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1 Hesm v 3a1auM U3yYeHU S TUCHMILUIMHBI (MOTYJIA)

1.1 Mean ocBoeHNS TUCHMIIJINHBI

dopMupoBaHUE CITOCOOHOCTH MPOBOJUTH JTUHTBUCTUUYCCKUM aHAIM3 TEKCTa Ha OCHOBE
CUCTEMHBIX 3HaHUH 00 OCHOBHBIX (DOHETHYECKHX, JIEKCUYECKHX, TIPaMMaTHYCCKHX,
CIIOBOOOpPA30BATENbHBIX SBJIEHUAX, opdorpaduu © MyHKTyallud, O 3aKOHOMEPHOCTSX
(GYHKIIMOHUPOBAHHS U3y9a€MOT0 HHOCTPAHHOTO SI3bIKA, €ro ()YHKITHOHATBHBIX Pa3HOBUTHOCTSIX.

1.2 3amauyy AUCHUILINHBI
- O3HAaKOMHUTBH CTYICHTOB C INMPHUEMaMH M METOJaMH JIMHTBUCTUYECKOTO aHaju3a Ha OCHOBE
CUCTEMHBIX 3HaHUH 00 OCHOBHBIX (DOHETHYECKHX, JIEKCUYECKHX, TIPaMMaTHYECKHX,
CJIOBOOOpA30BaTENbHBIX  SBIEHUAX, opdorpaduu © MyHKTyalldd, O 3aKOHOMEPHOCTSX
(GYHKIIMOHUPOBAHHSI U3y9aeMOT0 HHOCTPAHHOTO SI3bIKA, €r0 ()yHKITMOHATIBHBIX Pa3HOBUIHOCTSX;
- OOy4UTh CTYJAEHTOB NMPUMEHSATH MPUEMBl U METOAbl JIMHTBUCTHYECKOTO aHAJIM3a Ha OCHOBE
MOJTYYEHHBIX CUCTEMHBIX 3HAHUN 00 OCHOBHBIX (JOHETUYECKUX, JTEKCUICCKUX, TPAMMATHICCKIX,
CIIOBOOOpPA30BATENbHBIX SBJIEHUAX, opdorpaduu © MyHKTyallud, O 3aKOHOMEPHOCTSX
(GYHKIIMOHUPOBAHHSI U3y9aeMOT0 HHOCTPAHHOTO SI3bIKA, €r0 (YHKIIMOHATBHBIX PA3HOBUIHOCTSIX .

1.3 MecTo AucuuminHbl (MO1yJs) B CTPYKTYpe 00pa3oBaTeIbHOI POrpaMMbl

Jucuumnuna «b1.0.31 JIMHrBucTHYECKU aHANNU3 UM MHTEPIIPETAlUs XYI0KECTBEHHOTO
TekcTa» oTHocuTcs kK O6s3arenbHOoN yactu broka 1 «/lucuumnnunel (Moaynn)» yueOHOTO MiiaHa.

Jucuumnuna «b1.0.31 JIuHrBucTUYECKU aHANNU3 U MHTEPIIPETALUs XYI0KECTBEHHOTO
TEKCTa» Hapsly C TaKUMHU JIUCUUIUIMHAMU, KaKk «OCHOBBI SI3bIKO3HaHUS», «Teopus mepBoro
WHOCTPAHHOTO s3blKa» © «Teopuss BTOPOTO MHOCTPAHHOTO sI3bIKA», HAIpaBlicHa Ha
dbopmupoBanue obenpodeccruonanbHor komnerennuu OITK-1.

1.4 IlepedyeHb NMIAHMPYeMbIX Pe3yJbTATOB O0y4YeHHUS] MO JAUCHUILIMHE (MOAYJIIO0),
COOTHECEHHBIX C IUIAHUPYEMBbIMH Pe3yJIbTATAMH OCBOEHHS 00pPa30BaTeJbLHOMH MPOrpaMMbl

N3yuenne paHHOM yuyeOHOW AMCHMIUIMHBI HampaBiIeHO Ha (OpMUpPOBAHUE VY
00y4aromuXxcs CAeAYIOIUX KOMIIETEHIUI:
Konun Pe3ynpraThl 00y4eHHs 1O AUCIUIUIMHE
HAaUMEHOBaHUE
WHJIUKaTopa™®

OIIK-1 CrnocoGeH NpUMEHSTH CHCTEMY JIMHI'BHCTHYECKHX 3HAHMH 00 OCHOBHBIX (POHETHUECKHX,

JIEKCUYECKUX, TPaMMaTHUECKHX, CJIOBOOOPa30BATENbHBIX SIBICHHUAX, opdorpaduu M yHKTyallMd, O
3aKOHOMEPHOCTSIX  (DYHKIIMOHMPOBAHUsS ~ W3y4yaeMOr'0 HHOCTPAHHOTO  $I3blKa, €ro  (YHKIHMOHAJIBHBIX
Pa3sHOBUAHOCTAX

HOIIK-1.3. 3HaeT OCHOBHBIC (OHETHYECKHE, JEKCHYECKUE, TpPaMMAaTHUECKUE,

[Ipumensiet cuctemy
JIMHTBUCTHYECKUX 3HAaHUiT 00
OCHOBHbBIX (DOHETHYECKHX,
JIEKCHYECKHX,
rpaMMaTHYECKUX,
CI10BOOOpa30oBaTENbHBIX
SBJICHUAX, opdorpaduu u
MYHKTYaluu

CJI0BOOOpa30BaTeNNbHBIE SBICHNUS, IIPaBiiia opdorpaduu 1 MyHKTyalluH

YMeeT NpUMEHSTh CUCTEMY JIMHIBUCTUYECKUX 3HaHUI 00 OCHOBHBIX
(hoHETHYECKUX, JIEKCHUECKHX, TIpPaMMaTH4eCKHX, CJIIOBOOOpPa30BaTEIbHBIX
SBJICHUSIX, Opporpaduu U IMyHKTyaluH

BrnameeT cucteMoi TMHIBHCTHYECKUX 3HAHMH 00 OCHOBHBIX SI3BIKOBBIX
SBJICHUAX, Opdorpaduul ¥ MyHKTyaIUH

HOIIK-1.4.
HemoHcTpupyet

3HaeT  COBpPEeMEHHBIE  METOABl  aHajm3a
(hyHKIIMOHMPOBAHUS TIEPBOTO HHOCTPAHHOTO SI3bIKa

3aKOHOMEPHOCTEN




Koxn Pe3ynbrarel 00y4eHUs O AUCIUILIINHE
HAUMEHOBAaHUE
WHIUKaTopa™®

CMOCOOHOCTh aHATM3HPOBAThH YMeeT aHamu3upoBaTh 3aKOHOMEPHOCTH (PYHKIIMOHHUPOBAHHS [IEPBOTO
3aKOHOMEPHOCTH HWHOCTPAHHOI'O A3BIKA

(hYHKIMOHUPOBAHUS _
I/I3yqaeMOF0 I/IHOCTpaHHOFO Bnaz[eeT COBPECMCHHBIMU MCTOJaMHU aHajIn3a 3aKOHOMEPHOCTCHU
SI3BIKA q)yHKI_II/IOHI/IpOBaHI/IH TIEPBOTO MHOCTPAHHOT'O A3bIKa

PesynbraTel 00y4eHHs MO0 TUCIMITIMHE JOCTUTAIOTCS B paMKaX OCYILECTBIICHUS BCEX BUIOB
KOHTAKTHOM M CaMOCTOSITENIbHON paboThl 00y4aroIMUXCsl B COOTBETCTBUU € YTBEPKICHHBIM
y4€OHBIM IIJIaHOM.

WHaukatopel AOCTHXKEHHS KOMIIETECHIIMHA CUUTAIOTCA CPOPMHPOBAHHBIMU TIPH
JOCTHXKEHUH COOTBETCTBYIOIUX UM PE3YJIbTATOB O0YUYEHHUS.

2. CTpyKkTypa U coaep:KaHue TUCHUILINHBI
2.1 PacnpeaesieHue TPYA0EMKOCTH JUCHUILJIMHBI 10 BUIaM padoT

OO6miast TpyA0€MKOCTh AUCHHUIUIMHBI COCTABISIET 4 3aueTHhIX enuHuilbl (144 yaca), ux
pacnpeziesieHue 1Mo BujaM paboT IpeCTaBICHO B TaOIHIlE

Bunst padot Bcero dopma o0ydeHUs
4acoB OYHast
5 6
ceMecTp ceMecTp
(Jachn) (Jacer)

KoHTakTHasi paboTa, B TOM YHcJe: 50,5 26,2 24,3
AyauTOpHbIE 3aHATHA (BCEro):
3aHSTHS JICKIIMOHHOTO TUIIA
J1abopaTOpHBIC 3aHSTHS
MIPAKTHYCCKHUE 3aHATHS 50 26 24
CEMHHAPCKHE 3aHSITHSI
HNnas koHTakTHas padora:
KoHTpOIIb caMOCTOSTENBHOM PabOTHI 4 2 2
(KCP)
[Tpomexyrounas arrecrauus (MKP) 0,5 0,2 0,3
CamocrosiTeIbHAsi padoTa, B TOM 66.8 458 21
qucie:
Ioaroroska pedepara 4 4 -
IToaroToBKa mpe3eHTaNU 8 4 4
CamocCTosITeIbHOE  HM3YyYeHHE pa3ZIesioB,
CaMOIIOITOTOBKA (mpopaboTka u
MOBTOPEHHE JICKIIMOHHOTO Marepuaina |
MaTepuaja  y4eOHHKOB U y4eOHBIX 26,7 23,8 3
NOCOOMIA, ITOArOTOBKA K J1abOpaTOpHBIM U
NPAKTUYECKUM 3aHATHSM, KOJUIOKBHyMam
U T.J.)
[ToAroToBKa K TEKYLIEMY KOHTPOJIIO 16 12 4
Kontpoas:
[ToaroToBka K 9K3aMeHyY - 26,7
Oo0masn Jac. 144 72 72
TPY/0eMKOCTh B TOM YHCJIe

KOHTAKTHasA 50,5 26,2 24,3

padora

3a4. e 4 2 2

2.2 ConepxaHue TUCUUILTHHBI



Pacrnipenenenuie Bu10B yueOHOI pabOThI U UX TPYJOEMKOCTH O pa3fiesiaM AUCIUILITHHBL.
Pazpensl (TeMbl) TUCIUIUIMHEI, H3y4aeMble B 5 cemectpe (3 kype) (ouHast popma oOydeHus)

KomanuecTtBo yacos
A Bueaynut
Ne HaumenoBanwue paznenos (Tem) YautTopHas OopHas
Bcero pabota
pabora
J 113 JIP CPC
1 |Linguistic analysis of a literary text: theoretical basis 6 2 4
2 |Plot and narrative structure 6 2 4
3 |System of images and means of characterization 6 2 4
4 |Levels of textual analysis 15 6 9
5 | Types of foregrounding 14,8 6 8,8
6 | The principle of “defeated expectancy” 12 4 8
7 |Means of imagery in the text 12 4 8
HUTOI'O no pasdenam oucyuniurol 71,8 26 45,8
Konrpoiss camocrositensHoi pabotsl (KCP)
IIpomexyrounas arrectranus (MKP) 0,2
[oaroroBka K NPOMEKYTOYHOMY KOHTPOJITIO
OO61mas TpyJ0€MKOCTh MO JUCIUILTHHE 72

Paznmener (TeMbl) AMCHUIUIMHBIL, H3y4aemble B 6 cemectpe (3 kypc) (ouHas ¢dopma
oOyueHus)

KomndgecTBo yacoB
Breayaut
Ne HaumenoBanwue pasnenos (Tem) AyRUTOPHaZ opH};vI
Bcero pabota
pabota
JI 113 JIP CPC
1 |Interpretation: general 3 2 1
2 |Steps of interpretation 4 2 2
3 |Extralinguistic factors of the text analysis 4 2 2
4 |Genre and style differentiation 4 2 2
5 |Text structure and dominants 8 4 4
6 |Analysis of the text semantics 6 4 2
7 |Themes and mycrothemes in the text 4 2 2
8 |Emotional space of the text 4 2 2
9|Paralinguistic means of the literary text. Analysis of poetry 8 4 4
HUTOI'O no pasdenam oucyuniurvl 45 24 21
KoHnTposb camocrosTenbHoit padoTsl (KCP)
[Tpomexyrounas arrecrauus (MKP) 0,3
IToaroToBKa K NPOMEKYTOYHOMY KOHTPOIIO 26,7
OO61mas TpyJ0€MKOCTh N0 JUCIUILTHHE 72

ITpumeuanue: JI — nexuu, [13 — npakTuueckue 3anats / cemuHapsl, JIP — maboparopHsie
3anstusa, CPC — camocrosaTensHas paboTa CTyeHTa

2.3 Conep:xanue pa3iesoB (TeM) THCHUTLTHHBI

2.3.1 3aHATHSA JTEKIHOHHOIO THIIA

He mpenycMmoTrpensl

2.3.2 3aHATHS CEMHHAPCKOI0 THNA (MPaKTHYeCKue / ceMUHAPCKHe 3aHATHA/
JJabopaTopHbIe padoThI)

5-ii cemecTp:

HaumenoBanue N dopma TeKyIero
No TemaTuka 3aHATHIA/pabOT
pasnena (Tembl) KOHTPOJIS




a literary text:

Linguistic analysis of

theoretical basis

Text as an object of analysis: problems of definition, aims
and tasks, properties and categories of texts.

Ycrabiii onpoc Ne
1

structure

Plot and narrative

Types of information expressed in the text (combination of
cognitive, emotional, aesthetic, appealing, etc. ones). The
problem of a concept in a literary text. The role of the text
title and titles of the text elements.

Ananus u
HMHTEPIpETAINS
TEKCTa

and means of

System of images

characterization

Two approaches to deliver information about a character and
build an image of it. Two types of characterization: Direct
or explicit characterization. Usage of another character,
narrator, or the protagonist himself to tell the readers
or audience about  the subject. Indirect or implicit
characterization.

YcrtHslif onpoc Ne
2

figurative means and augments of the sense.

Analysis of textual different levels: phonetic, syntactical Anams i
- - S . HHTEPIPETALNSL
Levels of textual and lexical. Inversion, reduplication. Expressiveness of .
. L . . tekcra “The
analysis negations in the English text. Fragments of “The Great Great Gatsby”
Gatsby” illustrating expressiveness of negations. (F.S. Fitzgerald)
The most important and studied types of foregrounding:| Anamus u
. coupling, convergence, and “defeated expectancy”.| unrepnperamus
Types and functions | oo njing in poetry (rhythm, size, alliteration, assonance, etc. cmngsopeHm
of foregrounding Coupling in any language level (syntactical, morphological | «|f* (R, Kipling)
and others). The poem “If” by Rudyard Kipling as the
brightest example of coupling.
“The principle of defeated expectancy” (the term of R.| Anamuz u
“The principle of|Jacobson). In lexis, “the defeated expectancy” may be| unrepmperanus
defeated expectancy”|represented in rare words (archaisms, borrowings, author’s| rexcra “The
(the term of R.|neologisms, periphrases, oxymoron, etc.). Great Gatsby”
Jacobson). The title “The Great Gatsby” as the example of defeated| (F s, Fitzgerald)
expectancy.
Figurative means in the text structure. Relations of the plot, | Ananus u
Means of imagery in |structure, motives and themes. Retrospective and HHTEPIPETALHS
the text prospective function of figurative means. System links of | Texcra

6-it cemecTp:

HanmenoBanue dopMa TeKy1ero
Ne|paznena Temartuka 3aHsTHI/ padbOT KOHTPOJIS
(Temsr)
1. The combined examination of all text levels including linguistic| Aranmus u
Int .. |and extralinguistic ones as the most productive approach to the text| uarepnperanus
erpretation: . . . . ,
general analysis and interpretation. A literary work as the product of its| rekcra
epoch expressing the style of its time and an individual style of its
author.
2. ”The individual approach” to a literary text as the starting point of | Ananu3 u
any analysis and the language of the original text as its basis. HHTEPIPETALUS
Steps of Conceptual approach to the analysis of a literary text suggesting | Texcra
interpretation  |the exposure and description of its conceptual sphere as the model
of author's consciousness realized in his/her speech.
3. Extralinguistic features efficient for interpretation of the text| Amamus u
Extralinguistic (presuppositions: time_ of writing, the aut.hor’s persona_lity, HHTEPIPETALS
biography, a style of literature, etc.) The writer’s biographical,| texcra

factors of the
text analysis

social, economic and political factors, which in direct or indirect
way influenced views of the author and peculiarities of his/her
creative work.



https://literarydevices.net/protagonist/
https://literarydevices.net/audience/
https://literarydevices.net/subject/

4, As a literary device, genre refers to a form, class, or type of literary| Ananus u
work. The primary genres in literature| maTepmperamnus
(poetry, drama/play, essay, short story, and novel). The term genre| Tekcra

Genre and . ! e o

style is alsc_) used to denote literary sub—classmcatlops or specific t}/pes

differentiation of_ Iltergtqre such as comedy, tragedy, epic poetry, thriller,
science fiction, romance, etc.
Analysis of the style of the text (in general): words, syntactical
structures, speech patterns as markers of the style.

5. Pragmatic division of the text. Compositional forms of the author’s| Ananus u
speech (description, narration, reflection). Specifics of speech| unrepnperamus
representation (outer and inner speech). TEKCTa

Text structure [Shift from the paraphrasable content of a message (‘what

and dominants |is said’) to a focus on the message itself (‘how it is said”) (Childs
and Fowler, 2006: 102).Search for repeated details on different
textual levels (phonetic, morphological, lexical and syntactical).

6. Semantic space of the text and its structure. The role of the title in | Ananus u
Analysis of unfolding of the pIoF. Analysis qf other _str_ong positions. HHTEPIIPETAITHS
text semantics Intert_extl_JaI connections an_d their a_ssquatl_or?s. Key word_s of the | rexcra

text, its literary space and time, their linguistic representation .

7. The theme of the text, its semantic unfolding, a set of Ananus u
Themesand  |mycrothemes and their relationship. Events and their propositions. | uateprperars
mycrothemes  |Literary time and means of its realization, literary space and TEKCTa
in the text means of its embodiment.

8. .Emotive and psychological senses in the structure of images. Ananus u
Emotional Emotive senses in the author’s image. Emotional assessment HHTEpIpeTaIns
space of the position of the author and means of its expression. Emotional tone | Texcra
text of the text and means of its creating.

9. |Paralinguistic |Graphic form of a literary text. Different functions of graphics Ananus u
means of a (decorative, constructing, highlighting, and depicting). Correlation| unteprnperars
literary text.  |of visual senses with the sense of the whole text. Articulation. TEKCTa
Analysis of |Intonation and rhythm.
poetry.

Ycrusiii onpoc (YO), kouTponbHas padota (KP)

[Ipy w3ydyeHUM TUCHUIUIMHBI TMPUMEHSETCS JJIEKTPOHHOE OOYy4YeHHEe, TUCTAHIIMOHHBIC

oOpa3zoBatenbHble TexHOoJ0ruHu B cooTBeTcTBUM ¢ DT'OC BO.

2.3.3 IlpumepHasi TeMaTHKa KYPCOBBIX Pa0doT (IIPOEKTOB)
He npegycmoTpensl.

2.4 llepeyeHb y4eOHO-METOAMYECKOT0 O0ecneYeHUs JJI CAMOCTOSATEIbHOH pPadoThl

00yYAIOIIMXCS 1O TUCHUILTHHE (MOTYJII0)

[Tepedensb yueOHO-METOUUECKOTO 00ECTICUSHHSI TUCITUTUINHBI 10
BEITIOJTHEHUIO CAMOCTOSATEIEHOW PabOTHI

KOHTPOJIIO

MOATOTOBKAa K TEKYyHUIEMY

npaxkmuku nepesooa, npomokoa Ne 11 om 17.05.2021

Ne Bug CPC

1 |CamocTosiTenbHOE Memoouueckue ykazanusi no opeanu3ayuu CamocmosmenbHol pabomsl no
n3y4YeHUe Ppa3nenoB, |Qucyuniune «JIuHeguUCmMuYecKull aHAIU3 U UHMePRPemayusl
CaMOIOJIrOTOBKa U |Xy0odicecmeenno2o mekcmay, ymeepicoenuvie Kageopou meopuu u



https://literarydevices.net/drama/
https://literarydevices.net/play/
https://literarydevices.net/essay/
https://literarydevices.net/short-story/
https://literarydevices.net/novel/
https://literarydevices.net/comedy/
https://literarydevices.net/tragedy/
https://literarydevices.net/epic/
https://literarydevices.net/fiction/
https://literarydevices.net/romance/

Y4eOHO-METOAMYECKHUE MaTepuajbl I CaMOCTOATEIBHONW pabOThl OOYyYaIOIMIUXCS W3
qKcila MHBAINWJIOB U JIUI] C OTPaHUYEHHBIMU BO3MOXKHOCTAMH 310poBbs (OB3) npenocrasisitoTcs
B (hopMax, aJanTUPOBAHHBIX K OTPAHUYEHHSIM UX 3JOPOBbS U BOCIIPUATHS UH(DOpMALIUU:

JUist 1 ¢ HApyIICHUSIMH 3PEHHS:

— B MleyaTHOM popme yBeIMUEeHHBIM HIpUPTOM,

— B (popMe 2IIEKTPOHHOTO TOKYMEHTA,

— B (hopme aynuodaiina,

— B re4atHoi (opme Ha s3bike bpaits.

Jjig U1l ¢ HapYIICHUSMHU CiIyXa:

— B mieyaTHoi opme,

— B popMe IIEKTPOHHOTO TIOKYMEHTA.

JUist a1 ¢ HapyIIEHUSIMH OTIOPHO-/IBUTATEIBHOTO arnmapaTra:

— B IIeYaTHOM ¢opme,

— B (popMe 2IIEKTPOHHOTO TOKYMEHTA,

— B (hopme ayauodaiina.

JlaHHBIN TIepeYeHb MOXET OBITh KOHKPETH3MPOBAH B 3aBUCHMOCTH OT KOHTHHTEHTA
oOyJaromuxcs.

3. OOpa3oBarejibHbIE TEXHOJIOTHMHM, NMPHUMEHsieMble NPH OCBOCHUM IHMCIHUIINHbBI
(MmonxyJis)

OO0pa3oBarenbHbIE TEXHOJIOTHUH, UCIIONb3YeMbIe B IMpoIlecce peanu3anuu Kypca Teopun
NEPBOTO MHOCTPAHHOTO S3bIKa HAIPABJICHBl HA AKTHBH3ALMIO MO3HABATEIBHOH JEATEIHHOCTH
CTYACHTOB, pa3BUTHE CHOCOOOB TIPOIYKTHBHOH NEATENLHOCTH, pAaCIIMPEHHE CTpaTerHi
oOyyaromuxcst Ipu padore ¢ HHPOPMAMOHHBIMUA TEKCTAMH, CTUMYJIHPOBAHHE KPUTHIECKOTO U
TBOPUYECKOTO MOJXO0Ja K PEHICHHIO y4eOHBIX 3a7ad U MOJACIMPOBAHUIO MPOdeCcCHOHATHLHOU
NESITEIbHOCTH, aKTUBH3AIIUS COTPYAHUYECTBA, PA3BUTHE YMEHHM paboTaTh B KOMaH/IE.

[Ipu ocBOCHMH TUCIUIUIMHBI IPUMEHSIOTCS CIIEAYIOIINe 00pa30BaTeNbHbIE TEXHOIOTHH:

1) duddepenumpoBannoe obyueHne — opraHuzanus 00pa3zoBaTeNbLHOTO Mpolecca Ha
OCHOBE y4yeTa UHJWBUIYAIbHO-TUIIOJOIMYECKUX OCOOCHHOCTEH 00YyJaromuxcs U BapuaTUBHOI'O
IOCTPOEHMs y4eOHOTo Ipoliecca B BBLAEICHHBIX Ipynmnax. Peanmusyercs myreM BKIIOYEHHUS B
y4eOHBIH Mpolece 3aJaHui Pa3IMYHOrO YPOBHS CIOKHOCTHU (pENpOyKTUBHBIHN, POABUHYTHIM,
TBOpueckuit). Ilpum wncnonp3oBaHuu aUQQPepeHIUPOBAHHOIO MOAX0Ja HCIOJIb3YeTCd METOJ
MaJIbIX TPYIII, METO TPOEKTOB.

2) nTepakTuBHOE 00YUYE€HHE KaK CIIOCO0 OpraHu3aluu y4eOHOTO mpoliecca, pu KOTOPOM
CTYACHTBHI W TPENoJaBaTeNlb aKTUBHO B3aWMOJCHCTBYIOT APYT C ApyroM. Kaxnuplidi y4acTHHK
B3aWMOJICHCTBHS BHOCHT CBOHM BKJIaJ, B X0JIe PaOOTHI MPOUCXOAUT OOMEH HAESIMH, 3HAHHSIMH,
BBIpaOOTKa COBMECTHBIX CIIOCOOOB neicTBHs. VHTepakTHBHOE OOy4YEeHHE pealn3yercs B XOJe
¢GpoHTaNnbHOM, TIpynmoBod U mapHOM paOoThl. [Ipu3HaKM HMHTEPAKTUBHOIO OOYYEHHUS:
KOM(OPTHas TICUXO0JIOTHYecKast aTMocdepa 3aHsITHHN, TO3BOJISIONIAS CTYACHTY YyBCTBOBAThH CBOIO
MHTEJUIEKTYaJbHYIO COCTOSITEIbHOCTD, MCHXOJOTHYECKYIO 3allUIICHHOCTD;, CaMOCTOSTEIbHBIN
MOUCK OOYYarOMIMMHUCS BApUAHTOB pEIICHUS TOCTaBIEHHOW y4eOHOW 3amadd; TpU ITOM
UCKJTIIOYaeTcs JIOMUHHPOBAHME KaKOro-iu0o ydJacTHHMKA y4eOHOro mpolecca WIH Kakoi-mnbo
UJIeH, TIPEBOCXOJCTBO aKTHBHOCTH O0YYArOIIMUXCS HaJl aKTUBHOCTBIO TPEIOaBaTesi, aKTUBHOE
BOCIIPOM3BEJICHHE pPaHEe IMONyYSHHBIX TEOPETUYECKUX 3HAHUH B HOBBIX YCIOBHUSX, HATUYHE
00paTHO# CBsI3M.

3) IIpoGnemHOe oOydeHHE KaK TEXHOJOTHs, OCHOBAHHAs Ha CTPYKType Y4eOHOTro
npoliecca, IPEINoJaralollero paspelieHrue  IOCIe0BaTeIbHO — CO3/IaBaeMbIX  YUEOHBIX
npobaeMHbIX cutyauuid. [Ipo6iieMHast cuTyarusi — 0CO3HaHHOE WHTEIUIEKTYalIbHOE 3aTpyIHEHHE,
MOPOXK/1aeMO€ HECOOTBETCTBUEM MEXK/1y UMEIOIIMMUCS 3HAHUSMH U TEMH, KOTOpble HEOOXO0IUMBI



JUIS pelIeHUs] BO3HMKILIEH cUTyaluu. YueOHas mpoOsieMa HampaBisieT MBICIUTENbHBIN MOUCK,
npoOyxJaaeT uHTepec K uccienoBanuto. [Ipodiema Beipaxkaercs B (hopMe MpoOIEeMHOT0 BOIpoca
WK TIPOOJIEMHOTO 3a/1aHHsL.

Jist A1 ¢ OrpaHUYEHHBIMH BO3MOXHOCTSIMH 3/10POBBSI MIPEIYCMOTPEHA OpraHHU3alus
KOHCYJIBTALIUM C UCIOJIb30BAHUEM 3JICKTPOHHOM IIOYTHI.

4. OueHo4YHbIE CPeCTBA IJISA TEKYHIEr0o KOHTPOJISl YCIIeBAEMOCTH U NMPOMEKYTOYHOM
arrecTanuu

O1eHOYHBIC CpelCTBA MpEJHA3HAUCHBl JUII KOHTPOJII M OLEHKH 00pa30BaTeIbHBIX
JOCTIKEHUH 00y4JaromuXxcsi, OCBOMBIIUX MTPOTpaMMy YUe€OHOH TUCIMITIMHBI «/IuHe8ucmuyeckull
AHAU3 U UHMEPNPEMAaYUsi XYO0HCeCMBEHHO20 MEKCMA.

O1eHOUHBIE CPEJCTBA BKIIIOYACT KOHTPOJIbHBIE MAaTepPHAJIbl /Ui MPOBEACHUS TeKYIIero
KOHTPOoJIsA B hopme

-IPaKTHYECKUX padoT,

- YCTHOTO OTIpOCa,

Y MPOMEKYTOYHOIM aTTecTalu B hopMe BOIIPOCOB K 3a4eTy U IK3aMeHY (5 1 6 ceMecTpsl
COOTBETCTBEHHO).

CTpyKTypa OLEHOYHBIX CPEACTB A/l TeKylIeil i MPOMEeKYTOYHOH aTTecTallui

Kon u HanmeHoBaHHE OLIEHOYHOTO CPENCTBA
Ne PesynbTarsl
/o HAMMCHOBAHHC 00yueHus Texyuuit IIpomexyTouHas
HHAWKATOpa KOHTPOJIb aTTecTauus
HOIIK-1.3. [Ipumensier | 3HaeT OCHOBHBIE | YcTHBIN onpoc Ne | MITOroBblil aHanu3 TeKcTa
cucTeMy (oreTHUECKHE, 1, TIpakTu4ecKMe | 1o ajaropuTMy u 0Opasiy
JIUHTBUCTHYECKUX JIEKCUYECKUE, 3ajanHus 1-6
3HaHUH 00 OCHOBHBIX rpaMMaTHYECKHE,
(oHeTHYECKUX, CII0BOOOpa3oBaTesIbHbIC
1 | nexcmueckux, SIBIICHHUS, IIpaBHiIa
rpaMMaTH4eCcKUX, opdorpaduu u
CII0BOOOPA30BATENBHBIX | MyHKTYalluu
SBIICHHUAX, opdorpadun
U IyHKTYalu
NOIIK-1.3. [Ipumenser | YMeet IPUMEHATh | YCcTHbIN onpoc Ne | MITOroBblil aHaau3 TEKCTa
cUCTEMY CUCTEMY 1, IlpakTudeckue | o aaroputmy u o6pasiy
JIMHTBUCTUYECKUX JIMHTBUCTUYCCKUX 3ananus 1-6
3HaHUI 06 OCHOBHBIX 3HaHUH 00 OCHOBHBIX
(hoHETHUECKUX, (hoHETHUECKUX,
2 | nexcuueckux, JEKCUUYECKHUX,
rpaMMaTHYECKHX, rpaMMaTHYECKHUX,
CJIOBOOOPA30BaTENbHBIX | CIIOBOOOPA30BATENbHBIX
SBJICHUSIX, opdorpaduu | sBieHusx, opdorpadun
U IyHKTYaIiH U IyHKTYaI[IH
Bnaneer cuctemo | YcrHblid onpoc Ne | MToroBsli aHasIu3 TeKcTa
HOIIK-1.3. [IpumeHsieT | JIUHIBUCTHYECKUX 1, IIpakTH4ecKMe | 1o ajJropuTMy M 0Opasily
CUCTEMY sHaHuii 06 OcHOBHBIX | 3ajaHms 1-6
JMHTBUCTUYECKUX (oHeTHUECKUX,
3 | 3HaHuUl 00 OCHOBHBIX JIEKCUYECKHUX,
(oHeTHUECKUX, rpaMMaTHYeCKUX,
JIEKCHYECKHX, CII0BOOOPa30BATEIIBHBIX
rpaMMAaTHYECKUX, SBICHUAX, opdorpaduu
CJIOBOOOPa30BaTENbHBIX | U MyHKTyaluu B




SIBIICHUSAX, opdorpadum
U MyHKTYaIu

JIESITeTTFHOCTH
MepeBOIINKA

NOIIK-1.4.
JemoHcTpupyeT
CIIOCOOHOCTH
aHAIM3UPOBATH
3aKOHOMEPHOCTH
(hyHKIMOHUPOBAHUS
H3y94aeMoro
HMHOCTPAHHOTO SI3bIKa

3HaeT 3aKOHOMEPHOCTHU
(yHKIIMOHMPOBaHUS
AHIJIMICKOTO SI3bIKA

IIpakTuueckue
3aganus 1-6

HrtoroBeiii aHanu3 TekcTa
10 aJITOPUTMY H 00pa3iry

NOIIK-1.4. Ymeer npuMeHTh | IIpakruyeckue Hrorosslii aHanu3s TekcTa
JemoHCTpHpyeT 3HAHU 3amanus 1-6 MO AITOPUTMY U 00pasIiry
CIIOCOOHOCTH 3aKOHOMEPHOCTEN
aHAIIM3UPOBATh AHTTIMHCKOTO A3bIKA B
3aKOHOMEPHOCTH npodeccrnoHanbHON
(yHKIIMOHUPOBaHUS JIeSITEIbHOCTH
H3y4aeMoro
HMHOCTPAHHOTO SI3BIKa
HOIIK-1.4. Bnageer npuemamu | IIpaktuyeckue HroroBelif ananu3 TekcTa
JemoHcTpHpyeT aHaImn3a 3amanus 1-6 0 aJITOPUTMY M 00pasily
CIIOCOOHOCTH 3aKOHOMEPHOCTEN
aHAITM3UPOBATh AQHTIIMHICKOTO S3bIKa IPU
6 | sakomomeprocTH nepeBojie
(yHKIIMOHUPOBaHUS
H3y4aeMoro

HWHOCTPAHHOTIO A3bIKa

TunoBblie KOHTPOJIbHBIC 3aIaHUA WJINX UHBIC MaTEpHUAJIbI, He06XOI[I/IMl>Ie AJId OCHKH

3HAHMH, YMEHHUH, HABBIKOB M (MJIH) ONbITA [AEATEJbHOCTH, XAPAKTEPHU3YHIIUX 3TANbI
(opMupoBaHUA KOMIIETEHMI B MpoLiecce 0OCBOEHHUsI 00pa30BaTeIbHOMH MPOrpaMMbl

N

1)

2)
3)
4)
5)
6)

AHaJM3 U MHTepHpeTanus TeKCTa

Algorithm of the complex stylistic analysis of a literary text

Find out extralinguistic features efficient for interpretation of the text (presuppositions:
time of writing, the author’s personality, a style of literature, etc.)

Define the genre of the text (in general).

Describe a functional style of the text (in general): words, syntactical structures, speech
patterns — markers of style.

Expose the semantic space of the text (basic concepts, key words of the text, literary space
and time, their linguistic representation).

Analyze the structure of the text (including interpretation of the composition, speech forms,
cohesion, logical and semantic links).

Pick out the textual dominants (preferable lexical units, syntactical structures, stylistic
devices, and expressive means).

YcrHblii onpoc Ne 1

Do you agree with the statement: ”The individual approach” to a literary text as the starting
point of any analysis and the language of the original text as its basis”?

What is the role of the text title?

Which positions in the text does Prof. Arnold call “strong positions”?

Which levels are there in the text analysis?

What does conceptual approach to the analysis of a literary text suggest?

What are extralinguistic features efficient for interpretation of a literary text ?




Kpurepuu o1ieHKH yCTHOT0 onpoca

Pa3zBepHYTBIi OTBET CTyAEHTa JOJDKEH MPEACTaBIATH COO0OM CBSI3HOE, JOTMYECKH
II0CJIEI0BATEIbHOE COOOLIEHHE Ha 3aJlaHHYI0 TEeMy, II0Ka3blBaTb €ro YMEHUE IPUMEHATh
olpezeNieHus, IpaBuja B KOHKPETHBIX CIIydasix.

Kpurepuu onieHuBaHus:

1) nosnHOTa ¥ IPaBUIILHOCTH OTBETA;

2) cTeneHb OCO3HAHHOCTH, IOHUMAaHUS U3y4EHHOI0;

3) s13pIKOBOE O(OPMIICHHE OTBETA.

OneHka «omauuno» CTABUTCS, €CJIM CTYACHT IOJHO HM3JaraeT marepuan (OTBeyaeT Ha
BOIIPOC), J1a€T IpaBWJIBHOE OIPEIECIICHUE OCHOBHBIX IOHSTHUN; OOHApy)XHMBAE€T MOHUMaHUE
MaTepHaia, MOKeT 00OCHOBAaTh CBOM CYXJEHHUs, NPUMEHUTh 3HAHMs HA MPAKTHKE, PUBECTH
HE00XO0UMbIE IPUMEPBI HE TOJIBKO U3 yUEOHHKA, HO U CAMOCTOSITEIILHO COCTABIICHHBIE; N3JIaraeT
MaTepHall MoClIeA0BaTENbHO U MPABUIIBHO C TOUYKH 3pE€HHSI HOPM JIMTEPATYPHOTO S3bIKA.

OneHka «xopouioy» CTaBUTCS, €CIM CTYAEHT JAaeT OTBET, YJOBJIETBOPSIOIIMM TEM K€
TpeOOBaHUAM, YTO W AJIS OLEHKU «OTIUYHO», HO JOMYyCKaeT 1—2 OMOKH, KOTOpbIE CaM XKe
UCIPABIISET, U 1-2 HeoueTa B MOCIE10BATEIBHOCTH U A3bIKOBOM O(DOPMIIEHUH U31araeMoro.

OneHka «yooenemeopumenbHoy) CTABUTCS, €CIIM CTYJIEHT OOHAapyKMBaeT 3HAaHUE U
IIOHMMAHNE OCHOBHBIX IOJIOKEHUH JaHHON TEMBbI, HO W3JIaraeT MaTepHuall HEMOJIHO U JIOMYCKAeT
HETOYHOCTH B OIPEEIICHUH MOHATUI WK GOpMYITUPOBKE IPABUI; HE YMEET JOCTATOYHO IITyOOKO
U JI0Ka3aTelbHO 00OCHOBAaTh CBOM CYXKIECHMS U MPUBECTH CBOM IPUMEPBI; M3JaraeT mMarepuall
HEMOCJIE0BATENIbHO U JIOIYCKAeT OIIUOKH B SA3bIKOBOM O()OPMIIEHUH H3J1araeMoro.

OneHka «neyoosnemeopumenbHoy» CTABUTCS, €CIM CTYIEHT OOHAapyKUBAcT HE3HAHUE
OonblIe YacTH COOTBETCTBYIOLIETO BOIPOCa, JOIMycKaeT owmHOKM B  (hopMyaupoBKe
OINpPENIEICHUN U IPaBUJI, MCKAKAIOUIME MX CMBICH, OECHOPSIOYHO M HEYBEPEHHO M3J1araer
marepuai. OneHka «2)» OTMEYaeT TaKUe HEJOCTaTKU B IMOJrOTOBKE, KOTOpBIE SIBIISIOTCS
CEPbE3HBIM NPEMATCTBUEM K YCIIEIIHOMY OBJIAJICHUIO IIOCIEAYIOIINM MAaTEpHAJIOM.

IIpakTuyeckoe 3aganue Ne 1

In the excerpt below from the novel “Shutter Island” there is the conversation of two
characters Teddy Daniels and Chuck Aule, U.S. Marshals who are sailing to investigate the escape
of a dangerous insane criminal from the specialized hospital situated in Shutter Island. They have
just met and are trying to know each other. The direct word order in their questions is quite natural,
it makes the whole conversation vivid and emotional. We, the readers, feel their distrust and
necessary vigilance through the elliptical question-answer forms with mainly the direct word
order.

“You transferred from Oregon?”

“Seattle. Came in last week.”

Teddy waited, but Chuck didn’t offer any further explanation.

Teddy said, “How long you been with the marshals?”

“Four years.”

“So you know how small it is.”

“Sure. You want to know how come I transferred.” Chuck nodded, as if deciding something
for himself. “If I said I was tired of rain?”

Teddy turned his palms up above the rail. “If you said so...”

“But it’s small, like you said. Everyone knows everyone in the service. So eventually,
there’ll be—what do they call it?—scuttlebutt.”

“That’s word for it.”

“You caught Breck, right?”

Teddy nodded.

“How’d you know where he’d go? Fifty guys chasing him, they all went to Cleveland. You
went to Maine.”



“He’d summered there once with his family when he was a kid. That thing he did with his
victims? It’s what you do to horses. I talked to an aunt. She told me the only time he was ever
happy was at a horse farm near this rental cottage in Maine. So I went up there.”

“Shot him five times,” Chuck said and looked down the bow at the foam.

“Would have shot him five more,” Teddy said. “Five’s what it took.”

D. Lehane. Shutter Island

Which linguistic means create, on the one hand, additional expressive effect and, on the
other hand, suggest that the speakers can easier understand each other as they work in the same
professional field?

IIpakTuyeckoe 3aganue Ne 2
Expressiveness of negations (sample). Find the accumulation of negations in the other book
and interpret it.

Negations in general are not used so often as statements but have much more expressive
potential. Each negative form infers contrast between possibility and reality, and it creates an
evaluative and expressive effect. Let us have a look at the excerpt from “The Great Gatsby” by
F.S. Fitzgerald, Chapter I, the strong position:

“Only Gatsby, the man who gives his name to this book, was exempt from my reaction —
Gatsby, who represented everything for which | have an unaffected scorn. If personality is an
unbroken series of successful gestures, then there was something gorgeous about him, some
heightened sensitivity to the promises of life, as if he were related to one of those intricate
machines that register earthquakes ten thousand miles away. This responsiveness had nothing to
do with that flabby impressionability which is dignified under the name of the ‘creative
temperament’ — it was an extraordinary gift for hope, a romantic readiness such as | never found
in any other person and which is not likely I shall ever find again. No — Gatsby turned out all right
at the end; it is what preyed on Gatsby, what foul dust floated in the wake of his dreams that
temporarily closed out my interest in the abortive sorrows and short-winded elations of men.”

Psycholinguists consider that plenty of negations in one’s discourse state the distorted image
of the world. In these four sentences there are six negative forms — too many for English which
has limited usage of negations within a sentence. This accumulation of negations makes the reader
experience anxious expectations, and adjusts to the perception of the future tragic events. The
reader may feel from the beginning that the end of the hero will be unhappy.

IIpakTnyeckoe 3aganue Ne 3

Convergence is the concentration of various devices and expressive means in the same
place to support an important idea and ensure the delivery of the message. The term and notion of
convergence were suggested by M. Riffaterre. Convergence is especially noticeable because of
departure from the usual combinations: the worst friend (instead of the best friend), the best enemy
(instead of the worst enemy). Paradoxes in words are used to express paradoxes in human relations.

Convergence is especially expressive if it is used in short excerpts. Such excerpts are most
often used by critics or linguists for analysis or comparison. Most differences between the original
and translations are found out just in the places with convergence.

Read the aphorisms of Oscar Wilde below, find out convergence and interpret it.

1. Questions are never indiscreet; answers sometimes are.

2. If you pretend to be good the world takes you very seriously. If you pretend to be bad it
doesn’t. Such is the astounding stupidity of optimism.

Oscar Wilde. The Aphorisms

IIpakTnyeckoe 3axanue Ne 4

The term and notion “coupling” were suggested by S. Levin and made up for poetry.
Coupling is usage of similar elements in similar positions that contribute to the cohesion of the
text. Structural similarity in both prose and poetry is found out in similarity of morphological



constructions, syntactical parallelism, semantic similarity (i.e. usage of antonyms, synonyms, and
hyponyms from the same semantic field). Coupling stimulates memory and understanding. Many
examples of coupling are proverbs’ composition:

“Lucky in cards, unlucky in love”; “Many without punishment, none without sin”’; “Many
a good father has but a bad son”.

In poetry the most characteristic kind of coupling is rhythm, others are size, alliteration,
assonance, etc. Coupling may be used in any language level (syntactical, morphological and
others).

The poem “If” by Rudyard Kipling is the brightest example of coupling. Find out parallel
syntactical constructions and comment their usage. Prove that the unity and diversity of linguistic
means realize the unity and diversity of the world.

IIpakTuyeckoe 3aganue Ne 5

Which stylistic device is dominating in these examples from the novel “The Great Gatsby”
by F.S. Fitzgerald? What is the function of the device?

1) Forms leaned together in the taxis as they waited, and voices sang, and there was laughter
from unheard jokes, and lighted cigarettes made unintelligible circles inside.

2) He smiled understandingly — much more than understandingly. It was one of those rare
smiles with a quality of eternal reassurance in it, that you may come across four or five times in
life. It faced — or seemed to face — the whole eternal world for an instant, and then concentrated on
you with an irresistible prejudice in your favour. It understood you as you would like to believe in
yourself, and assured you that it had precisely the impression of you that, at your best, you hoped
to convey.

F. Scott Fitzgerald. The Great Gatshy

IIpakTuyeckoe 3aganue Ne 6
Comment on the usage of the following stylistic means in context. Define a type of the device
and try to explain the choice of the author B. Stableford, novel “The Face of an Angel”.

1) You wear your thoughts and desires openly.

2) Victory felt — knew, in fact — that he was on the threshold of the most momentous
decision of his life. He was faced with an irresistible temptation.

3) Normality would have been out of the question, let alone beauty.

4) There’s as much art in this business as science, as you know full well.

5) He still wanted it, more than anything his money could buy or his celebrity could
command.

6) He had all but given up his quest when it finally bore fruit — but it was not the sort of
fruit he had been expecting, and it was not a development that he was prepared to welcome.

7) Toricelli said, letting his smile die in a peculiarly graceful manner. “We know how hard
you’ve worked to make full use of the scraps of information that you plundered from the devil’s
book, while labouring under the delusion that he hadn’t mean to let you keep them.”

8) “I doubt that you do,” Torricelli said, with a slight regretful sigh. “But that’s by the by.”

9) There was so much obvious nonsense in what the priest had told him that there was no
real reason to believe the assurance that he was only one step short of being able to reproduce — at
least on paper — the face of Adam, but Victory had no need of faith to season his curiosity.

10) Whatever the missing piece of the puzzle was, if there was indeed only one, it was
obviously a piece of magical — perhaps miraculous — subtlety and power.

11) “No. I was healthy, and fair of face. Angelic, even. I might have become....well, that’s
the water under the bridge. Even you could not help me now, Dr Victory.”

12) “He believed it,” Gwynplaine told him, his gaze never wavering within his frightful
mask. “He still believes it — but he won’t interfere again, because he also believes that the devil
operates on Earth with the permission of God.”



13) I’ve given you the warning that I was duty bound to offer. If you’re prepared to take
the risk, having had fair warning, so am I.

14) “Take it or leave it — in either case, I intend to proceed.”

“I’ll leave the advice,” Victory said. “But I’ll take the missing piece of the puzzle.”

15) If he really had been in hell the inferno was obviously equipped with photocopiers.

16) It was not a simple matter of addition, because the code had to be modified in a dozen
different places to accommodate the formulas describing the final incision-and-connection.

17) Victory had half-expected the code itself to be mysteriously beautiful, but it remained
mere code, symbolizing a string of ones and zeroes as impenetrable to the naked eye and innocent
mind as any other.

3adeTHO-IK3aMeHALlMOHHBbIE MaTepuajabl JJsl NPOMEXKYTOYHOH aTTecTALMHU
(3K3amMeH/3a4eT)
S cemecTp - 3ayer
OneHka 3a4TeHO/ He 3a4TE€HO BBICTABIISIETCS HA OCHOBE CJIEAYIOIIUX TPeOOBaHUI:
1) BbITIOJIHEHHUE BCEX MPAKTUYECKUX 3aJaHUM 32 CEMECTpP
2) y4acTHe BO BCEX YCTHBIX OIIpocax
Kpurepnu onieHuBaHMs pe3yIbTaToOB 00ydeHus (3a4eT)

Kpurepun onieHHBaHMS IO 3a4eTy YpoBHH
JIOCTHKCHUS
PE3YNIBTATOB
3auyreHo | OOydarommuiics NMpPaBMJIBHO OTBETHJI Ha TEOPETHUYECKHE BOIPOCHI BCEX YCTHBIX | BhICcOKmii
ornpocoB. [Tokazan oTimyHbIe 3HAHUS B paMKax y4eOHoro Marepuaia. [IpaBuibpHO
BBITIOJTHWIJI TIPAKTHYECKHE 3agaHus. [lokasan OTIMYHBIE YMEHHS M BIIAJCHHE
HaBBIKAMU TIPOBEJICHMSA JIMHIBHCTUYECKOTO aHalIM3a B paMKax YydeOHOro
MaTepuana. OTBETHI Ha IONOJIHUTEIbHBIE BOIPOCHL.

3auteHo | OOyuaromuiicss ¢ HeOOJBIIMMH HETOUHOCTSAMH OTBETHJ Ha TeopeTtudeckue | IToBbIIICHHBIH
BOIIPOCHI BCEX YCTHBIX ONMpOCOB. [lokaszan xopoure 3HaHUS B paMKax y4eOHOTo
marepuana. C HeOONBIIMMH HETOYHOCTSMH BBINIOJIHWI TPAKTHYECKUE 3aaHUsl.
IToxasan xopone yMeHUs U BJIaJICHUE HABBIKAMU IIPOBEICHHSI THHTBUCTHYECKOTO
aHanmM3a B paMkax y4yeOHoro wmartepuaia. OTBeTun Ha  OOJBIIMHCTBO
JIOTIOJTHUTENBHBIX BOITPOCOB.

3auyreHo | OOydarommiics ¢ CyIIECTBEHHBIMH HETOYHOCTSMH OTBETWJI Ha Teoperuuyeckne | IToporossrii
Borpocskl. [lokazan yaoBieTBOpUTEIbHBIC 3HAHUS B paMKaxX y4eOHOro Marepuara.
C cymniecTBEeHHBIMH HETOYHOCTSIMH BBITIOJHWII NpakTHdeckue 3amanus. [lokazan
YIOBIICTBOPUTENLHBIE ~ yMEHHMS W BIAJCHHE  HABBIKAMH  IPOBEACHUA
JIMHTBUCTHYECKOr0 aHan3a. Jlonyctun Mensine 50 % HeTOUHOCTE! py OTBETE Ha
JIOTIOJTHUTENbHBIE BOIPOCHL.

He OOyuaronuiics Ipu OTBETe Ha TEOPETHYECKHE BONPOCH M NpH BhIMONHEHHMH | KommereHums
3a4TEHO [IPAKTUYECKUX 3aJIlaHUI He I10Ka3aJl JOCTaTOUHbIM YPOBEHb 3HaHUI U ymMeHuil. [Ipu | He

OTBETax Ha JONOJIHUTENbHbIE BONPOCHI ObUIO Ooiybiie 50% HenpaBWIBHBIX | chOpMHUpOBaHA
OTBETOB.

6 cemecTp — sk3aMeH. Ha sk3aMeHe CTyAEHTHI MPEACTABISIOT MOATOTOBICHHBIA aHAIN3
TEKCTa MO MPEAI0KEHHOMY allfOPUTMY U 00pasIly.

Linguistic analysis of the novel “The Face of an Angel” by Brian Stableford (sample)

The purpose of the analysis is to reveal ways the specific ideas are expressed in all text
features: its composition, system of images, expressive means, etc. We are going to regard some
aspects of Stableford’s novel, reveal implicit senses, and systematic relationship of its components.

Any linguistic analysis normally proceeds from the study of non-textual reality (extra-
linguistic reality). That is the writer’s biographical, social, economic and political factors, which
in direct or indirect way shaped views of the author and peculiarities of his creative work.



Brian Michael Stableford (born 25 July 1948) is a British science fiction writer who has
published more than 70 novels. Born at Shipley, Yorkshire, Stableford graduated with a degree in
biology from the University of York in 1969 before going on to do postgraduate research in
biology and later in sociology. In 1979, he received a Ph.D. with a doctoral thesis on “The
Sociology of Science Fiction”. Until 1988, he worked as a lecturer in sociology at the University
of Reading. Since then he has been a full-time writer and a part-time lecturer at several universities
for classes concerning subjects such as creative writing.

The novel “The Face of an Angel” has a complex plot, but not because of a number of
events and characters. A reader is intensely following the development of the plot, because the
writer makes him/her change opinions about characters all the time, showing more and more facts.

The protagonist of the novel is a prominent plastic surgeon Hugo Victory. Once an
unusually ugly man came to his office and the doctor thought that he needed surgery. However,
he was mistaken. Gwynplaine (that was the name of the visitor) showed him some manuscript
book of the eighteenth century. Victory wanted that book as desperately as he had ever wanted
anything. The book could rewrite the history of plastic surgery.

Gwynplaine explained that the book had been written by the comprachicos (the medieval
society of child-byers). It was true that they could and did produce monsters from children but the
demand for such products came from the courts of Europe. The comprachicos used their plastic
arts because they wanted to reproduce the face and figure of Adam as a replica of the Divine
Countenance itself, as were the faces of angels.

Gwynplaine wanted Hugo to operate the child following the instructions in the book and
then the doctor would get its copy and translation. The operation had a success but the doctor
failed: he did not get the book and lost his own beliefs and values.

It is not a mere retelling of the plot; it is the present author’s rendering of the novel. The
more people read the text and take part in the discussion or analysis the more original opinions we
may learn. Everybody sees his/her own main points and accents in the text.

This story is abundantly rich in metaphor and symbolism, masterfully written and
constructed. First, we should pay attention to the selection of the hero’s name — Hugo Victory.
One cannot help noticing his resemblance with the name of Victor Hugo (1802 — 1885), novelist,
poet, and dramatist, the most important of French Romantic writers. Victor Hugo developed his
own version of the historical novel, combining concrete, historical details with vivid,
melodramatic, even feverish imagination.

The Hugo’s novel “The Man Who Laughs” (1869) tells about a boy whose face had been
mutilated into a clown's mask, his mouth carved into a perpetual grin. His name was Gwynplaine.
Hugo’s characters moved into the Stableford’s novel. Moreover, thus, Hugo of Stableford acquires
the features of the Creator, not only as a plastic surgeon but also as the creator of Gwynplaine, the
Comprachicos, to wide extent.

The description of the hero is given in the beginning of the novel, in the strong position of
the text. The description of Victory’s feelings in the strong position of the ending creates a new
unexpected turn and a new solution of the conflict. The worldview of the doctor turned upside
down — his job ceased to be magic, it proved to be Pandora’s Box. Therefore, the writer uses lexical
units, which can be divided into three semantic groups: world outlook, faith and beauty.

The last is represented with the adjective beautiful repeated three times: “an unusually
beautiful young woman; to surround himself with beautiful people; not one iota more or less
beautiful than Gwynplaine”. The succession stresses Hugo’s changed looks at beauty — from
considering his secretary unusually beautiful to confessing ugly Gwynplaine beautiful as well.

The specifics of the author’s looks are also revealed through the attributes:

“Fading charms; the ultimate beauty of which humans were once capable; imaginable
beauty; angelic and fair of face; an unusually beautiful young woman; beautiful people; more or
less beautiful than Gwynplaine”.

Beauty may fade (become less clear or noticeable until it finally disappears). It is described
by the author as “ultimate, imaginable, and angelic”. All characteristics of beauty are absolute:



“ultimate — unique, like nobody else’s; imaginable — it is difficult to imagine anybody more
beautiful; angelic — very beautiful”. This choice emphasizes the hero’s striving for perfection and
his belief that everything and everybody in his world may be perfected.

The same idea is supported with the verb beautify (to make something look more beautiful).
Therefore, these lexical and syntactical means in the novel play very important role in setting of
textual semantic links and organization of readers’ perception. They are aimed at creation of the
world where beauty is artificial (though the word artificial is not mentioned in the text). Some
paradox appears: the hero strives for the absolute beauty but it proves to be his illusion that he has
devoted his life to.

Kpurepun oueHuBanus pe3yjbTaToB 00yUeHUs

OreHka Kpurepuu olieHHUBaHUS IO IK3aMEHY

Bricokuit ypoBeHb «5» (OTIMYHO) OILIEHKY «OTJIMUYHO» 3aCIIy’KUBAeT CTYAEHT, OCBOUBIINH
3HaHUS, YMEHMSA, KOMIETEHIMM M TeOpeTHYECKHUH
Marepuas 0e3 npoOesIoB; BHIIOIHUBIIMN BCE 3aJaHUA,
MPEeIyCMOTPEHHBIE YUYeOHBIM IIJITAHOM Ha BBICOKOM
KayeCTBEHHOM  YpOBHE;  IPAaKTHUECKHE  HaBBIKU
podeCcCHOHAIBHOTO NPUMEHEHUSI OCBOCHHBIX 3HAHHN

chopMHpOBaHEHI.
Cpennuit ypoBeHb «4» (X0poIIIo) OLICHKY «XOPOIIIO» 3aCTYKUBACT CTYACHT, MPAKTHICCKU
MOJTHOCTHIO OCBOMBIINI 3HAHUS, yMEHHS,

KOMITCTEHIINM WM TEOPETHUECKHHA MaTrepHai, ydeOHbIe
3a7aHusI HE OIICHEHbI MaKCHMAaJIbHBIM YHCIIOM 0ajlioB,
B OCHOBHOM C(hOPMHUPOBAJ MPAKTHIECKNUE HABBIKH.
IMToporossrii ypoBeHb «3» (YIOBIETBOPUTEIHHO) OLICHKY «YIOBJICTBOPUTEIBHO» 3aCITy)KUBACT CTYACHT,
YaCTHMYHO C MpoOeraMyu OCBOMBLIMH 3HAHHS, YMEHHS,
KOMIIETEHIINM ¥ TEOPETUUECKHH Marepuall, MHOTHE
ydeOHble 3aJaHMd JHOO HE BBINOJHWI, JTUOO OHH
OLICHEHBI YUCIIOM OaIOB OJM3KMM K MHUHUMAIBHOMY,
HEKOTOpbIE NPAKTUYECKUE HABBIKK HE C(HOPMUPOBAHBIL.
MuHUMaNBHBIN YPOBEHb «2)% (HEYOBIECTBOPUTEIIHHO) OLIEHKY «HEYIOBIICTBOPUTEIBHO)» 3aCITyKUBAET
CTYZIEHT, HE  OCBOMBIIMI  3HaHUWs,  YMEHWUS,
KOMITCTEHIINM M TEOPETHUECKHH MarepHai, ydeOHbIe
3a7aHUsl HE BBINOJHWI, INPAKTUYECKHE HABBIKH HE
c(hOpMHUPOBAHEL.

O1neHOYHBIE CPEJICTBA /JI1 MHBAIMJIOB U JIUI] C OTPAaHMYEHHBIMU BO3MOKHOCTSIMH 37]0POBbSI
BBIOMPAIOTCS C YUETOM MX UHIUMBUAYAIBHBIX MCUXO(PU3NIECKUX OCOOCHHOCTEH.

— IIp1 HEOOXOAMMOCTH MHBAJIUAM U JIMLAM C OTPAaHUYEHHBIMU BO3MOXKHOCTSIMU 3/I0POBBS
IIPEIOCTABIIAETCS JOMOJHUTENBHOE BPEMs JUIsl IOATOTOBKHM OTBETA HA DK3aMEHE;

— IIpU TPOBEACHUM NPOLIETYpPhl OLEHUBAHUS PE3YJIbTaTOB OOYyUEHUs] WHBAJIUAOB U JIUI C
OTpaHMYEHHBIMH BO3MOXHOCTSIMU 3/10POBbsl IIPEAYCMATPUBAETCS UCIIOJIB30BAHUE TEXHUYECKHX
CPEICTB, HEOOXOAUMBIX UM B CBSA3H C X MHJIUBUIYaTbHBIMU OCOOCHHOCTSIMU;

— MpU HEOOXOJUMOCTH Il 00yHaroIUXCs ¢ OTPaHUYEHHBIMU BO3MOXKHOCTSIMU 3710POBBS U
MHBAJINJIOB MPOILIEIypa OLEHUBAHUS PE3yJIbTaTOB 00YUEHMsI [0 JUCIMIIIMHE MOKET MPOBOIUTHCS
B HECKOJIBKO JTaIoB.

[Tpouenypa oleHUBaHUS PE3yNbTaTOB OOY4YEHUS MHBAJIWJOB U JIUI C OrPAHUYEHHBIMU
BO3MOXHOCTSIMM 3JI0POBbsSI 110 JUCHUIUIMHE (MOJIYJIO) MpeaycMaTpuBaeT Ipel0CTaBIeHUE
uHpopMaluu B QopMmax, aJaNTUPOBAHHBIX K OrPAaHUYEHHSIM HMX 3J0pPOBbS M BOCIPUSATHUS
uHpopManuu: J{JIst 11l ¢ HapYIIEHUSIMU 3pEHUS:

— B IIe4yaTHOM popme yBeTMUeHHBIM HIpUdTOM,

— B (popMe PIIEKTPOHHOTO IOKYMEHTA.

Jlns1 man ¢ HapyIeHus MM cityXa:

— B 1e4atHoi opme,

— B (popMe PIIEKTPOHHOIO TIOKYMEHTA.



Jnist mur; ¢ HapyIICHUsSIMH OTIOPHO-/IBUTATEIbHOTO ammapaTa: — B IedaTHOH (opme, — B
(dbopMe NEKTPOHHOTO JOKYMEHTA.

JlaHHBI TIepeYeHbh MOXKET OBITh KOHKPETHU3UPOBAaH B 3aBUCHMOCTH OT KOHTHHTEHTA
o0yyJarouuxcs.

5. Ilepedyenn y4eOHOI JIUTepaTypbl, HHPOPMALMOHHBIX PeCYPCOB H TE€XHOJIOTHil
5.1. YueOnas 1urepartypa

1. Apnoaba, Y. B. OCHOBBI Hay4HBIX MCCIICIOBAaHUN B IMHTBUCTHKE : ydeOHOE mocodue / U. B.
ApHonbpa. — 2-e u3l., crep. — Mocksa : ®JIMHTA, 2018. — 176 ¢. — ISBN 978-5-9765-
2964-9. — TekcT : anexkTpoHHbIN // JlaHb : AJIeKTpOHHO-OMOMMoTeuHass cucrema. — URL:
https://e.lanbook.com/book/102543 (nara obparenus: 18.07.2021). — Pexxum gocryna: s
aBTOPU3. MOJIb30BATENCH.

2. Apnonpn, U. B. Cemantuka. Ctunmctuka. MHTEpPTEKCTYyadbHOCTh : COOPHUK HAayYHBIX
tpynoB / U. B. Apnonba ; Hayunsii penaktop 1. E. Byxapkun. — Mocksa : ®JIMHTA, 2019.
— 448 c. — ISBN 978-5-9765-2812-3. — TekcT : 3meKTpoHHbIN // JlaHb : 3JIEKTPOHHO-
oubnmuoreuynas cuctema. — URL: https://e.lanbook.com/book/151303 (mara oOpamieHus:
18.07.2021). — Pexxum pocTyna: JJisi aBTOPH3. MOIb30BaTEICH.

3. bonotnosa, H. C. MeToauKu CMBICTIOBOTO M IMHIBOIIPArMaTHYECKOro aHaIN3a MeIMaTeKCTa
: yuebnoe mocobue / H. C. bonornoBa. — Mocksa : ®JIMHTA, 2019. — 156 ¢. — ISBN 978-
5-9765-4089-7. — TekcT : 25eKTpOoHHBIH // JIaHb : 3JIEKTPOHHO-OMOINOTEYHAsI CUCTeMa. —
URL: https://e.lanbook.com/book/135315 (mara oOpamenus: 18.07.2021). — Pexum
JOCTyMa: JIJIsl aBTOPH3. MOJIb30BaTENEH.

4. Bempesa, 1. T. DkcriepTHBIN IMHTBUCTUYECKAN aHAIHM3 CIOPHOTO TEKCTa : yueOHOe mocodne
/ Y. T. Benpesa, H. A. Kynuna. — 3-e u3z., crep. — Mocksa : ®JIMHTA, 2020. — 148 c.
— ISBN 978-5-9765-4348-5. — TekcT : 31eKTpoHHbIi // JIaHb : 3JeKTpOHHO-ONOIMOTeYHAs
cuctema. — URL: https://e.lanbook.com/book/151308 (nata obpamenus: 18.07.2021). —
Pexwum noctyna: st aBTOpHU3. TOIB30BATEINCH.

5.2. llepuoguyeckasi Jureparypa
He npenycmorpena

5.3. UHTepHeT-pecypchbl, B TOM 4HCJIe COBpeMeHHbIe MpogecCHOHAIBHBIE 0a3bl
JAAHHBIX U HHPOPMALIMOHHbIE CIIPABOYHbIE CHCTEMbI JJIeKTPOHHO-0MOJIHOTEYHbIe CHCTEMbI
(ABC):

1. 9bC «JIAHb» https://e.lanbook.com I[Ipodeccuonanbpabie 6a3bl JTAHHBIX:

2. YHuBepcureTckas nuapopmannonsas cucrema POCCHA http://uisrussia.msu.ru Pecypcer
cBoOoiHOTO foctyna: 1. Cioyk6a TeMaTHYECKUX TOJIKOBBIX ciioBapel http://www.glossary.ru/;

3. CnoBapu u suiuknonenuu http://dic.academic.ru/;

CobcTBeHHbIE 3JIEKTPOHHBIE 00pa3oBaTeNbHbIE U HH(POpMalMoHHbIEe pecypcbl KyOl'Y:

1. Cpena MoayapHOTO qrHaMHUUYeckoro ooyuenus http://moodle.kubsu.ru

2. baza yuyeOHBIX TIUIAaHOB, Y4Y€OHO-METOJAMYECKUX KOMIUJIEKCOB, IYOJUKAIUA W
koHGepeniumii http://mschool.kubsu.ru/

6. Metoanueckue yKka3aHus 1Js 00y4ar0MXCH 10 OCBOCHUIO THUCHHUILIMHBI (MO1YJIs1)
MCTOZII/I‘ICCKHC PECKOMEHIAIMH 110 MOATOTOBKE K JICKIHHOHHBIM H ITIPAKTUYCCKUM 3aHATUAM

Kypc «JIuHrBUCTHYECKHN aHATIN3 U NHTEPIPETALMS XYA0KECTBEHHOIO TEKCTA» — MPEKIE
BCEro, IOCTYNaTelbHbI, OCHOBAaHHBI Ha IMPEEMCTBEHHOCTH Y4eOHOro MaTepuaja W Ha
KJIACCUYECKOM O0ydarolleM MPUHIMIIE «OT MPOCTOro K CIOXKHOMY». I'maBHas 3agaua Kypca —
oTpaboTaTh IMOJyYEHHbIE TEOPETUYECKUE 3HAHUS CHUCTEMHOCTH H3YyYaeMbIX S3bIKOB B
MIPaKTHYECKOM ITPUMEHEHNH — Ha MaTepuase aHIOoA3bIYHON uTeparypbl. [Ipm 3TOM KadecTBO


http://moodle.kubsu.ru/
http://mschool.kubsu.ru/

HOJYYEeHHOTO 00pa3oBaHMs B OOJbIIEH CTENEHM 3aBUCHT OT AKTHBHOM pOJHM CaMmoro
oOyyaroIierocsi B yaeOHOM Mpoliecce, MOCKOIbKY Kypce He MpeanoaraeT JeKIMOHHBIX 3aHATHI.

JlaHHasg JAMCUMIUIMHA MPEAroyiaraeT OoJbIION 00BbEM CaMOCTOSTEIBHOH paboThI
oOyuaromuxcs. B mporecce MOArOTOBKM CTYACHTHI Pa0OTAlOT C ayTEHTHYHBIMH TEKCTaMH,
BBINIOJIHAIOT aHAJIN3 TEKCTOB PA3IMYHON TEMaTHKH M Pa3IM4HbIX cTHied. CaMocTosTeNbHas
paboTa MOKET BBIOJIHATHCS MHIUBUIYAJIbHO WM IPYINIIaMH, B 3aBUCUMOCTH OT LEJH, 00beMa,
KOHKPETHOW TEMaTHKH CaMOCTOSATEIILHON paboThl, yPOBHS cI0KHOCTH. KOHTpONb pe3ynbTaToB
CaMOCTOSITENIbHOW  pabOThl CTYIEHTOB MOXET OCYIIECTBIATHCS B TpeAeiax BpEMEHH,
OTBE/ICHHOTO Ha O0s3aTeslbHbIC Y4eOHBIe 3aHATHUS MO AWUCIMIUIMHE, U MOXKET NPOXOAUTH B
MUCHbMEHHOW WJIM YCTHOH (opMe.

B ocBoeHMH TUCHMIUIMHBI MHBAJIMJAMU U JIMLIAMH C OTPAaHUYEHHBIMH BO3MOKHOCTSIMU
3I0pOBbsI OOJIBIIOE 3HAYEHHWE MMEET WHAMBHIyalbHas y4deOHas paboTa (KOHCYJIbTAllMM) —
JIONOJTHUTEIIbHOE Pa3bsICHEHNE y4EeOHOTO MaTepHaa.

WupuBuayanbHble KOHCYJIBTAllMM IO MPEAMETy SBISIOTCS BaXHBIM  (aKTOPOM,
CIIOCOOCTBYIOIIMM WHAWBUAYAIH3aIUN O0yYEHHUS U YCTAaHOBJICHHIO BOCIUTATEILHOTO KOHTAKTa
MEXIy IMpernojaBaTesieM MW OOyJaroIUMCs HMHBAJIUIOM WM JIMIOM C OTrPaHUYCHHBIMH
BO3MOXKHOCTSIMU 37I0POBBSL.

7. MarepuaibHO-TeXHUYECKOe o0ecredeHne 1o JUCHUIInHE (MOAYJII0)

HaumeHnoBanue
creruanbHbIX NOMEIIEHUH

OcCHAaIIEHHOCTD
CIICHaJIbHBIX HOMeIlIeHI/Iﬁ

[lepeueHb AMIIEH3MOHHOTO
IPOTPaMMHOTO 00ECTICUCHHUS

VYueOHble ayIUTOPHUU IS Me6Genb: yueOHast MeOelb Microsoft ~ Office 365
MPOBEJICHUSI 3aHATHI JIEKIIHOHHOTO Professional  Plus - Tlaker
tuna (aya.312) 5 Texmmieckue cpeactea MPOrPaMMHOTO OOECTIeueHUsT st

00yHCHIA: MpernoiaBaTesie U COTPYIHUKOB C
TPOEKTOp UCIIOJIb30BaHUEM 00mavHbIX

texuosoruit (Microsoft). ApTtukyn
npaBoo6naz[aTen${

0365ProPlusforEDU
MonthlySubscriptions-
VolumeLicense MVL 1License
AddOn toOPP (xox 5XS-00003).

AllLng

Cornamenue Microsoft
“Enrollment for Education
Solutions” 72569510.

Jlunensuonnsrii  gorosop Ne73—
AD®/223-D3/2018. ot 06.11.2018

Y4eOHble ayTUTOPUU LIS

Meo6ens: yuebHas mebenb

NIPOBEACHUS 3aHATUN
CEeMHHApPCKOro THUIMa, TPYNMOBBIX U Texumieckue cpeacrea
WHJIMBUAYAJbHBIX  KOHCYJbTAIU, 06yuenus:
TEKYIIEero KOHTpPOJISt u TB
MIPOMEKYTOYHOW aTTecTaluu (ayn.
234)
Jns  caMmocTosTeNnbHOW — paboThl  OOY4YalOUIMXCS  MPEIYCMOTPEHBI  MOMELICHHUS,

YKOMIUIEKTOBAaHHbBIE CHEIMATH3UPOBAHHON MeOenblo, OCHAIEHHbIE KOMIBIOTEPHON TEXHUKOH ¢
BO3MOXKHOCTBIO MOJIKIIOUEHUS K ceTu «VHTepHEeT» M oOecredeHneM JOCTyIa B 3JIEKTPOHHYIO
UH(POPMALMOHHO-00pa30BaTEIbHYIO CPEely YHUBEPCUTETA.



HaunmenoBanue
MOMEIIEHUH [T CAMOCTOSTETbHON
paboThI 0OyUAIOIIHXCS

OCHAIIIEHHOCTD
MOMEIICHHUHT AJIsI CAMOCTOSTEIBHON
paboTHl 00yUarOIMXCS

Ilepeuenn
JIMIIEH3UOHHOTO
MPOrPaMMHOTO O0ecTIeueHUs

[Tomemenne
CaMOCTOSATENIEHON paboTsl
oOygaromuxcs (YUTAIBHBIN  3a)]
Hayunoit OnbmmoTexn)

JJIA

MeOenb: yueOHas MeOeb

Kommnexr
CHEeUaIN3UPOBAaHHON
KOMIIBIOTEPHBIE CTOJIBI

mebenu:

O6opynoBaHue:
KOMITBIOTEpHAs TEXHHKA c
MOJIKITFOYCHUEM
HHPOPMALNOHHO-
KOMMYHUKaLMOHHON
«VlHTEpHET» W JOCTYIOM B
JMIEKTPOHHYI0  MH()OPMAIMOHHO-
00pa30BaTEIbHYIO cpeny
00pa3oBaTeNbHOW  OpraHU3aluH,
BeO-KaMephl, KOMMYHHKaI[HIOHHOE
obopynoBaHHe, OOECIICUHBAOIIEE
JOCTym K  CETH  HWHTEPHET
(npoBoaHOE COC/INHECHHUE u
0eCnpoBOHOE  COCIUHEHHE IO
texaosorud Wi-Fi)

CCTH

[Tomemenue
CaMOCTOSTENBHON
oby4varoruxcs (aya. 323)

IS
paboTsI

MebGenb: yuyeOHast MmeOenb

Kommnexr
CIeUaIN3UPOBAaHHOU
KOMIIBIOTEPHBIE CTOJIBI

MeOenu:

ObopynoBanue:
KOMIBIOTEpHAsI TeXHUKa c
MOAKIIOYECHHEM K
HHPOPMALHOHHO-
KOMMYHHKAIIHOHHON
«MHTepHeT» W JOCTyIOM B
JIEKTPOHHYI0  HH()OPMAIHOHHO-
00pa30BaTEIbHYIO cpeny
00pa3oBaTeNbHOW  OpraHU3aluH,
BeO-KaMepbl, KOMMYHHKALIMOHHOE
obopynoBaHue, oOecreynBaroee
JOCTY K  CEeTH  HHTEPHET
(mpoBoHOE COCIIMHCHHUE u
OecrpoBOIHOE  COCOMHEHHE IO
texuonorun Wi-Fi)

CETHU




