 0030p IIEHHOCTEH»

http://www.worldvaluessurv
€y.org/wvs.jsp

EnnHoe okHO JocTyna K 00pa3oBaresbHbIM pecypcam

http://window.edu.ru
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5. ®OHJI OEHOYHbBIX CPEACTB VIS IPOBEJEHUA TEKYIIETI'O KOHTPOJISA U
MHNPOMEXKYTOYHOU ATTECTAIIUHU OBYYAIOIIIUXCA 110 JUCHUIIJIMHE (MO YJIIO)

5.1. Onncanne noka3areseil 1 KpUTepHeB OLCHNBAHNUS KOMIIeTCHIMIA

Kon xomnerennuu mo ®I'OC

3
T =%
T =
2 g
Texymuii 25
YIIUH KOHTPOJIb % 9
[}
¥
Kopn obpasoBarenbHOro pesynbrara =
~
JUCHUIIIUHBL g gE . % § o =
g B F = = 3 g =
O ISE=| o ° = () <
o S = D) 2 Qo = = 1)
ST o E Q 5 &a 3
o2 = 5 < Q a, ® = <) Q)
= SRS = M [} < = = =
< g0 = = 8 s 9
2 55 ¢ 5 z &
= s a =
OIIK-5
3.1 (OIIK.5.1) + + + + + + + +
3.2 (OIIK.5.1) + + + + + + +
V.1 (OIIK.5.2) + + + + + +
B.1 (OIIK.5.3) + + + + + + +
TIK-1
3.3 (TIK.1.1) + + + + + + + +
V.2 (TIK.1.2) + + + + + + + +
B.2 (TIK.1.3) + + + + + + + +

5.2. TunoBble KOHTPOJIbHBbIC 3aJaHUS WM HHbIC MAaTepHAJbI, HEOOXOAUMBIE [JIsl OLCHKH 3HAHWI, YMEHHH,
HABBIKOB H (UJH) ONbITA AeSITETbHOCTH, XapaKTePH3YIOLIUX 3TaNbl GOPpMUPOBAHUS KOMIIeTeHIIMIi.

5.2.1. Tekymuii KOHTPOJIb.

TumoBsle 3amanus Kk pazgeny "Pasmen 1. Urenne n anamu3 tekcta [x. K. Ixe-poma «Tpoe B 10xaKe, HE cUUTAS
co0a-Km»
Unit 1 “Three men in a boat” by Je-rome K. Jerome
1. AHaM3 TekcTa
Amnanu3 otpsiBKa U3 pomana «Tpoe B nogke» Jx. K. J[xepoma no npeanoxeHHOHN cxeme
AN OUTLINE OF ANALYSIS OF AN ARTISTIC TEXT
1. Information about the author
2. Summary + Summary of the Summary (the main idea)
3. Narrative techniques
4. Division into parts
The reasons for the division are: a) the change of the place of action
5. The Atmosphere
6. The structural design (if necessary)
Middle from the beginning technique
Surprise ending
7. The Lexical level (choice of words, synonyms, set expressions)
8. The Artistic level
9. The syntactical level
10. The characters’ sketches
11. Impressions
Konnuectso 6ayutos: 10
2. lesioBasi/poJieBast HTpa
Ponesas urpa
Wucnenuposka orpeiBka u3 pomana Jix..K. Ixepoma "Tpoe B noaxe'
Komnuectso 6aynos: 5
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3. Jloksiaa/coodieHue
Coobmienne Ha Temy "UepThl IOMOPHUCTHIECKOMN TUTEPATyPhl B OT-phIBKe M3 pomaHa Y. JIukkeHca «3amucKku
ITuxBukckoro kiay6a» ("The Pickwick Papers")
Komnuectso 6aimnos: 10
TumoBrle 3amanus K pazaeny "Pasmen 2. Urenue n ananu3 oTpeiBka u3 pomana O. Yaimpna "[loptper Jopuana I'pes”
("The Picture of Dorian Gray", Ch. 4)":
1. AHanM3 TekcTa
Amnanu3 orpsiBKa U3 pomana «Iloptpet Jopuana I'pes» O. Yaiinpaa no npeanokKeHHON cxeMe
AN OUTLINE OF ANALYSIS OF AN ARTISTIC TEXT
1. Information about the author
2. Summary + Summary of the Summary (the main idea)
3. Narrative techniques
4. Division into parts
The reasons for the division are: a) the change of the place of action
5. The Atmosphere
6. The structural design (if necessary)
Middle from the beginning technique
Surprise ending
7. The Lexical level (choice of words, synonyms, set expressions)
8. The Artistic level
9. The syntactical level
10. The characters’ sketches
11. Impressions
Konnuectso 6ayutos: 10
2. lepeBon
XynokecTBEHHBI! TiepeBoA oTpbIBKa U3 pomana «Iloptper Jopuana I'pes» O. Yainpaa
KomnuecTso 6aynos: 5
3. Jcce
Crunucruueckue ocodeHnoctu noec O. Yaiinpaa
1. Berymuienne. O6mias napopmanus o ctuie O. Yaiuipaa.
2. Tematuka neec O. Yaiinbpna
3. AHanu3 CTHIIMCTHYECKUX MPUEMOB JI00bIX 2 bec O. Yaiiipna
4. 3axstoueHue
Konnuectso 6ayutos: 10
Tunossle 3ananus k pazzaeny "Paznen 3.Urenne n ananu3 texcra A. AsumoBa "Kak um 6bu10 Beceno!" (“The fun they
had” by A. Asimov)":
1. AHaIH3 TeKcTa
Ananmu3 pacckasa "Kak um 6bu10 Beceno” ("The Fun They Had" by A. Asimov) A. A3uMOBa NONPETIOKESHHON CXeMe

AN OUTLINE OF ANALYSIS OF AN ARTISTIC TEXT
1. Information about the author
2. Summary + Summary of the Summary (the main idea)
3. Narrative techniques
4. Division into parts
The reasons for the division are: a) the change of the place of action
5. The Atmosphere
6. The structural design (if necessary)
Middle from the beginning technique
Surprise ending
7. The Lexical level (choice of words, synonyms, set expressions)
8. The Artistic level
9. The syntactical level
10. The characters’ sketches
11. Impressions
KomnmuecTso 6ammos: 10
2. leaoBasi/posieBasi urpa
PoneBast urpa-uHcieHnpoBKa pacckasza "Kak um 6b110 Beceno" ("The Fun They Had" by A. Asimov) A. A3umoBa
KomnmaecTso 6amos: 5
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3. MyabTumMenuiiHas pe3eHTamus
Mynerumenuiinas npe3eHTanus Ha Temy "KaHp HaydHO#H (aHTACTHKH B aHTIIOAMEPHUKAHCKOW TuTeparype"”
Br16parts TBOpUECTBO OJHOTO M3 MHCaTeNeii-haHTacTOB M KPAaTKO OXapaKTepHU30BaTh €ro M0 TUIaHy.
1. Ilucarenb U ero OCHOBHBIE MPOU3BEICHUS
2. OCHOBHBIE TEMBI TBOPUECTBA
3. [Ipumepsl, kpaTkuit anamu3 1-2 paccka3os.
KomnmuecTso 6ammos: 10
TumoBsle 3amanus K pazaeny "Pasmen 4. Urenne n anammu3 tekcta ¥Y.C. Mosma "Cuaactiussrii venosek" ("The Happy
Man")":
1. AHaTU3 TeKcTa
Amnanus pacckaza Y.C. Mosma "Cuactiussiii yenosek" ("The Happy Man" by W.S. Maugham) no npeioxeHHo#M
cxeme

AN OUTLINE OF ANALYSIS OF AN ARTISTIC TEXT
1. Information about the author
2. Summary + Summary of the Summary (the main idea)
3. Narrative techniques
4. Division into parts
The reasons for the division are: a) the change of the place of action
5. The Atmosphere
6. The structural design (if necessary)
Middle from the beginning technique
Surprise ending
7. The Lexical level (choice of words, synonyms, set expressions)
8. The Artistic level
9. The syntactical level
10. The characters’ sketches
11. Impressions
KonuuecTro 6ammos: 10
2. MyabTUMeIUiTHAS TPe3eHTAMS
Mynerumenuitnas npesentauus "Tsopuectso Y.C. Mosma"
1. OcHOBHBIE IPOU3BEACHUS
2. OcHOBHas TeMaTHKa
3. Ocobennoctu ctmist. ApopuctuaHocTs Y.C. Moama
4. Kpatkoe onucanue 1 mpousBeaecHus
KonuuecTro 6amos: 10
3. IlepeBox
XyH0KeCTBEHHBIN TIEPEBOI OTPhIBKA pacckasza Y.C. Mosma "Cuactiuseiii yenosek” ("The Happy Man" by W.S.
Maugham)
KonmuecTBo 6amnos: 5
TumnoBsle 3amanus K pasaeny "Pasnen 5. Urenue u ananus tekcta P. [onnoepra: «/ckyccTBo pamu cepamay
Unit 5 “Art for heart’s sake” by R.Goldberg
1. AHanu3 TekcTra
Amnanu3 Texcta «MckyccTBo paau cepana» P. Tomadepra mo mpemiokeHHOM cxeMe
AN OUTLINE OF ANALYSIS OF AN ARTISTIC TEXT
1. Information about the author
2. Summary + Summary of the Summary (the main idea)
3. Narrative techniques
4. Division into parts
The reasons for the division are: a) the change of the place of action
5. The Atmosphere
6. The structural design (if necessary)
Middle from the beginning technique
Surprise ending
7. The Lexical level (choice of words, synonyms, set expressions)
8. The Artistic level
9. The syntactical level
10. The characters’ sketches
11. Impressions
KomnmuecTso 6ammos: 10
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2. loxnaa/cooduienne
Hoxuan Ha Temy "lTIpodeccnonanpHas Jiekcuka B iureparype"
1. ITomoOpatk mpuMepsI yIoTpeOIeHus PO eCCUOHATEHOM JIEKCHKH B JIUTEpAType
2. [IpokommeHTHpOBaTh dQ ekt ynorpedieHus npodheCcCHOHATHLHOM JEKCUKHU B IPOU3BEICHUN
IoaroroButs HoKman Ha TeMy «lOMopHCTH-UecKas TUTEpaTypa AMEPHKI»
KomnuecTso 6amnos: 15
TumoBsle 3amanus K pazaeny "Pasmen 6. Urenne n anamu3 tekcta [Ix. Toncyopen: «S10moHEBBII IBET
Unit 8 “The apple tree”
by J. Galsworthy
".
1. AHanHM3 TekcTa
Amnanus texcra k. Ioncyopeu: «S16noneBsiii iBet» (“The apple tree” by J. Galsworthy) o npeioxeHHo# cxeme
AN OUTLINE OF ANALYSIS OF AN ARTISTIC TEXT
1. Information about the author
2. Summary + Summary of the Summary (the main idea)
3. Narrative techniques
4. Division into parts
The reasons for the division are: a) the change of the place of action
5. The Atmosphere
6. The structural design (if necessary)
Middle from the beginning technique
Surprise ending
7. The Lexical level (choice of words, synonyms, set expressions)
8. The Artistic level
9. The syntactical level
10. The characters’ sketches
11. Impressions
Konnuectso 6ayutos: 10
2. MyabTUMeIUiTHAS TPe3eHTA M
IToaroroBUTh MynBTUMEIUIHYIO NIpe3eHTALUIO 110 TeMe « TBopuecTBo J[x. Toncyopcu»
Komnuectso 6aynos: 5
3. Jcce
Occe Ha TeMy "Ponb npuponas! B npousseaenusx M. Toncyopen"
1.BcTynienue o poiu onvcaHus IPUPOABI B Xy 0KECTBEHHOM IPOM3BEACHUH B LIEJIOM
2. Tlono6pars 1-2 npounssenenus [. ['oncyopcu
3. BriOparb U3 NpOU3BENCHUH OTPHIBKH, COAEPIKAIME ONUCaHUE MPUPOJbL. [I[poOKOMMEHTHPOBATH HX.
3. Caenath BBIBOJ
Konnuectso 6ayutos: 10
TumoBkle 3aanus K pasneny "MoaepHU3M B UCKYCCTBE U JIUTeparype':
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1. AHaJIM3 TeKCcTa



Amnanu3 pacckasa "Komrka ox qoxaem" ("Cat in the Rain") mimm "Kanapeiika B monapok (" A Canary for One") Ha
BEIOOD
THE SUGGESTED SCHEME OF THE ANALYSIS OF A HEMINGWAYAN TEXT.
1. Intriguing introduction with a promise of the things which you are to dwell upon (Hemingway — a controversial
figure, a man’s man living to the full, a man of action with almost encyclopedian knowledge, a passionate lover of
humanity and the natural world, an empiricist, a hard-working artist all his life learning to write better and understand
more, never sparing himself in anything; a new experimental and highly influential writer).
2. A summary of the story chosen for analysis.
3. Conceptual analysis of the text (Hemingway’s philosophy based on nihilism (an alienation from society, a total
denial of values, a farewell to everything — in early works) and stoicism (showing grace under pressure, a man is
undefeated though he may be destroyed, belief in the man’s ultimate triumph — in later writings); the esthetic principal
— the sense of place, the sense of fact, the sense of scene working in harmony; views on life — it is a solitary struggle, a
tragedy, full of abominations and predicaments, doomed to death, separation and boredom; the truth and beauty are in
the natural, ugliness is associated with the abnormal: the unmanly man and the unwomanly woman).
4. Major themes (the permanence of nature and the evanescence of men; tragedy of life in the post-war world; the lost
generation - American expatriates in Europe cut from the roots and their native environment; war — offers maximum
material with maximum action, reveals the true nature of men; the life-death demarcation line — the absurdity and
eventuality of the unnatural, premature death as the protest against it; ‘“no-man-is-an-island” — human solidarity; love
of homeless, spiritually united people — romantic and tragic, an illusion of harmony, protection, peace, security in the
hostile world; human courage and endurance).
5. Artistic analysis of the text (every item is to be proved and illustrated):
1)Narrative peculiarities (mostly the Ist or the 3d person narration with cases of represented speech);
2)General mood of the text (on the surface neutral, dispassionate and matter-of-fact-like with the hidden intense
emotions, the tragic ones being prevalent);
3)The composition of the story (the middle from the beginning technique — nothing about the characters’ previous
histories, their social, economic or psychological background; retardation — the most essential information comes
deliberately late; the cinematic effects in arranging the material; the ice-burg technique (the depth of the context
technique) — the major ideas lie very deep, the author omits the most important things but the readers have the feeling
of them thanks to the special signals left on the surface in the form of repeated details and exact facts; the context of
continuing life — the stories are left purposefully unfinished with conflicts not being solved; titles carry the main
themes and symbols);
4)A new character (“a character is a caricature”; restless, displaced, homeless people of all social classes and
economic levels living in the conditions of extreme stress, alienated from the society, disillusioned, hopeless,
appearing from nowhere and leaving for nowhere, generalized portraits of his generation; the most attractive are those
who act with grace under pressure, take life as it comes; women are variegated: the true ones — the submissive
mistresses, romantic ideals of wifehood who carry the home-image for their lovers, the emancipated, independent
woman is abnormal and ugly);

5)Rhythmicality of Hemingway’s prose (particularly rhythmical based on repetitions which have a hypnotic effect
on the readers, open the new dimensions of meaning; it reminds the Bible and the counterpoint (two tunes are played
together to sound like one));
6)Application of artistic methods :
1. dichotomic method - the favourite dichotomies: pre-war world :: post-war world, life :: death, natural :: abnormal,
nature :: civilization, nature :: man, man :: woman, etc.
2. symbolic method: all symbols are psychological and private (rain — disaster, hopelessness, despair, tragedy,
misfortune; mountains — home, security, love, immortality, ideals, truth; one man’s tragedy - the whole humanity’s
tragedy; long hair — happiness, womanhood, true femininity, etc.)
4. naturalistic method: representing things as they really are with the harsh, direct air of authenticity.
7)Characterization of the style (masculine, tight, reportorial, lean, word-sparing, concise, tough, straightforward,
unadorned, simple and powerful, delicate and strong, objective, detached, inexpressive, non-committal, suggestive,
implicit, concealing much beneath the surface, the style of complicated simplicity, the contrast between the denotative
matter-of-factness at the surface of presentation and the connotative subsurface activity, tragic facts being presented
casually and coolly).
8)Language (a strictly neutral layer of words without any transference of meaning or special contextual effects;
vocabulary of high frequency and common currency; simple, plain words having great meanings (“home, love,
country, land”), enlivened vague monosyllabic words (“fine, nice, good”); foreign words to create the sense of place;
avoids the use of adjectives and adverbs, frequent are functional words);
9) Imagery (subtle, but imposing: associations, connotations, innuendoes, oppositions, litotes, hints, tinges,
undertones, suggestions, understatements, personifications, symbols, generalizations; little details and mere facts
become artistic means due to the way they are treated; landscapes are psychologically charged);
10) Artistic syntax (new and experimental, a device to make his prose tight and solid, monument-like, everything is
closely interconnected due to the constant repetitions of all kinds; being reiterated the words become semantically
charged and turn into symbols; parataxis, simple declarative sentences linked with successive “ands”; polysyndeton,
parallel constructions, inversions).
11)The dialogue (a new reality of human talk: on the surface incoherent and superficial with deep-running subsurface
themes; the characters talk in a beat-about-the-bush manner, avoiding the touchy subjects; the plot is slowly disclosed
in the dialogue which adds to the suspense).

6. Conclusion
1). Brief characterization of the author’s artistic system (in accord with his principles, beliefs and convictions); his
style of unemotional representation, restraint, matter-of-factness, objectivity and authenticity, highly suggestive and



Konnuecrso 6ayutos: 10

2. loxnaa/cooduienne
Joxinan 06 oqHOM M3 MOJEPHUCTCKUX TeUeHHH B hritocopuun nin uckyccTse K.19-H. 20 BB. 1 €ro mpeAcTaBUTENIX
Komnuectso 6ayos: 5

3. Tadnnua mo teme

CocraButh TabaMIy 10 TeMe paszena "TpaauMOHHBIA 1 MOJEPHUCTCKHUI TEKCT - TPaHC(OPMAIIUU TEKCTOBBIX
kateropuit"

KonnuectBo 6aimios: 5
Tunossle 3aganust k pazgeny "K. MaHcdmi kak npeacTaBuTeNb MOJEpHU3MA B aHINIMICKON JTuTeparype":
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1. AHaJIM3 TeKCcTa



Amnanu3 orpsiBKa u3 pomana Y.C. Moama "Tearp" nnu "Jlyna u ['pomr" mo mutany

THE SUGGESTED SCHEME OF ANALYSIS OF AMAUGHAM TEXT.

1. Intriguing introduction with a promise of things which you are to dwell upon (Maugham as a writer is characterized
by brilliance of style, a pointed ridicule of many social vices, ironical cynicism combined with a keen wit and an acute
power of observation, lucidity of plot, a clear unadorned style, cosmopolitan settings, an exploration of singularities
and idiosyncrasies of human nature and a shrewd understanding of it. Bilingual by the circumstances of his birth, with
two modes of life instilled in him, French and British, Maugham never wholly belonged to either country. Hence, his
detached attitude that emerges in his depiction of character and study of human behaviour.).

2. A summary of the book which the fragment analyzed has been chosen.

3. A summary of the fragment chosen for analysis.

4. Conceptual analysis of the text (Maugham's perception of life and humankind: life - an unpredictable and
paradoxical chaos; no attempts to explain human nature, expecting little or nothing of his fellow men, avoiding all
judgments; his attitude to his characters is that of a sardonic observer, impartial to his characters as they are “all a
hotchpotch of greatness and littleness”, forming “a plausible harmony”, detached, pessimistic and worldly, never
taking sides; the philosophy of resigned atheism and skepticism, influence of Freud (the unconscious plays an
important role); the problems that preoccupy him - the mystery of beauty, genius, the creative instinct, the problem of
self-fulfillment, the writer’s calling, singularities and idiosyncrasies of human nature; his priorities in the short stories -
conventional standards of the plot, form and construction; the ease and simplicity of ordinary, everyday life, a sense of
place, an interest for out-of-the way and exotic parts of the world, economy and suspense, lucidity and euphony,
authenticity and verisimilitude).

5. Artistic analysis of the text (every item is to be proved and illustrated):

1) Specific literary techniques (the recreation of the personality of the One through the recollections of the Many; the
favourite modernistic artistic method — the dichotomic one: the antinomies of appearance and reality, good and evil,
reward and punishment, justice and injustice, genius and evil, etc.);

2) The mode of narration (the narration in the first person (an “Ich - Narration™), with the author himself playing a
minor role, the role of an onlooker reporting on the major characters and their actions);

3) General slant of the text (brilliantly ironic with touches of parody, sarcasm and derision).

4) The character making (personages: people with some singularity of character, or ordinary people in unusual
contingencies, any person can be a great surprise to oneself and the others; indirect means: speech characterization,
circumstantial description of the behaviour, the direct statements are to be understood ironically);

5) Language (“the weight, sound, and appearance” of Maugham’s words, dispassionate, quite homely, common
words in the direct sense and the plainest meaning chosen for their precision and cadence; his pronouns serve as a
device of generalization, a device of involving the reader into the events described, a device of portraying his
character; a lot of idiomatic constructions, commonly used in everyday speech).

6) Imagery (the every day things, the pettiest details, almost imperceptible gestures, actions, words grow in
importance due to the way they are treated; the irony — universally based on eulogizing or justifying what is to be
condemned or rejected, on the contrast between its surface and its underneath; created by means of playing upon
contrasts and contradictions, by stating the opposite of what is being disclosed; the ironic effect is linguistically
achieved by sentences containing contradictory components; irony is, for him, a philosophy, a vehicle, and an effect;
in general his style — elegant, lucid, euphonious, graceful, clear and unadorned, aphoristic and epigrammatic:
reflections, generalizations, and maxims involving the reader and himself into the text; seemingly simple on the
surface, showing no sign of effort).

7) Syntax (short abrupt sentences, true to the rhythm and the intonation of the spoken language; elaborately
constructed sentences serve for the purpose of achieving the effects of parody and irony).

6. Conclusion:

1) Brief characterization of the author’s artistic system (in accord with his views Maugham is detached, amused, and
ironical towards the world, humanity and life; a masterful craftsman, Maugham has the exceedingly rare distinction of
commanding the interest of all kinds of readers, he projects himself into his book which adds much to a peculiar charm
of his writings; his innovations are the new manner of narration and new ways of creating ironic effects).

2) The analyst’s attitude to the text.

Amnanuz ogHOTO U3 paccka3zoB K. MaHCOMIA cornmacHo MpeIIoKEHHONW cXeMe

THE SUGGESTED SCHEME OF THE ANALYSIS OF A MANSFIELDIAN TEXT.
1. Intriguing introduction with a promise of the things which you are to dwell upon
(the essentials of experimental modernistic prose, a typically Mansfieldian story).
2. A summary of the text (purely the facts, no analysis).
3. Conceptual analysis of the text (themes — the sensitive revelations of the human behaviour in the most ordinary
situations; problems — the sphere of the everyday and the trivial which we perceive as new insights and discoveries;
artistic principles — to convey much while saying little; vision of the world and of the life — a mystery that can’t be
solved, a river flowing from nowhere to nowhere).
4. Artistic analysis of the text (every item is to be proved and illustrated):
1) general slant of the text (pathetically ironic);
2) plot (loose, inconsistent presentation of facts);
3) a new vanishing author whose presence is permanently felt (choice of words, SDs, techniques of presentation);
4) a new unheroic but multi-dimensional, vanishing and contradictory character (indirect means of characterization,
the inner life of the personages);
5) discrepancies between the points of view of the reader (the role of the participant and the interpreter); of the author
(implicitly present), of the character (can’t understand the complexities of the world) — the false perspective technique;
6) shifting time (flashbacks, daydreams);



Konnuecrso 6ayutos: 20
2. loxnaa/cooduienne
[oaroroButh noknan Ha Temy "®unocodckue u screTndeckre ocHOBbI TBopyecTBa K. Mauchuna"
Komnuectso 6aynos: 5
Tunossle 3aganusd k pazaeny "Mmmnpeccuonusm J.I'. Jlopenca":
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1. AHaJIM3 TeKCcTa



Amnanu3 orpsiBka n3 pomana O. Xakciu "XKenrerit Kpom" mo miany
An Outline of Analysis of an Artistic Text

. Information about the author

. The literary trend the text represents

. A summary of the text

. Structural division of the text

. General slant of the text

. Conceptual analysis of the text

. Artistic analysis of the text

The presence of the author

. The point of view

. The presence of the character

. The characterization of narrative techniques

The text’s structural design and compositional techniques
. Application of artistic methods

. Characterization of the pervading style

. The choice of the vocabulary

. Imagery (tropes and figures of speech)

10. Artistic morphology

11. Artistic syntax

8. Conclusion

1. Characterization of the author’s artistic system and his contribution into literature
2. The analyst’s attitude to the text.

Amnanu3 orpsiBka u3 pomana J[.I. Jloperca "CoIHOBBS B TFOOOBHHUKH'" TIO TIPEIOKEHHOM CXeMe

THE SUGGESTED SCHEME OF THE ANALYSIS OF A LAWRENCE TEXT.

1. Intriguing introduction with a promise of the things which you are to dwell upon (Lawrence- a person of another
order, highly contradictory by nature, more sensitive than common men; reading Lawrence is a voyage of discovery
into newness and otherness, in the world of natural instincts and subconscious strivings, in the area of nonverbal and
subcognitive communication)

2. A summary of the book from which the fragment analyzed has been chosen

3. A summary of the fragment chosen for analysis

4 Conceptual analysis of the text ( Lawrence’s convictions and beliefs: his hatred for civilization, social life and
social man; his fascination with the power and beauty of nature; world — a divine mystery; life — a ceaseless creative
flux; Lawrence as a priest of love and sex (the source of creative energy, the way to cognize oneself and the world; the
main factor shaping human existence); the relations between the sexes — a constant struggle and imbalance; his
conception of art — art is to be wholly spontaneous, born of immediate impulse; the artist — imperfect and transient,
inspired by nature and the moment; his commitment to his art (quasi-religion); his cosmology (every atom of the
universe is personified, nature is his God, man is part of the natural world and should be reconciled with it); his
religion and philosophy- paganism, animism, blood-consciousness, blood-knowledge, mysticism, intuitivism,
symbolism, mythology)

5. Artistic analysis of the text (every item is to be proved and illustrated):

1)Narrative peculiarities (the author projecting himself into the subconsciousness of his heroes, streams of
subconsciousness, scarcity of the dialogue - the silence of the character’s unconscious sensual experience);
2)General slant of the text (mystically poetic, sensual and mysteriously intuitive);

3)A new character (carriers of archetypal femininity and masculinity, ever-changing moods in the flesh, inarticulate,
incapable of verbalizing themselves; nature conscious, refined in instinct; female dominance (strong, fulfilled,
superior, self-sufficient, reach their completeness through deep, sensual love and sex), male submissiveness(
incomplete, self-destructive, unfulfilled, dependent); the I is elusive and wandering, a mere suggestion; means of
characterization — through the description of natural landscapes (nature echoes the emotional state of the personages,
symbols, details of behaviour, feelings and emotions);

4)Time and space (unspecified, ambivalent, suspended or cyclic time);

5)Rhythmicality of Lawrence’s prose (spiral, repetitive thythm, hypnotic repetition which opens the fourth dimension
of the inner life — the most significant dimension of a human being);

6)Application of artistic methods :

1. impressionistic method: play of light and shadows, bright and joyful colours, the ever-changing, the transient,
the fugitive, the fleeting, the elusive, the spontaneous — in nature and the characters’ moods; means: lexico-semantic -
choice of words (semantic component of spontaneity and changeability, sensorial semantic fields), synaesthetic
combinations of words; morphological — abundance of continuous forms, interchange of articles; syntactic — double
predicate, detachment, parataxis;

2. expressionistic method: the irrational, the archetypal, the transcendental; hysteric passions and explosions,
love-hate fluctuations, contradictions of the human heart; means — surrealistic and unfathomable images; choice of
words (emotionally charged, semantic component of intensity and exaggeration);

3. dichotomic method: the dominant structural principle, the favourite dichotomies: man::woman,
nature::civilization, social man::natural man, inner::outer, whiteness::darkness, etc.; dichotomies flow together to
achieve harmony (communion; extremes meet!);

4. symbolic method: natural symbols, favourite: Moon = woman, flower = woman, space; symbolic colours(white
= Mrs. Morel, red = Mr. Morel); can change their meaning throughout the text;

5. imagistic method: pure, laconic, physically palpable images; webs of interconnected images;



Konnuecrso 6ayutos: 20
2. 9cce
Hanucars scce Ha Temy "Kocmonorus [I.T. Jlopenca"
1. Berymuienne. O6mas nnpopmanus o cruie /1.1 Jlopenca
2. Ocrernyeckue U punocopekue ocHoBwl TBopuecTsa J.I". JlopeHca
3. OcHoBuble uepTsl Kocmonoruu JI.I% Jlopenca
4. ITpumepsl kocmomnoruu JI.I. JIopeHca u3 ero npousBeaeHuit
5. 3akiroueHue
Komnuectso 6aynos: 5

TumnoBsle 3amanus K pazaeny "Mvaxusm P. Onguarrona B pomane "Cwmepts repos” ("Death of a Hero™)":
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1. AHaJIM3 TeKCcTa



Amnanu3z orpsiBKa U3 pomasa I. I'puna "Tuxuit amepuxasen" no miany
An Outline of Analysis of an Artistic Text

. Information about the author

. The literary trend the text represents

. A summary of the text

. Structural division of the text

. General slant of the text

. Conceptual analysis of the text

. Artistic analysis of the text

The presence of the author

. The point of view

. The presence of the character

The characterization of narrative techniques

The text’s structural design and compositional techniques
. Application of artistic methods

. Characterization of the pervading style

. The choice of the vocabulary

. Imagery (tropes and figures of speech)

10. Artistic morphology

11. Artistic syntax

8. Conclusion

1. Characterization of the author’s artistic system and his contribution into literature
2. The analyst’s attitude to the text.

OO TAUNRARWNFR, I A WL —

AHanu3z otpsIBKa U3 pomasa "CMepTh repost” 1o npeiokKeHHOH cxeme
THE SUGGESTED SCHEME OF THE ANALYSIS OF AN ALDINGTON TEXT.
1. Intriguing introduction with a promise of the things which you are to dwell upon ( Aldington — an Imagist poet of
fragile delicacy, an ardent lover of classical Greece and its literature, deeply embittered by war, the representative of
“the lost generation”, a mature realist, an impressionistically imaginative writer, a word-painter, a romanticist who
finds consolation in the harmonious beauty of the natural world, very personal, highly sensitive and extremely
emotional in his books, believed that the war was declared against him personally).
2. A summary of the book from which the fragment analyzed has been chosen.
3. A summary of the fragment chosen for analysis.
4. Conceptual analysis of the text (the anti-war novel with a strongly autobiographical flavour, a reanimation of
pathos, a passionate outburst of anger, a fearful indictment of war and the rotten order of things in Britain, a savage
debunking of the whole concept of heroism (the title is deeply ironic), a disillusionment in the world seized by suicidal
and homicidal madness, a lamentation, a threnody, a memorial to the dead, a kind of atonement, “a desperate effort to
wipe off the blood-guiltiness”, an expression of the author’s nostalgia for antiquity, Mediterranean harmony, a
romantic image of rural England, the glittering fragile world of pre-war London).
5. Artistic analysis of the text (every item is to be proved and illustrated):
1)Narrative peculiarities (the third person narration which is interrupted by the constant interpolations — the lengthy
first-person reflections of the author on life and ideas, thus the presence of the author is continually felt);
2)General slant of the text (three main emotional planes: that of subtle lyricism, that of tragic vision, that of sarcastic
indictment, irony in all its varieties being prevalent in the book);
3)A new character (a multiple self, elusive and wandering, constantly changing, viewing life from different points — as
an artist, as a soldier, as a mortal man);
4)Rhythmicality of Aldington’s prose (a jazz-band novel based on constant variations of tones, tonalities, rhythms,
tempos, techniques, themes, variegated syntactic patterns; abundance of musical terms, alliterations, rhyming prose
close to poetry or music);
5)Application of artistic methods :
1. impressionistic method: play of light and shadows, bright and joyful colours, the ever-changing, the transient, the
fugitive, the fleeting, the elusive, the spontaneous — in nature and the characters’ moods; means: lexico-semantic -
choice of words (semantic component of spontaneity and changeability, sensorial semantic fields), synaesthetic
combinations of words; morphological — abundance of continuous forms, interchange of articles; syntactic —
detachment, parataxis;

2.expressionistic method: the irrational, the archetypal, the transcendental; surrealistic, unfathomable images in the
description of war as hell, “as things which could have happened in the harsh imagination of man, never in reality”;
means — the choice of words (emotionally charged, semantic component of intensity and exaggeration);
3.hyperbolic method: exaggeration and overintensification of both negative and positive things;

4.dichotomic method: the favourite dichotomies: nature::civilization, social man::natural man, inner::outer,
light::darkness, etc.;

5.symbolic method: natural phenomena are represented through the men-made objects of luxury to symbolize the
splendour and grandeur of the natural world;

6.imagistic method: pure, laconic, concrete, visual, physically palpable images; webs of interconnected images
which create sustained metaphors;
7.mythological method: appeal to the Greek mythology carrying the wisdom and life experience of the whole
humankind, abundant allusions to different literary, historic, mythological, cultural sources, which arouse associations
and emotions;
8.naturalistic method: representing everything with harsh direct air of authenticity, especially battle and trench scenes;



KonuuecTro 6amos: 20

2. Tabauua no teme
Ha ocHoBe otpriBka u3 pomana P. OnauarToHa "CMepTh repost" 3aroJHUTh TA0NHITy ¢ TPEMEpaMH Pa3TuIHbIX
CTHUJIEH U3 3TOTO OTPHIBKA

1. impressionistic method: play of light and shadows, bright and joyful colours, the ever-changing, the transient,
the fugitive, the fleeting, the elusive, the spontaneous — in nature and the characters’ moods; means: lexico-semantic -
choice of words (semantic component of spontaneity and changeability, sensorial semantic fields), synaesthetic
combinations of words; morphological — abundance of continuous forms, interchange of articles; syntactic —
detachment, parataxis;

2.expressionistic method: the irrational, the archetypal, the transcendental; surrealistic, unfathomable images in the
description of war as hell, “as things which could have happened in the harsh imagination of man, never in reality”;
means — the choice of words (emotionally charged, semantic component of intensity and exaggeration);
3.hyperbolic method: exaggeration and overintensification of both negative and positive things;

4.dichotomic method: the favourite dichotomies: nature::civilization, social man::natural man, inner::outer,
light::darkness, etc.;

5.symbolic method: natural phenomena are represented through the men-made objects of luxury to symbolize the
splendour and grandeur of the natural world;

6.imagistic method: pure, laconic, concrete, visual, physically palpable images; webs of interconnected images
which create sustained metaphors;

7.mythological method: appeal to the Greek mythology carrying the wisdom and life experience of the whole
humankind, abundant allusions to different literary, historic, mythological, cultural sources, which arouse associations
and emotions;

8.naturalistic method: representing everything with harsh direct air of authenticity, especially battle and trench
scenes;

9. romantic method.
KomnmaecTso 6amos: 5

"nn,

TumoBrIe 3amanus Kk pazaeny "Moznepauctckue TexHukd Jx. [xoiica B pomane "Yamee"":
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1. AHaJIM3 TeKCcTa



AHanu3 oTpbiBKa u3 poMana B. Byned "Opnanmo" mo miany
An Outline of Analysis of an Artistic Text

. Information about the author

. The literary trend the text represents

. A summary of the text

. Structural division of the text

. General slant of the text

. Conceptual analysis of the text

. Artistic analysis of the text

The presence of the author

. The point of view

. The presence of the character

. The characterization of narrative techniques

The text’s structural design and compositional techniques
. Application of artistic methods

. Characterization of the pervading style

. The choice of the vocabulary

. Imagery (tropes and figures of speech)

10. Artistic morphology

11. Artistic syntax

8. Conclusion

1. Characterization of the author’s artistic system and his contribution into literature
2. The analyst’s attitude to the text.

Amnanms orpreiBka u3 pomana J[x. Ixotica "Yiucce" ("Ulysses') o nmpemiokeHHOH cxeme

THE SUGGESTED SCHEME OF THE ANALYSIS OF A JOYCEAN TEXT.

1. Intriguing introduction with a promise of the things which you are to dwell upon (Joyce — the Irish novelist noted
for his experimental use of the language and exploration of new literary methods; a highly contradictory person; the
Ivory Tower artist, solitary, overrefined and apolitical; a man of encyclopedian knowledge in different spheres of life;
a brilliant linguist and an original philosopher).

2. A summary of the book from which the fragment analyzed has been chosen.

3. A summary of the fragment chosen for analysis.

4. Conceptual analysis of the text ( Joyce’s views on: life - a river flowing from nowhere to nowhere without any
meaning, a senseless horror having no objective or coherent aim, a chaos of existence, a labyrinth, an insolvable
riddle; society — decomposed, disintegrated into crazy and hideous nothingness or into something that is much worse,
i.e. triviality. Influences on Joyce’s artistic vision: his Catholic education and the rejection of faith, existentialism,
freudism, relativity, the idea of dichotomies upon which the world is constructed, reincarnation (the Eternal Return),
the cyclic movement of history, the prevalence of the individual over the crowd).

5. Artistic analysis of the text (every item is to be proved and illustrated):

1)Narrative peculiarities (the stream-of-consciousness technique/ the technique of free associations/ the interior
monologue authentically reproducing the workings of a human mind; the fusion of voices);

2)General mood of the text (variegated: in “Dubliners”- realistic; in “A Portrait...” — that of enraptured fervour; in
“Ulysses” — constantly changing, embracing contradictory attitudes and feelings);

3)A new character (a multiple self, vanishing and elusive; Stephen Dedalus — a poet, a walking encyclopedia, Joyce’s
alter ego, representing his artistic side, repeating the life of his creator, having many of his typical features, at the same
time — the incarnation of Dedalus, Icarus, Telemachus, Christ, Lucifer, Hamlet; “the name is the story of our destiny”:
Stephen (the saint) and Dedalus(the artist), a divided self in search for his individual voice who cannot reconcile spirit
and matter);

4)Time and space (constantly shifting and drifting (the mixture of tenses), the real action takes place in the subjective
time of the character’s memory);

5)Rhythmicality of Joyce’s prose (highly rhythmical and musical, sounds like blank verse or a melody thanks to the
permanent sound imitation on different levels (phonetic, lexical, syntactic), the echoic language based on the direct
and indirect onomatopoeia);

6)Application of artistic methods :

1. impressionistic method: play of light and shadows, bright and joyful colours, the ever-changing, the moving, the
transient, the fugitive, the fleeting, the elusive — in the outside and the inside worlds; means: lexico-semantic - choice
of words (semantic component of movement and changeability, sensorial semantic fields), synaesthetic combinations
of words; morphological — abundance of continuous forms; syntactic — double predicate, detachment, parataxis;

2. expressionistic method: the irrational, the archetypal, the transcendental, the fantastic; means — surrealistic and
unfathomable images; choice of words (emotionally charged, semantic component of intensity and exaggeration), the
mixture of dream and reality;

3. dichotomic method: one of the dominant structural principles, the favourite dichotomies: spirit::matter,
saint::heretic, Christ::Lucifer, life::death, art::religion, individual::crowd, outward::inward, dream::reality, etc.,
dichotomies strive for reconciliation (Extremes meet!);

4. symbolic method: all symbols are polysemantic, allusive and associative;

5. imagistic method: pure, laconic, physically palpable images; webs of interconnected images — one image enables
another on the basis of associations, as our mental process is ruled by associations;

6. mythological method: abundant allusions to the mythology and many other literary and historic sources carrying
the wisdom and life experience of the whole humankind, proving the great knowledge of the author, creating the effect



Konnuecrso 6ayutos: 20
2. MyabTUMeIUiTHAS TPe3eHTAMS
Mynerumenuiinas npe3eHTalus Ha TeMy "AJmo3uBHOCTE poMaHa "Yaucc" k. [Ixoiica”
1. Berymenne. O6ras uadopmarms o crine k. xoiica
2. Poman "Ynucc" u ero ocHOBHbIE (GUIOCO(CKUE U CTHIMCTHYECKUE YEPTHI
3. Amumto3uBHOCTH B poMane "Yiucc" [Ix. xoiica"
4. 3axtoueHue
Komnuectso 6aynos: 5

5.2.2. IlpoMe:kyTOUHASL ATTECTALUS

IIpoMexyTouHasi arrectalusi IPOBOJUTCS B COOTBETCTBUH C [I0JIOKEHUEM O TEKyIlleM KOHTPOJIE M MPOMEKYTOUHOM
arrecrauuu B ®I'BOY BO «tOYpI TTIY».

IlepBoIii nepruox KOHTPOIS

1. 3auer

Bormpocsl k 3auery:
1. AN OUTLINE OF ANALYSIS OF AN ARTISTIC TEXT
1. Information about the author
(brief biography, thematic priorities, peculiarities of style)
2. Summary + Summary of the Summary (the main idea)
Simple sentences, Present Simple
3. Narrative techniques
From the point of view of narrative technique the text presents a narration intercepted with dialogue (author’s
digressions; a description; represented speech — fusion of the author’s voice and that of the character’s)
e.g. The author makes ample use of dialogue.
The text may present:
- narration (an account of events);
- description ( e.g. of nature, of some historic event, of surroundings, of a humorous episode, etc.);
- commentary;
- a piece of character-drawing ( e.g. a psychological portrayal of some personages);
- dialogue;
- monologue.
4. Division into parts
e.g. The text clearly falls into 3 parts.
We can single out 3 parts.
The reasons for the division are: a) the change of the place of action

b) the change of the number of the participants
c) the change of mood

d) parts may be different from the point of view of narrative technique
5. The Atmosphere
e.g. The pervading mood of the excerpt is ...lyrical (romantic; tragic; pessimistic; that of mystery; etc.)
The text is tinctured by lyricism.
The text is permeated with irony (mild humour; satire; etc.)
The prevalent (predominant; prevailing) mood is ...
The general slant of the text is emotional.
Heterogeneous; uneven.
6. The structural design (if necessary)
Middle from the beginning technique
Surprise ending
7. The Lexical level (choice of words, synonyms, set expressions)
e.g. The atmosphere of mystery is created through the choice of words, such as...
The choice of words is elaborate.
The author has a sharp eye for detail. (attaches special significance to details) Hence the use of such words as ...
As the text deals with the topic of ... it abounds in words pertaining to the semantic field of (nature, art, meals, etc.).
We also encounter words that refer to the semantic field of ...
8. The Artistic level
(artistic devices, tropes, figures of speech: epithets, metaphors, irony, similes, oxymoron, onomatopoeic words etc.
e.g. The help to create a vivid picture of ...
9. The syntactical level
10. The characters’ sketches
11. Impressions
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12. Basic Stylistic Terms Alliteration - repetition of the initial letter (generally a consonant) or first sound of several
words, marking the stressed syllables in a line of poetry or prose. A simple example is the phrase “through thick and
thin.” The device is used to emphasize meaning and thus can be effectively employed in oratory. Alliteration is a
characteristic of Anglo-Saxon poetry, notably the epic Beowulf; it is still used, with modifications, by modern poets.
13. Allusion - a reference to specific places, persons, literary characters or historical events known to the reader that,
by some association, have come to stand for a certain thing or an idea.

The Three Graces of Rome (goddesses of beauty, joy and female charm).

"To dress - to dine, and then if to dine, to sleep - to sleep,

to dream. And then what dreams might come." (Galsworthy)

14. Antonomasia - the use of a proper name to express a general idea or a substitution of an epithet, or descriptive
phrase, or official title for a proper name.

"the Napoleon of crime" (A. Conan Doyle)

"the Gioconda Smile" (A. Huxley)

15. Ellipsis ("defect") - the omission of a word or words necessary for the complete syntactical construction of a
sentence but not necessary for understanding it.

Don't know.

Couldn't come.

16. Epithet ("addition") - an attributive characterization of a person, thing or phenomenon. An epithet creates an image
and reveals the emotionally coloured individual attitude of the author towards the object spoken of. There are the
so-called conversational (standing) epithets, kind of literary cliché: green wood; true love; virgin land.

17. Gradation ("“step") - the arrangement of ideas in such a way that each succeeding one rises above its predecessor in
impact (impressiveness or force).

"little by little, bit by bit, and day by day, and year by year..." (Ch. Dickens)

18. Grotesque - fantastic exaggeration aimed at representing human beings or their lives as comically distorted,
awkward, often implying the confusion (interweaving) of the fantastic and the real.

19. Hyperbole ("transference") - a figure of speech consisting in exaggerating or extravagant statement used to express
strong feeling or to produce a strong impression and not intended to be understood literally.

“*To cross the world to find you a pin." (A. Coppard)

20. Inversion — a violation of the traditional “Subject-Predicate-Object-Adverb” order of words with an aim to
emphasize some ideas or impart a special lyrical ring to the utterance.

Empty his pockets were. However joy and easiness was what he felt inside.

21. Irony - the use of words to convey the opposite of their literal meaning for the purpose of ridicule; an expression or
utterance marked by a deliberate contrast between apparent and intended meanings.

22. Metaphor ("transference") —a transfer of the name of an object on the basis of similarity, likeness, affinity of the
two objects.

A prolonged metaphor is elaborated in a series of images logically connected with one another producing a general
description of a character, a scene, etc.

Dead (trite) metaphors have entered the language long ago and are commonly used without being noticed:

the leg of the chair; the eye of the needle

23. Metonymy - a figure of speech consisting in the use of one word for another denoting a thing of which it is part or
with which it is associated (the effect for the cause; the instrument for the action; the container for the contained).

the vines of France (King of France) (W. Shakespeare)

the milk of Burgundy (the Duke of Burgundy) (W. Shakespeare)

24. Onomatopoeia — an imitation of sounds produced in nature (wind, sea, thunder), by things (machines or tools), by
people (sighing, laughter, patter of feet), and by animals.

ding-dong, buzz, cuckoo, tintinnabulation, mew, roar.

25. Parallelism - the similarity of the syntactical structure of successive phrases, clauses or sentences. Parallel
constructions are often accompanied by the repetition of one, nature or characteristic; the representation of a thing or
abstraction as a person.

"Confusion spoke"; "Vice is a monster"

26. Polysyndeton — an insistent repetition of conjunctions. The use of polysyndeton can be stylistically heterogeneous:
it either underlines the simultaneity of actions or close connection of properties enumerated. Very often it promotes a
high-flown tonality of the narrative (e.g. elevated tonality of the Bible). It can signal primitivism of the character. It
may also emphasize the idea of endlessnees, or abundance, sometimes excessive, to show irritation and annoyance or
monotony and boredom.

Prepositions and other connectives can be repeated.

The heaviest rain, and snow, and hail, and sleet, could boast of the advantage over him in only one respect. (Ch.
Dickens)

27. Repetition - a reiteration of the same word or phrase with the view of expressiveness. Repetition of all kinds is
widely used in poetry and prose.
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28. Simile - a figure of speech in which two objects are compared, one of them being likened to the other; a kind of
comparison introduced with the help of special grammatical means (conjunctions: as if, like) or suggested by such
verbs as resemble, remind and seem.

plain as the nose on your face;

different as chalk from cheese;

run like a hare

29. Zeugma ("yoke") - use of a word in the same grammatical relation to two apparent words in the context, one
metaphorical and the other literal in sense.

"Either you or your head must be of." (L. Carroll)

"Juan was a bachelor of arts, and parts, and hearts." (G. Byron)

30. Periphrasis ("all round + speaking") - the use of a longer phrasing with descriptive epithets, abstract terms etc. in
place of a possible shorter and plainer form of expression, aimed at representing the author's idea in a roundabout way.
the better sex - women
the seven-hilled city - Rome
organs of vision - eyes
TurmoBsle MPaKTUYIECKHUE 3aTaHNUS:

. Text 1. J. K. Jerome "Three Men in a Boat", Ch. 6
. Text 2. J. K. Jerome "Three Men in a Boat", Ch. 10
. Text 3. J. K. Jerome "Three Men in a Boat", Ch. 11
. Text 4. Ch. Dickens "The Pickwick Papers", Ch.2
. Text 5. Ch. Dickens "The Pickwick Papers", Ch.5
. Text 6. Ch. Dickens "The Pickwick Papers", Ch.7
. Text 7. W.S. Maugham, "The Outstation"
. Text 8. W.S. Maugham, "the Three Fat Women of Antibes"
. Text 9. W.S. Maugham, "The AlienCorn"
10. Text 10. W.S. Maugham, "The Man With the Scar"
11. Text 11. W.S. Maugham, "The Social Sense"
12. Text 12. H.E. Bates, "How Vainly Men Themselves Amaze"
13. Text 13. J. Cary, "Period Piece"
14. Text 14. Sid Chaplin, "The Thin Seam"
15. Text 15. L. Durrell, "The Little Affair in Paris"
16. Text 16. D. Garnett, "Letting Down the Side"
17. Text 17. L.P. Hartley, "W.S."
18. Text 18, S. Hill, "A Bit of Singing and Dancing"
19. Text 19. F. King, "Making it All Right"
20. Text 20. R. Bradbury, "The Pedestrian"
21. Text 21. R. Bradbury, "The Flying Machine"
22. Text 22. R. Bradbury, "Dark They Were and Golden-eyed"
23. Text 23. R. Bradbury, "The Sunset Harp"
Bropoii nepruoa KOHTPOJIst

1. 3auer

Bompockr k 3ageTty:
1. MonepHu3M B HCKYCCTBE U KyJIbTYpe

O 00 1 N L A W N —

2. Tparchopmanny Xyqo>KeCTBEHHOTO TEKCTa O] BIUSHHEM MOIEPHHU3MA
3. MmIpeccHOHM3M U SKCIPECCHOHI3M B HCKYCCTBE U JIUTEPATYPE
4. Imaxu3M 1 METOHIMHUYECKOE IIICHMO B JIUTEPAType
5. Ixetimc J>kolic Kak cO3/1aTelNb JIUTepaTypHON TEXHUKH "TIOTOKA cO3HaHUs"
6. IIxxetimc Jxotic u ero GpunocoCKue B3TIISIbI
7. Ixetime JIxotic kak aBrop "Yiucca"
8. JI.T'. JlopeHc 1 ero TBOpYECKOE KPEeIo
9. II.T". Jloperc. OCOOEHHOCTH UMITPECCHOHUCTUIECKOTO CTHIIS.
10. JI.T". JlopeHC 1 ero MuCTHYeCKast KOCMOJIOTHS.
11. K. MHCOWII ¥ CTHITh €€ KOPOTKHUX PacCKa3oB
12. K. MaHchuna 1 0COOEHHOCTH METOHUMHYECKOTO MTUChMa
13. K. Mauchuna. CHHTAKCUC KOPOTKUX PacCKa3oB.
14. K. MoHCchHUI 1 MOJSPHUCTCKNAE TEXHUKH TTIOBECTBOBAHUS
15. OpHect XeMUHTY?# - Tcaresh "MOTEePSIHHOTO TIOKOJICHIS "
16. OpHecT XeMUHTYD# B €r0 CHMBOJIM3M
17. Opuect Xemunrysi. Texauka "akicoepra'.
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18. OpHect XeMUHTYdH. ABTOp M Tepoil B pacckazax . XeMUHTYIsl.

19. V.C. M0o5M 1 0COOEHHOCTH €r0 WHIUBHTyaTbHOTO CTHIIS

20. V.C. MosM. CTHIHCTHYIECKHE 0OCOOCHHOCTH KOPOTKUX PAcCKa30B.

21. Puvapa ONIUHTTOH Kak aBTOP "TIOTEPSHHOTO MTOKOJICHUS"

22. Puuapn OnnuurtoH. Peanusm u pomantusm pomana "Cwmepts repost” ("Death of a Hero")

23. Puuapa OnnuHrToH. IMaxu3m, HMIIPECCUOHN3M U SKCIIPECCHOHM3M poMaHa "CMepTh repost”
TunoBbIE MPAKTHYECKHUE 3aIaHHS:

. Aramu3 Tekcra. K. Mansfield, "The Garden Party"

. Aramu3 Tekcta. K. Mansfield, "A Cup of Tea"

Amnanus texcra. K. Mansfield, "The Doll's House"

. Aramu3 Tekcra. D.H. Lawrence "The Rainbow" (Ch. 1)

. Aramu3 Tekcra. D.H. Lawrence "The Rainbow" (Ch. 16)

. Anamms texcra. D.H. Lawrence, "The Virgin and the Gipsy"

. Arammu3 Tekcra. J. Joyce "Ulysses", (Ch. 3)

. Arammu3 tekcra. J. Joyce "Ulysses", (Ch. 4)

9. Anamm3 tekcta. J. Joyce "A Portrait of the Artist as a Young Man" (c. 206-214)

10. Anamms Tekcra. R. Aldington "Farewell to Memories"

11. Ananu3 Tekcra. R. Aldington "Meditation on a German Grave"

12. Anamu3 texcra. E. Hemingway, "A Farewell to Arms" (Book I)

13. Anamu3 texcra. E. Hemingway, "Fiesta" (Ch. 1, 2)

14. Anamu3 texcta. E. Hemingway, "A Farewell to Arms" (Book 4)

15. Anamu3 texcra. E. Hemingway, "The Butterfly and the Tank"

16. Anamu3 texcra. E. Hemingway, "The Short Happy Life of Francis Macomber"

17. Anamms Texcra. W.S. Maugham, "Footprints in the Jungle"

18. Anaimms Texcra. W.S. Maugham, "The Creative Impulse"

19. Anamms Texcra. W.S. Maugham, "The Alien Corn"

20. Anamms Texcra. W.S. Maugham, "Theatre" (Ch. 15)

21. Anamms texcra. W.S. Maugham, "Theatre" (Ch. 29)

22. Anamms texcra. W.S. Maugham, "Of Human Bondage" (Ch.7)

23. Anamms Texcra. W.S. Maugham, "Of Human Bondage" (Ch.5)

5.3. IlpuMepHbIe KPUTEPUH OLIEHUBAHMS OTBETA CTYIEHTOB Ha JK3aMeHe (3a4eTe):

OT1meTka Kpurepuu oueHuBanus

- ZIaeTCsl KOMIUIEKCHAS OLICHKA MPE/IOKESHHON CUTyalln

- IGMOHCTPHPYIOTCS ITyOOKHE 3HAHUSI TEOPETUUIECKOI0 MaTepraia i yMeHUe Ux
"OmaHo" MIPUMEHSITD

- IOCJIEI0BATEIbHOE, TPABUIILHOE BHINMOJHEHHE BCEX 3aJaHHil

- yMeHHe 000CHOBAaHHO W3J1araTb CBOM MBICITH, J€aTh HEOOXOJMMbIC BHIBOJIBI

- ZIaeTCsl KOMIUIEKCHAS OLIeHKA MPE/IOKESHHON CUTyalin

- IGMOHCTPHPYIOTCS ITyOOKHE 3HAHUSI TEOPETUIECKOI0 MaTepraia i yMEeHUe UxX
MIPUMEHSI T

"Xopomio" - TOCJIeIOBATENbHOE, MPABUIIHLHOE BHITIOJIHEHNE BCEX 3aJaHUM

- BO3MOXHbBI IHHUYHBIE OIIMOKH, UCIIPABIISIEMbIC CAMUM CTYACHTOM I1OCIIE 3aMeYaHus
npernoxaBaTe’ist

- yMeHne 000CHOBAHHO M3J1araTb CBOM MBICITH, JA€aTh HEOOXOJMMbIC BHIBOJIBI

- 3aTPYIHEHUS C KOMIUIEKCHOM OIEHKOM MPEeI0KEHHON CUTYaIluU
- HETIOJIHOE TEOpEeTHIeCcKoe 000CHOBAHNE, TPEOyIOIIee HaBOISAIINX BOIIPOCOB

"VYnoB1EeTBOPUTEIHHO"
" " IperoaaBaTess
("3a4yreHo") .
- BEITIOJTHEHHE 3aaHUH [TPH MOACKA3Ke MPenogaBaTesst
- 3aTpyAHEHUS B (hOPMYITHPOBKE BEIBOIOB
"HeynoBnerBopurenabHo" - HeTpaBWJIbHAS OLICHKA MPEJI0KEHHON CUTYaI[uU
("He 3auTeHo" - OTCYTCTBHE TEOPETUIECKOTO 0OOCHOBAHUS BHITIOITHEHHS 3aaHUH
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6. METOJIMYECKHE YKA3ZAHUS VIS OBYYATOINXCSI IO OCBOEHUIO
TACIHUATIIVHBI

1. ITpakTHUyeckue

HpaKTI/I'-IeCKI/IC (CCMI/IHapCKI/Ie SaHﬂTHﬂ) TIPEACTABIIAIOT coboit JACTaIU3alUI0 JICKHUOHHOIO TEOPETUYCCKOI0 Marepuajia, NpoBOAATCA B LEIAX
3aKpCIICHUS KypCa U OXBATbIBAIOT BCE OCHOBHBIC Pa3/1€Ibl.

OCHOBHO# q)OpMOﬁ NPOBEACHUA MPAKTUYCCKUX 3aHATUH U CEMHHAPOB SBJIACTCA 06Cy)KZ[6HI/Ie Haunboee HpOGHCMHBIX 1 CJIOXKHBIX BOIIPOCOB 110
OTACIBHBIM TEMaM, a TaKXKE€ PECUICHUE 3a1a41 U pa360p IpuUMEpPOB U CI/ITyaHI/Iﬁ B ayAUTOPHBIX YCIOBUAX.

HpI/I TIOATOTOBKE K IPAKTHUYECKOMY 3aHATHIO HCO6XO£[I/IMO, O3HAKOMHUTBHCA € €ro MJIaHOM; U3YYUTb COOTBETCTBYIOLIUE KOHCIEKTHI HCKHI/II;'I, TJ1aBbI
y‘leGHI/IKOB U MCTOOAUYICCKHUX HOCOGHﬁ, pa306paTL IPpUMEPHI, O3HAKOMHUTLCS C JIOTIOTTHUTEITbHOM HHTepaTypOﬁ (CHpaBO‘IHI/IKaMI/I, OHIOUKIIONICIUAMHA,
CJ'IOBapHMI/I). K Hanbosiee BaXHBIM M CIIOXKHBIM BOMpOCaM TEMbI PEKOMEHAYETCSI COCTABJIATh KOHCIICKTBI OTBETOB. Cnez{yeT TOTOBUTH BCE BOIIPOCHI
COOTBETCTBYIOIICTO 3aHATHUA: HeO6XOHI/IMO YMETh AaBaTh ONPEACICHUS OCHOBHBIM IIOHATHSAM, 3HATh OCHOBHBIC ITOJIOXKCHHUS TCOPHUHU, IIPpaBUIIA U
q)OpMyJ'ILI, TPEIIOKCHHBIC [UIA 3allOMUHAHUA K KaX/10# Teme.

B xome MIPAKTUYICCKOTO 3aHATHSA HA0 AaBaTbh KOHKPETHBIC, YE€TKUE OTBETHI 110 CYHICCTBY BOIIPOCOB, JOBOAUTH KAXKAYIO 3a/1a1y O OKOHYATECIBHOTO
peueHus, AEMOHCTPUPOBATh TIOHUMAHHUE ITPOBEACHHBIX PaCYC€TOB (aHanmos, cmyaunﬁ), B ci1ydac 3anyHHCHHﬁ 06pama’rbc;1 K pernoaaBaTeiIro.

2. 3auer

HCJ'II) 3a4€Ta — MPOBEpPKa M OLCHKA YPOBHS IMOJYYCHHBIX CTYACHTOM CIICIIHAJIBHBIX 3HAHUH 110 yqe6H0171 JUCHUIUIMHE U COOTBETCTBYIOIIUX UM
yMCHI/Iﬁ 1 HABBIKOB, a TAKXXE YMCHUSA JIOTUYCCKU MBICIUTDH, apIryMEHTHPOBATH n36paHHy}0 Hay4YHYIO NO3ULIHUI0, pCarupoBaTb Ha AOIOJIHUTEIbHBIC
BOIIPOCHI, OPUCHTUPOBATHCS B MACCUBE I/IHd)OpMaLII/II/I.

ITonroroBka k 3a4CTy HAYMHACTCA C IIEPBOro 3aHATHA IO AUCUUIUIMHE, Ha KOTOPOM 06yqa}ou.mec;1 nojry4yaroT npez[BapnTeanLIﬁ NEepEUCHb
BOIIPOCOB K 3aqéTy " CITUCOK peKOMeHHyeMOﬁ JIMTEPATYPBhI, UX CTABAT B U3BECTHOCTb OTHOCUTEIIBHO KPUTEPUEB BHICTABIICHUS 3auéTa u Cl'[eI_II/ICbI/IKe
TeKyILICﬁ M UTOroBoi arrecraiuu. C caMoro Hauasa )eJareJIbHO TUIAHOMEPHO OCBauBaTh MaTc€prall, pyKOBOACTBYSACH IIEPECIYHEM BOIIPOCOB K 3a4E€Ty
n CIIMCKOM peKOMeHHyeMOﬁ JIMTEPATypbl, a TaKXKe HyTéM CaMOCTOSITEJIBHOI'O KOHCIIEKTHPOBAHUSA MaTEpHUaJIOB 3aHATUU U PE3YIBTATOB
CaMOCTOATEJIBHOI'O U3yUYCHUA y‘{eGHLIX BOIIPOCOB.

ITo pe3ynpTaTaM CcAa4u 3a4€Ta BBICTABIISICTCA OLEHKA «3a4YTCHO» WUJIHN «HE 3aUYTCHO».

3. AHaIM3 TeKcTa

AHaJun3 TeKCTa MOXKET POBOAUTHCS HA PAa3HBIX JIMHIBUCTHUECKHX YPOBHSX:
1) poneTHueckuii aHaIN3 TEKCTA;

2) GOHOCTHIIMCTHYECKHI aHATN3 TEKCTa;

3) IeKCHKO-TPaMMaTHYeCKUI aHaTN3 TEeKCTa;

4) TUHrBOCTUJIMCTUYCCKUI aHAIIN3;

5) npeanepeBoAIEeCKHI aHAIN3 TEKCTA;

6) nepeBoAUECKUI aHAJIN3 TEKCTA.

4. lesoBasi/posieBasi urpa

JlenoBasi/pornieBasi Urpa - OLEGHOYHOE CPEJACTBO JUIS TIPOBEPKH NPONYKTUBHBIX YMEHHH B YCIOBHAX HIPOBOTO MOJCIMPOBAHMS PEallbHOI
pOOIEMHOH CHTYaIHN.

PernameHT urpsr:

1.03HaKOMIICHHE YYaCTHUKOB C IIENbI0, 3aJa9aMi U IPaBUIIaMU J€II0OBOM UTPEL
2.DOpMHUPOBAHUE UTPOBBIX KOMaH/I.

3.Pa3paboTka fenoBoil UrpHL.

4.CueHapuii 1eJ10BOH UrpBbI.

5.Peanu3anus 1e10BOM UTpPHIL.

6.ITonBeieHHE UTOTOB ETOBOM UTPBI.

7.I'pynmnoBoe o0CyXIeHHE X0/1a IEIOBOW UIPHI.

8.3aKIII04NTEIEHOE CIIOBO PYKOBOAUTEIIS JICTIOBOM HIPBI.

OCHOBHBIMH MOMEHTAMH JUIS IOATOTOBKH JICTIOBOH HIPHI SBISIOTCA:

- ONpE/IeIICHNE 1IEIH JICTIOBOM HIPBI;

- ONHCaHUE UTPOBOII CHTYAIHN;

- (hopMyIMpPOBAHUE TIPABUIT IPOBEJICHUS ACJIOBOH UTPHI;

- IOITOTOBKA PEKBU3HTA;

- OHpe/ieTICHNE CUCTEMBI OLICHHBAHMS PE3yNbTaTOB UIPbI (OLICHOYHBIH JIKCT).

5. IlepeBon

ITepeBox — 3T0 MpeoOpa3oBaHUE COOOIICHHS HA HCXOTHOM SI3bIKE B COOOIIEHNE Ha SA3bIKE IIEPEBOJA.

J171s1 BBIIONTHEHNUS IepeBoia HEOOXOAUMO:

1. IlpountaTh TEKCT M BBIIOJIHUTH IPEANEPEBOIUCCKHI aHAIM3, ONPEACINB OONAcTh 3HAHWM, THI WHGOPMAIMH, THI PEUUIHEHTA, CTCNCHb
MIepEeBOAUMOCTH H BpeMs, TpedyeMoe Ha BHIIOIHEHUE IIePeBOa.

2. Ilepen HayanoM paboOThI HEOOXOAMMO O3HAKOMHUTBCS C YK€ UMEIOIIMMHUCS JJOKYMEHTaMH M TJIOCCAPUSIMH, OTHOCSIIUMHUCS K JAHHOH TeMaTHKe 1
00s13aTeNIbHO HCIIOIb30BaTh COEPKAIIUECcs B HUX TePMUHEL

3. Ilpu moucke CIIOB B CIIOBAPSAX HAJI0 YYHTHIBATh KaK IPEJMETHYIO 00JIACTh B MIMPOKOM CMBICIE, TaK M KOHTEKCT, IIPH 3TOM CJIeIyeT obpariarh
BHHMAaHHE Ha IPIMEYAHHUS B CIOBapsIX.

4. Ilo 3aBepiIeHNHN MEPEeBOAA HEOOXOAUMO BBITIOJIHUTH KOHTPOIIb KauecTBa epeBoya. [lepeBos JoimkeH ObITh TOTHBIM U aJICKBaTHBIM.

5. Tlocne mpoBepku (akTHYECKUX AAHHBIX U opdorpadun/rpaMMaTHKA HEOOXOMUMO CTHIUCTHIECKOE PEIAKTHPOBAHHUE: MEPEBOA JOIDKCH TOUYHO
THiepeiaBaTh COJCpKaHNe OPUTHHANA B TEPMUHAX JaHHOH MPEIMETHOI 00JIACTH M COOTBETCTBOBATH HOPMAM 53bIKa MIEPEBO/A.

Jlnsa 3aBepiieHust pabOTHI CIeAyeT NPOYHUTATh NEPEBOA OTAENBHO OT OPUTHHANA — 3TO IIO3BONUT YCTPAHHUTh IMHTBHCTHYECKHE KalbKH,
JIEKCHKO-CHHTAKCHYECKY10, CEMAaHTHYECKYIO HECOUETAEMOCTb H PYIHe MOrPEIIHOCTH CTHIIA.

6. loknaa/cooduenue
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Jloxnan — pa3BepHyTOE yCTHOE (BO3MOXKCH IHMCHMEHHBIN BapHaHT) COOOIICHHE IO ONPEACICHHOW TeMe, CHACTaHHOE MyOIHMYHO, B KOTOPOM
00o0maercs HHPOPMANUS U3 OAHOTO MM HECKOJIBKHX HCTOYHUKOB, IPECTABIACTCS X 000CHOBBIBACTCS OTHOIICHHE K OIMHCHIBAEMON TEME.
OCHOBHBIE JTaIlbl OTOTOBKH AOKJIaa:

1. getxo chopMyITHPOBATE TEMY;

2. W3Y4YHUTH U OIOOPATh TUTEPATYPY, PEKOMEHIYEMYIO [0 TeMe, BBIIECIHB TPU HCTOYHKKA OubIHorpaduyueckoil HHpopMaImu:

— TepBUYHBIC (CTaTbU, AUCCEPTAINH, MOHOTpA(HH U T. 11.);

— BrOpUYHEIEe (OubIHOrpadus, pedepaTHBHbIC KYPHAIBI, CHTHAIbHAS HH(GOPMALHS, TUIaHbL, rpad-CXeMbl, IPEMETHBIC YKa3aTeNH U T. 11.);

— TperH4HbIe (00305l KOMIMIATHBHEIE PA0OTHI, CIIPABOYHbIE KHUTH H T. 11.);

3. Hammcarhb IUIaH, KOTOPBIi MOJHOCTBIO COMIACyeTCs ¢ BEIOPAHHOM TEMOM M JIOTHYHO PAaCKPBIBACT e¢;

4. HammcaTh IOKJIaf, coOMoas cemyIome TpeOOBaHuU:

—  CTPYKTypa JOKJiaga JOJDKHA BKIIOYATh KPAaTKOE BBECHHE, 0OOCHOBBIBAIONIEE AKTYaJIbHOCTH NMPOOIEMBbI; OCHOBHON TEKCT; 3aKIIOYCHHE C
KPaTKUMH BEIBOZIAMU IO HCCIIELyeMOl MpoOiIeMe; CIHUCOK UCTIONB30BAHHON IUTEePaTyPhI;

— B COZICP)KaHUHM JOKJIaga OOLIME TOJOKEHHS HaJ0 HMOAKPEIHTh U IMOSCHUTh KOHKPETHBIMU IIPUMEPaMHK; HE MEePEeCKa3blBaTh OTACIbHBIC [TIaBbI
y4eOHUKAa WIH Yd4eOHOro IMOCOOWS, a M3IOXKHTh COOCTBEHHBIE COOOpPaXEHUS IO CYIIECTBY PACCMAaTPHBAEMBIX BOIPOCOB, BHECTH CBOU
TIPEUIOKCHHS;

5. odopmMHT pabOTy B COOTBETCTBUY C TPEOOBAHUSIMHU.

7. MyabTuMenuiiHas pe3eHTauus

MynsTiuMeuitHas IPE3eHTAIHs — CIIOCO0 MpecTaBIeHns HHYOPMAIUY Ha 3aJaHHYI0 TEMY C IOMOIIBIO KOMIIBIOTEPHBIX IIPOTrPaMM, COUECTAIOMUH
B cebe IMHAMUKY, 3BYK U H300paXKCHHE.

JIns co3maHus KOMITBIOTEPHBIX NPE3CHTAlMH HCIIONB3YIOTCS clienuanbHble mporpammel: PowerPoint, Adobe Flash CSS5, Adobe Flash Builder,
Buneodaiin.

IMpesenTamus — 370 HAOOP MOCIECIOBATEIBHO CMEHSIONINX APYT APyra CTPAHHUIl — CIAH/0B, HA KaXJOM H3 KOTOPBIX MOXKHO Pa3MECTHTH TIOObIE
TEKCT, PUCYHKH, CXEMBbI, BHAEO - ayAuo (parMeHThl, aHuMauuioo, 3D — rpaduxy, ¢ororpaduio, UCIoONb3ys MPH 3TOM PA3NIHYHBIC IEMCHTHI
odopmieHusI.

MynbTuMenniiHas (opma Npe3eHTaluu T03BOJISIET MPEACTAaBUTh MaTephal KakK CHCTEMY OIOPHBIX 0Opa30B, HAIOJHEHHBIX HMCYEpIIBIBAIOLICH
CTPYKTYpUPOBaHHOH HH(pOpPMaNUell B aITOPHTMUIECKOM HOPSIIIKE.

OTarsl MOATrOTOBKU MYJIBTHMEIHUHHON PE3CHTAIINH!

1. CrpyKTypuzanus MaTepHana o TeMe;

2. CocraBlieHHE CLICHAPUs peallH3alliH;

3. Pa3pabotka au3aiiHa Ipe3eHTaluH;

4. IloaroroBka Meaua (parMeHTOB (TEKCTHI, HILTIOCTPALIHH, BUIEO, 3AITUCh ayHO(pParMEeHTOB);

5. IloaroToBKa My3bIKaIFHOTO COMPOBOXKICHUS (IIPH HEOOXOAUMOCTH);

6. Tecr-npoBepka rOTOBOM NMPE3EHTALMH.

8. Dcce

Occe - 3TO0 NPO3aM¥ECKOE COYMHEHHME HEOOJBIIOro oObeMa M CBOOOJHON KOMIIO3HMIMH, BBIPAXAOIlee WHAWUBUIYalbHBIC BICYATICHUS H
co00paXkeHUsI 10 KOHKPETHOMY IOBOAY HIHM BOIPOCY M 3aBEAOMO HE NPETEHAYIONIee Ha ONpPENCIIONIyI0 MM HCUCPIBIBAIOIIYI0 TPAKTOBKY
HpeaMeTa.

CTpyKTypa dcce Ompenemnsercsl NPeabsSBIIeMbIME K HEMy TPeOOBAaHHSAMM: MBICIH aBTOpa 3cce IO IpodiieMe H3Iaraiorcst B (GopMe KpaTKHX
TE3MCOB; MBICIb JODKHA OBITH IMOAKPEILICHA 10Ka3aTeIbCTBAMY - TI03TOMY 3a TE3MCOM CIICAYIOT apryMeHTs! . [Ipu HamucaHun 3cce BaXKHO TaKKe
YUHTHIBATH CICAYOLIIC MOMEHTHI:

Berynienne n 3akiiodeHHE JIOJDKHBI (DOKYCHPOBaTh BHHMaHHE Ha NpoOieMe (BO BCTYIUICHHM OHA CTaBHTCS, B 3aKIIOUCHHH - PE3OMHPYETCS
MHEHHE aBTOpa).

Heo0OxonnuMo BeizeneHne ab3aleB, KPACHBIX CTPOK, YCTAHOBJICHUE JIOTHYECKOH CBSI3M a03alieB: TaK JJOCTHIaeTCs LEITOCTHOCTh PabOTHI.

CTunp W3IOXKEHHS: dCCe IPHUCYIIH 3MOIMOHAIBHOCTH, DKCIPECCHBHOCTB, XyHOXKECTBEHHOCTb. JOMKHBIA 3(deKT obecreynBaloT KOPOTKHE,
HPOCTHIC, PA3HOOOPa3HBIC 110 MHTOHALMHU MPEUIOKEHNUS, YMEIOE UCIIOIb30BaHUE "caMOro COBPEMEHHOT0" 3HaKa MPENUHAHHS - THPE.

DTansl HAMKUCAHUS 3CCe:

1. Hamucarb BCTyruieHne (2—3 MpeyIokKeH s, KOTOPbIE CITyKaT JUIs TTOCIeAyoIel (OpMYIUPOBKH MPOOIEMBI).

2. cdhopmynupoBath IpobiIeMy, KOTopasi JODKHA OBITh BasKHA HE TOIBKO JUISL aBTOpPA, HO U IS APYTHX;

3. jaTh KOMMEHTapHH K pobieme;

4. chopMynupoBaTh aBTOPCKOE MHEHHE U IIPUBECTH apIyMEHTAIHIO;

5. HammcaTh 3aKIIFoueHHe (BBIBOJ, 0000IIEHNE CKa3aHHOTO).

Ipu oopmiIeHHH 3cCe CIEAYeT MPHACPKUBATECS PEKOMEH IALNI, IPEACTABICHHBIX B JOKYMeHTE «PermaMeHT o(h)opMIICHHS TICHbMEHHBIX PaboT».

9. Tadnnua no Teme

Tabmuma — ¢opma HmpencTaBIeHUs MaTepHana, IPeaIoIaraas ero rpyniiHpoBKy U CUCTEMaTH3UPOBAHHOE NIPEICTABICHHE B COOTBETCTBUU C
BBIJICTICHHBIMH 3ar0JIOBKaMU rpad.

IlpaBua cocTaBieHHs TaOIUIBL:

1. Tabnuna KOMmKHA OBITh BHIPA3UTEIBHON U KOMIIAKTHOM, JIy4Ille JIe1aTh HECKOIBKO HEOOMBIIHX 110 00beMY, HO HAIIAAHBIX TaOJIHI], OTBEYAOIIUX

3a/1a4e MCCIICJOBAHNS,

2. Ha3BaHHe TaOJIUIIBI, 3arM1aBUs rpad) U CTPOK cieayeT pOopMyIHpPOBaTh TOYHO U JIAKOHHYHO;

3. B Tabnuie 0053aTeIFHO JOJDKHBI ObITh YKa3aHBI H3y4aeMblil 00BEKT U €IHHUIIBI H3MCPCHHUS;

4. TpH OTCYTCTBUH KaKHX-JIHOO JAHHBIX B TaO/IHIE CTaBAT MHOrOTOUME Jnb0 nmumyT «Her cBenenHuii», ecii kakoe-1mbo SBICHUE HE UMETIO MecTa,
TO CTaBST TUPE;

5. 4YKCIIOBBIC 3HAYEHUS OJJHUX M TEX )K€ IT0Ka3aTeleil IPUBOAATCS B TAONHIE C OMHAKOBOH CTEHEHBIO TOYHOCTH;

6. TabmuIa ¢ YUCIOBBIMU 3HAYCHUSIMH IOJDKHA MMETh UTOTH I10 IPYIIIaM, IIOATPYIINIaM U B LEJIOM;

7. ecii CyMMHPOBAaHHE JIaHHBIX HEBO3MOXHO, TO B 3TOI rpad)e CTaBAT 3HAK YMHOXKCHHS;

8. B OOMBIINX TAOMHIAX TTOCIE KAXKABIX IISITH CTPOK AEIACTCS IPOMEKYTOK I YI0OCTBA YTCHHUS M aHAIIH3A.
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7. MEPEYEHBb OBPA3OBATEJBHBIX TEXHOJOT Ui

1. [TnppoBbie TEXHOJIOTHH 00yIESHUS
2. UrpoBbie TeXHOIOTHH
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8. OIMCAHUE MATEPHUAJIbHO-TEXHUYECKOM BA3BI

1. KOMITBIOTEPHBIN KJIacC — ayTUTOPHS ISl CAMOCTOSTEITLHON PabOThI
2. KOMITBIOTEPHBIHN Ki1acc
3. yueOHas ayIUTOPHS VISl CEMUHAPCKHX, IPAKTHYSCKHUX 3aHATHI
4. JIuneH3noHHOE TIPOTpaMMHOE 00eCIIeUeHHeE:
- Onepauunonnas cucrema Windows 10
- Microsoft Office Professional Plus
- AaTuBHUpycHoe nporpamMmHoe obecrnieueHue Kaspersky Endpoint Security muist 6usneca - Cranmaprthblii Russian
Edition
- CripaBoyHast mpaBoBast cucreMa KoHcynbTaHT mioc
- 7-zip
- Adobe Acrobat Reader DC
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