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1 Ieau 1 321244 U3y4YeHUs] TUCUUILIUHBI (MOAYJI5)

1.1 IMeans ocBOEHUS JUCHUTIITUHBI

dopmupoBaHUEe CHOCOOHOCTH MPOBOJUTH JIMHIBUCTHUECKUN aHAJIM3 TEKCTa HA OCHOBE
CUCTEeMHBIX 3HaHUH 00 OCHOBHBIX (DOHETHYECKHX, JICKCHYECKHX, TIpPaMMaTHYECKUX,
CII0BOOOpA30BaTENbHBIX  SBICHHUSX, oOpdorpaduui W NYHKTyallMd, O 3aKOHOMEPHOCTSIX
(YHKIIMOHUPOBAHUS N3Y9aeMOTO HHOCTPAHHOTO S3bIKa, €r0 (PYHKITMOHALHBIX PAa3HOBUIHOCTSIX.

1.2 3agauyn AUCHUIIIHHBI
- O3HAKOMHUTH CTYACHTOB C MpPHUEMaMU W METOJaMHU JIMHTBUCTHYECKOTO aHajn3a Ha OCHOBE
CHUCTEMHBIX 3HaHUH 00 OCHOBHBIX (POHETHUECKHX, JICKCHYECKUX, TI'PaMMATHUYECKHX,
CJIIOBOOOPA30BATEIBHBIX  SBJICHUSAX, opdorpaduu ¢ TYHKTYyallMd, O 3aKOHOMEPHOCTSIX
(YHKIIMOHUPOBAHUS N3y4aeMOTO0 HHOCTPAHHOTO SI3bIKa, €r0 (PYHKIITMOHATBHBIX PA3HOBUTHOCTSIX;
- OOy4UTh CTYJIEHTOB MPUMEHSTH MPHUEMBbI M METOJbI JIMHTBUCTHYECKOTO aHajIN3a Ha OCHOBE
MOJTYYEHHBIX CUCTEMHBIX 3HAHUW 00 OCHOBHBIX (DOHETUUYECKUX, JIEKCUUECKHUX, TPaMMaTHYECKUX,
CJIOBOOOpA30BaTENbHBIX SIBICHUSIX, oOpdorpadmu W TYHKTyallMH, O 3aKOHOMEPHOCTSX
(YHKIIMOHUPOBAHUS U3Y4a€MOTO HHOCTPAHHOTO SI3bIKa, €0 (DYHKIIMOHAIBHBIX PA3HOBUTHOCTSIX.

1.3 MecTo qucuunIuHbl (MOayJisi) B CTPYKTYpe 00pa3oBaTeIbHOIi MPorpaMMsbl

Hucumnnnuna «b1.0.31 JIMHrBUCTHYECKUI aHAIM3 U UHTEPIPETALUS XYI0KECTBEHHOTO
TekcTay oTHOocHUTCs K O0s3arenbHOM yacTu bioka 1 «/luctiumnae (Mo 1ynn)» y4eOHOTO TUIaHa.

Hucumnnnuna «b1.0.31 JIuHrBUCTHYECKUN aHAM3 U MHTEPHpPETAlUs XYA0KECTBEHHOTO
TEKCTa» HapAMYy C TaKUMHU AUCHHUIUTHHAMH, KaKk «OCHOBBI SI3bIKO3HAHUS», «Teopust mepBoro
WHOCTpPaHHOTO si3bIKa» W «Teopus BTOpPOTO WMHOCTPAHHOTO S3BIKA», HaMpaBlieHa Ha
dhopmupoBanue oodmenpodeccrnonaabHo komneTennuu OITK-1.

1.4 TlepeuyeHb IJIAHUPYEMBIX Pe3yJIbTATOB 00yUeHHs MO JUCIHUIIMHE (MOIYJIIO0),
COOTHECEHHBIX € IUNIAHMPYEMbIMH Pe3yJIbTATAMH 0CBOEHHUSI 00pa30BaTe/bHON NMPOrpaMMbl

N3yuenne nanHOW yueOHOW JUCIUIUIMHBI HAMpaBJIeHO Ha (opmMupoBaHue y
oOyuaronuxcs CIeayonX KOMIETeHIU:

Konu Pe3ynbrarhl 00y4eHHs 110 AUCIHTLIMHE
HaUMEHOBaHUE
WHIUKaTopa*
OIIK-1 CnocobeH 3HaeT OCHOBHbIE (DOHETUUECKUE, JIEKCHIECKUE, TPAMMAaTHYECKHUE,
TIPUMEHSTH CHCTEMY | CIIOBOOOpa30BaTellbHBIE ABJIEHNU, IpaBHiIa opporpapuu U MyHKTyalHu,

JTMHTBUCTHIECKHUX 3HAHMHN 06 | 3aKOHOMEPHOCTH (QYHKIIMOHUPOBAHUS U3y4aeMOro HHOCTPAHHOTO SI3BIKa U €ro
OCHOBHBIX  (hoHeTHdeckux, | PYHKIMOHATBHBIC Pa3HOBHIHOCTH

JIEKCHYECKUX,
rpaMMaTHYECKHX,
CII0B00OPa30BaTEIbHBIX
SIBIIEHUAX, opdorpadun u

YMeer IpUMEeHSTh CHCTEMY JIMHIBUCTUYECKUX 3HAHUH 00 OCHOBHBIX
(DOHETHYECKHX, JIEKCHIECKUX, TPaMMaTHYECKHX, CIIOBOOOPA30BaTEIbHBIX
SABIICHUSX, oporpaduu 1 MyHKTyauu

MyHKTYall1H, 0 Brnaneer cucTeMoli TMHIBUCTHYECKUX 3HAHUI 00 OCHOBHBIX
3aKOHOMEPHOCTAX SI3BIKOBBIX SABIICHUAX, oporpadi ¥ MyHKTyalnH, 3aKOHOMEPHOCTSIX
(YHKIIMOHHpPOBAHMS (hYHKIMOHHUPOBAHUS N3Y4aeMOT0 MHOCTPAHHOTO SI3BIKA, €T0 (PYHKITMOHAIBHBIX

U3ydaeMOro HMHOCTpaHHoro | Pa3HOBHIHOCTAX

SI3BIKA, €70 (PYHKIIMOHAIIBHBIX
Pa3HOBUIHOCTSIX




Kox n Pe3ynbratel 00yueHus MO JUCHUTIIMHE
HanMEHOBaHUE

WHIUKaTOpa™®

PesynbraThl 00y4eHus M0 TUCHMIUIMHE JOCTHTAIOTCS B paMKaX OCYILECTBIICHHS BCEX BUIOB
KOHTAKTHOHM M CaMOCTOSATEIHLHONW paboThl 00y4YaroIMXCs B COOTBETCTBUU C YTBEPKJICHHBIM
y4eOHBIM IIJIAHOM.

WHaukaTtopsl JOCTHKEHHSI KOMIIETCHIIMHA CUYUTAIOTCS C(POPMUPOBAHHBIMH TPH
JOCTH>KEHUH COOTBETCTBYIOIUX UM PE3YIHTaTOB OOyUCHHUSI.

2. CTpyKTYpa U co/iep:kaHue TUCHUIIHHbI
2.1 Pacnipenesnenue TPy10éMKOCTH JUCHUILUIMHBI 10 BHIaM padoT

OOriast TPyA0EMKOCTh JAUCIUIUIMHBI COCTaBIsACT 4 3adeTHBIX eauHuInl (144 gaca), ux
pacmpeeneHre 1Mo BujiaM padboT MPeCTaBICHO B TAOIHIE

Bunpt pabot Bcero ®dopma 00ydeHUs
4acoB ouHast
5 6
ceMecTp ceMecTp
(gacer) (gacer)
KonTakTHasi padoTa, B TOM 4ncje: 50,5 26,2 24,3

AyauTopHbIe 3aHATHS (BCero):
3aHATHS JIEKIIMOHHOT O THIIA
J1a00paTOPHBIC 3aHATHS
MPaKTUYECKUE 3aHATUS 50 26 24
CEMUHAPCKUE 3aHATHS

HNuas xoHTakTHas padora:
KonTtpomas camocTosTensHON paboTHI

(KCP)
[Ipomexyrounas arrecrauus (KP) 0,5 0,2 0,3
CamocTrosiTejibHasi paboTa, B TOM 66.8 45,8 21
qucie:
[oaroroska pedepara 4 4 -
[oaroroBka npe3eHTanum 8 4 4
CamocTosTeNnbHOE HM3y4eHHE pa3/esioB,
CaMOIOATOTOBKA (mpopabotka u
MOBTOPEHHUE JIEKIIMOHHOTO MaTepuaia Hu
Matepuana  y4eOHMKOB M y4eOHBIX 26,7 23,8 3
mocoOuii, OArOTOBKAa K J1a0OPATOPHBIM U
MPAaKTHYECKUM 3aHSTHSIM, KOJUIOKBHYMaM
" T.J.)
[MoaroroBka K TEKyIIEMY KOHTPOIIO 16 12 4
Kontpoas:
[oaroroBka K 3K3aMeHy - 26,7
Oomas qyac. 144 72 72
TPYA0EMKOCTh B TOM 4HCJI€e
KOHTAKTHAs 50,5 26,2 24,3
padora
3ad4. e 4 2 2

2.2 Copeprxanue TMCHUINIHHBI

Pacnpenenenue Bu10B yueOHON pabOThI M UX TPYAOEMKOCTH MO pa3/iesiaM JAUCIUILTHBL.
Pa3nens! (Tembl) TUCIMIUIMHEL, U3y4aemble B 5 cemectpe (3 Kypc) (ounast popma oOyueHwMs)



KonuuectBo yacos
IBHeayauT
Ne HanmenoBanue pasnenos (Tem) AymuTopHas OpH};SI
Bcero pabora
pabora
JI 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 pazdenam oucyuniunol 71,8 26 45,8
Kontpons camocrositensHoi pabotsl (KCP)
[Tpomexyrounas arrecrauus (KP) 0,2
HOZ[FOTOBKa K IPpOMEKYTOYHOMY KOHTPOIIIO
OO01m1ast TPyI0eMKOCTb IO JUCITUILINHE 72

Pa3znenbr (TeMbl) TUCHUILIHHBI, U3y4aembie B 6 cemectpe (3 kypc) (ounas gopma

o0OyueHus)
KonunuecTBo yacoB
A Bueaynut
Ne HaumeHoBaHue pa3zenos (Tem) YAUTOpHaA OpHasi
Bcero pabora
pabora
JI I13 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 pazoenam oucyuniunvl 45 24 21

Kontpomns camocroarensHoit padotsl (KCP)

[Mpomexyrounas arrecrauus (KP) 0,3

[ToaroroBka K MPOMEXKYTOUHOMY KOHTPOIIIO 26,7

OO6m1ast TPYZOEMKOCTb IO AUCITUIIINHE 72

[Mpumeuanue: JI — nexium, [13 — npaktudeckue 3austus / cemunapsl, JIP — maboparopHbie

3ansaTus, CPC — camocTosTenbHas paboTa CTyJIeHTa

2.3 Conep:xkanue pa3iesioB (TeM) THCHHANIHHBI

2.3.1 3auaTus JeKIMOHHOI0 THIIA
He npenycMoTpeHsl

2.3.2 3aHATHSI CEMHHAPCKOT0 THNA (MPaKTHYeCKUe / ceMUHAPCKHE 3aHATHS1/

JadopaTopHblie padoThl)

5-1 cemecTp:

No HaunmenoBanme
“|paznena (TeMsr)

Temarwnka 3aHsTHI/pabOT

dopma TeKyIero
KOHTPOJIS

Linguistic analysis of

1 a literary text:
' theoretical basis

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

YerHplii 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.

AHnanus u
HHTEpIpeTanus
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.

Verasiii ompoc Ne
2

figurative means and augments of the sense.

Analysis of textual different levels: phonetic, syntactical Anams u
. . . . HHTEPHpETALINSL
Levels of textual and lexical. Inversion, reduplication. Expressiveness of o
. . . . B tekcta “The
analysis negations in the English text. Fragments of “The Great Great Gatsby”
gl i i f ions. -
Gatsby” illustrating expressiveness of negations (F.S. Fitzgerald)
The most important and studied types of foregrounding:| Anamus u
. coupling, convergence, and “defeated expectancy”.| untepnperamus
T]}/]t)es and fu;_ctlons Coupling in poetry (rhythm, size, alliteration, assonance, etc.| cruxorsopenus
otforegrounding I coupling in any language level (syntactical, morphological| < (R. Kipling)
and others). The poem “If” by Rudyard Kipling as the
brightest example of coupling.
“The principle of|“The principle of defeated expectancy” (the term of R.| Amamms u
defeated expectancy”|Jacobson). In lexis, “the defeated expectancy” may be| mmrepmperarms
(the term of R.|represented in rare words (archaisms, borrowings, author’s| tekcra “The
Jacobson). neologisms, periphrases, oxymoron, etc.). Great Gatsby”
The ti[tle “The Great Gatsby” as the example of defeated (F.S. Fitzgerald)
expectancy.
Figurative means in the text structure. Relations of the plot, | Ananu3 u
Means of imagery in |structure, motives and themes. Retrospective and MHTEpIpeTaIHs
the text prospective function of figurative means. System links of | Tekcra

6-i1 cemecTp:

Haumenosanue dopMma TeKyLEero

Ne|pazmena Tematuka 3ausTHII/ pabOT KOHTPOJIS
(Tembl)

1. The combined examination of all text levels including linguistic| Aramus u
Interpretation: and ex_tralinggistic ones as the most productive approach to the text| mmreprperars
general analysis and interpretation. A Iltgrary work as _th_e product of its| rexcra

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 | Ananus n
any analysis and the language of the original text as its basis. HHTEPIIPETAINSI
_StEDS of _ Conceptual approach to the analysis of a literary text suggesting | rexcra
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 au‘Fhor’s .persona'lity, UHTEPIPETALUS
factors of the blography, a sFyle of ht@r_ature, etc.) The_ wr_1ter’_s blogrgph_lcal, TeKcTa
text analysis soma!, economic z_md political factors, which |n_d|_rt_act or mgﬂrect

way influenced views of the author and peculiarities of his/her
creative work.

4.\ Genre and As a literary device, genre refers to a form, class, or type of literary| Anamus u
style work. The primary genres in literature| maTepnperarust
differentiation |(POgtry, drama/play, essay, short story, and novel). The term genre| Texcra



https://literarydevices.net/protagonist/
https://literarydevices.net/audience/
https://literarydevices.net/subject/
https://literarydevices.net/drama/
https://literarydevices.net/play/
https://literarydevices.net/essay/
https://literarydevices.net/short-story/
https://literarydevices.net/novel/

is also used to denote literary sub-classifications or specific types
of literature 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| Ananu3 u
speech (description, narration, reflection). Specifics of speech| mnTepnperanus
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 | Ananmu3s u
Analysis of unfolding of the pIo‘F. Analysis o_f other _str_ong positions. WHTEpIpETaIHs
text semantics Intert_extL_JaI connections an_d their a_ssquatpqs. Key Words_ of the | tekcra

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. | uarepnperanus
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. AHanms u
Emotional Emotive senses in the author’s image. Emotional assessment UHTEpIIpETaIHs
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 AHanus u
means of a (decorative, constructing, highlighting, and depicting). Correlation | uarepnperartus
literary text.  |of visual senses with the sense of the whole text. Articulation. TEKCTa
Analysis of  |Intonation and rhythm.
poetry.

VYerusriit onpoc (YO), konTpoasHas padota (KP)

[Ipn w3ydyeHUH AMCHUIUTMHBI TPUMEHSETCS DJIEKTPOHHOE OOydeHHE, AUCTAHIIMOHHBIC

oOpasoBarenbHbIe TexHoJoruu B cootBeTcTBUN ¢ PI'OC BO.

2.3.3 IlpumepHasi TeMaTHKA KyPCOBBIX padoT (IIPOEKTOB)
He npemycMoTpeHsbI.

2.4 TlepeyeHb y4eOHO-METOIMYECKOT0 OOeceueHusl JJIsi CAMOCTOSITe/IbHOI padoThI

00y4aromuXxcs Mo JUCUUITINHE (MOIYJII0)

ITepedyenp yueOHO-METOAMYIECKOT0 00ECTIEYeHUS TUCIIUIUINHEI 10

TIOATOTOBKa K TEKYIIEMY

KOHTPOITIO

npaxmuku nepeeoda, npomokon Ne 11 om 17.05.2021

No Bux CPC BBITIOJTHEHHIO CAMOCTOSITEIIEHOM pabOoThI
ool
1|CamocrosTensHoe Memoouueckue yKa3anusa no opeaHu3ayuu CamocmoamenbHoll pabomst no
n3yveHHe paszienoB,|Qucyuniute «JIlunegucmuueckuti ananu3 i UHMepnpemayus
CaMOIOATOTOBKA H|XY002ceCm8eHH020 MEeKCMay, ymeepicoenHvle Kagedpoli meopuu u

VY4uebHO-MeToinYecKre MaTepualibl sl CaMOCTOSTENIbHOW paboThl OOyYaroUIuXcs U3
qrcia MHBAJIMJIOB U JIML C OTpaHMYEHHBIMH BO3MOXKHOCTAMHU 3710poBbsi (OB3) npenocrasistores
B (hopMmax, aJlanTHPOBAHHBIX K OTPAaHUUYEHHUSM UX 3/I0POBbS U BOCIPUATHS HH(OPMAIIHK:

Jlist UL ¢ HapyIIeHUSIMU 3PEHHS:

— B 11e4aTHOM (hopMe yBEeTHMUEHHBIM HIPHU(PTOM,


https://literarydevices.net/comedy/
https://literarydevices.net/tragedy/
https://literarydevices.net/epic/
https://literarydevices.net/fiction/
https://literarydevices.net/romance/

— B (popMe 3IEKTPOHHOTO JOKYMEHTA,

— B (hopme ayauodaiina,

— B meyatHo#l opme Ha si3bike bpaiins.

JIist AL ¢ HapyLIEeHUsIMU CITyXa:

— B 1e4atHo opme,

— B (popMe 3JEKTPOHHOTO JOKYMEHTA.

JUi1st U1l ¢ HAapyIIEHUSIMU OTIOPHO-IBUTATENIFHOTO arapara:

— B re4atHoi opme,

— B (popMe 3IEKTPOHHOTO JOKYMEHTA,

— B (hopme ayamodaiina.

JlaHHBI TIepedeHb MOXKET ObITh KOHKPETU3UPOBaH B 3aBUCUMOCTU OT KOHTHHTCHTA
00yJaromuxcs.

3. O0Opa3oBaTejbHbIe TEXHOJOTMH, NMPUMEHsieMble MPU OCBOCHUH THCIUIIHHBI
(MoayJisn1)

OO0pa3oBarenbHbIE TEXHOJIOTHH, UCIIOB3YeMbIe B MpOIecce peann3anuu Kypca Teopun
IEPBOTO MHOCTPAHHOI'O A3bIKa HAITPABJICHBI HAa AKTHBU3allUIO MMO3HABATEIILHON JACATCIIbHOCTH
CTYICHTOB, pa3BUTHE CIIOCOOOB TPOJYKTHBHOHN JEATEIFHOCTH, PpACIIMPEHHE CTpaTerHid
oOyJarormuxcsi mpu padbote ¢ MHPOPMAITMOHHBIMU TEKCTaAMH, CTUMYJIMPOBAHUE KPUTHUYECKOTO U
TBOPYECKOTO TMOJX0/Ja K PEHICHWI0 YYeOHBIX 3alad W MOJCIHPOBAHUIO TMPO(HECCHOHATEHON
ACATCIIBHOCTH, aKTUBHU3allHUA COTPYIHNYICCTBA, Pa3BUTUC yMeHI/Iﬁ pa60TaTI) B KOMaH/IE.

[Tpu 0cBOCHHMM AMCIUITIMHEI IPUMEHSIOTCS CIIETYIOIINE 00pa30BaTeIbHBIC TEXHOJIOTHH:

1) JdubdepennupoBanHoe oOyueHHe — OpraHu3ais 00pa30BaTENBbHOrO IMpollecca Ha
OCHOBE y4eTa WHIUBUAYAIbHO-TUIOJOTUYECKMX OCOOCHHOCTEH 00ydaromuxcs U BapuaTUBHOTO
MOCTPOCHUsI Y4eOHOTO Mpollecca B BbIAEICHHBIX rpynmnax. Peammsyercs myrem BKIIIOYEHUS B
Y4eOHBIN MPOIIECC 3aJaHUi PA3IMYHOTO YPOBHS CIOKHOCTH (PENpOayKTUBHBIN, MPOABUHYTHIN,
TBOpueckuii). [lpm wucmonszoBannu audPepeHIMPOBAHHOTO MOAXOAA HCIOIB3YETCS METO]
MaJbIX FPYII, METO]] IPOEKTOB.

2) NHTepakTHBHOE 00yUCHHE KaK CIIOCO0 OpraHu3aiuy yaeOHOoro mporecca, mpu KOTOPOM
CTYICHTBl M NpPENoAaBaTesb aKTHUBHO B3aUMOJICHCTBYIOT ApPYr ¢ ApyroMm. Kaxaplii ydyacTHUK
B3aUMO/ICHCTBUSI BHOCUT CBOM BKJIaJ], B X0J/i¢ pabOThl MPOUCXOAUT OOMEH UACSIMH, 3HAHUSIMHU,
BBIPa0OTKAa COBMECTHBIX CHOCO0OB aeiicTBus. MHTepakTHBHOE 00ydYeHHE peallu3yeTcsi B XOJle
GbpoHTanbHOM, TpynnoBo U mapHOW padoThl. [Ipu3HaKM WHTEPAKTUBHOTO OOYYCHHUS:
KoM(opTHAs ICUX0JIOrHuecKas atMmocdepa 3aHATUH, TO3BOJISIONIAs CTYIEHTY YyBCTBOBATh CBOIO
MHTEJUJIEKTYaJIbHYI0 COCTOSATEIBHOCTh, ICHUXOJOTMUYECKYI0 3alllUIIEHHOCTh; CaMOCTOSTEIbHBIN
MOUCK OOY4YaIOIIMMHUCS BapUAHTOB pELICHUS IOCTABIEHHOM Y4eOHOUM 3amaud; MpU ITOM
UCKJTIIOYAaeTCs JTOMUHUPOBAHUE KAaKOro-TMOO ydacTHUKa yueOHOro Mpolecca MM Kako-Inbo
UJeH, MPEBOCXO/ICTBO aKTUBHOCTH OOY4YaIOIIMXCSl HaJl aKTUBHOCTBIO MPEMNoaBaTelis, akTHBHOE
BOCITPOM3BE/ICHUE DPaHEe MOJIyYCHHBIX TEOPETHUECKUX 3HAHHM B HOBBIX YCIOBHUSX, HaIUYHE
00paTHOM CBsI3H.

3) IIpobnemHOEe O0OydYeHHE KaK TEXHOJIOTHS, OCHOBaHHAs Ha CTPYKTYpe Y4eOHOTO
mporecca, TMPEANOoNaraloliero  paspelieHre  IOoCIel0oBaTelbHO  CO3/1aBaeMbIX  ydeOHBIX
npoOneMHbIX cuTyaruii. [IpobieMHas cuTyalusi — 0CO3HaHHOE MHTEIIEKTyalbHOE 3aTpyTHEHHE,
MOPO’KJAEMOE HECOOTBETCTBHEM MEXK 1Yy UMEIOIIUMUCS 3HAHUSAMHU U TEMH, KOTOPbIe HEOOXOAUMBI
JUIS peIlleHUs BO3HUKIIEH cUTyanud. YdeOHas mpoOiieMa HampaBiseT MBICIUTETbHBIA TOUCK,
npoOyxaaeT nuTepec k uccienoanuto. [Ipodiaema Beipaxkaercs B popme npoOIeMHOTO BOIIpoca
WM TPOOIEMHOTO 3a/1aHuSs.

Jis nmuir ¢ orpaHMYEHHBIMUA BO3MOXKHOCTSIMH 3I0POBbSI MIPEIyCMOTPEHA OpPTaHU3aIIUs
KOHCYJBTAIMH C UCTIOIH30BAaHUEM 3JIEKTPOHHOM MOUTHI.



4, OHeHO‘lHLIe CpeacTBa Jid TEKYLIEI0 KOHTPOJIA YCIIEBAEMOCTH U HpOMe)RyTO‘IHOﬁ
arrecranmu

OneHovHbIE CpeACTBA MpeIHa3HAUYEHBl JJIsi KOHTPOJS W OICHKH 00pa3oBaTEIbHBIX
JOCTIKEHUH 00yJaroImuxcs, OCBOMBIINX MPOrpaMMy YI€OHON AUCHUIUIMHBI «J/IuHegucmu1eckui
AHAU3 U UHMeEpPnpemayus Xy0oiHCecmeeHH020 MmeKcma.

O1neHOYHBIE CpPENICTBA BKJIIOYACT KOHTPOJIBbHBIE MAaTEpUANbl JJIs MPOBEACHUS TeKYIIero
KOHTpOJIs B opMme

-IpaKTUYECKUX padoT,

- YCTHOTO OTIpoca,

Y MPOMEKYTOYHOI aTTecTanum B popMe BOITPOCOB K 3a4eTy U k3ameny (5 u 6 cemecTpsl
COOTBETCTBEHHO).

CprKTypa OICHOYHBIX CPEACTB JAJIsA TeKleIei/i 4 l'[pOMC)KyTO‘-IHOifI arTrecranmumn

HaumeHnoBaHue o11eHOUHOTO CpeicTBa
Ne | Kon 1 HanMeHOBaHHE

Pe3ynbratel 00y4eHus

/m MHMKATOpa Texymmit [TpomexyTounast
KOHTPOJIb aTTecTalys
3Haer ocHoBHBEIE | YO Ne 1 W TOoroBeIii aHaiIn3 TEKCTA
(oHeTHUECKHE, TI0 AJITOPUTMY U 00pa3iry
JIEKCUYECKHE,
FpaMMaTH‘IeCKHe,
CII0BOOOpa3oBaTeNbHBIC
SIBJICHUS, HpaBHHa
opdorpaduu u
1 MYHKTYalluy,
3aKOHOMEPHOCTH
(yHKIIMOHUPOBAHUS
OIIK-1 Cnocoben | M3ydaeMoro
NPUMEHSTH cncremy | HHOCTPAaHHOTO A3bIKa M
JIMHTBUCTUYIECKUX ero  pyHKUMOHANbHbIC
sHaHuii 00 ocHoBHBIx | PA3HOBHIHOCTH
(hoHeTHUECKHUX, VmMmeer npuMensTh | [TpakTryeckue WTOroBbI# aHAIHU3 TEKCTA
JIEKCUYECKHUX, CHCTEMY 3amanusg 1-3 110 aJITOPUTMY U 00pasIty
rpaMMaTHICCKuUX, JIMHTBUCTUYECKUX

CII0BOOOPA30BATENBHBIX | 3HaHUI 00 OCHOBHBIX
ABIEHUAX, opdorpaduu | GpoHeTHIECKHX,

2 |y nyHKTyarum, 0 | JIEKCHYECKHX,
3aKOHOMEPHOCTSIX rpaMMaTHYECKUX,
(YHKLHOHMPOBAHUS CIIOBOOOpa30BaTEIbHBIX
H3y4aeMOro SIBIICHISIX, Opdorpadun

HHOCTPaHHOTO  s3bIKa, | Y YHKTYyalnH

€ro  (PYHKUMOHATBHBIX |"Branecer cucremoii | IlpakTrueckue UTOroBbIii aHaIN3 TekcTa

Pa3sHOBMIHOCTAX JIMHIBUCTUYECKUX 3ananus 4-6 10 aJITOPUTMY U 00pasIry
3HaHUH 00 OCHOBHBIX
SI3BIKOBBIX  SIBIICHHSIX,
opdorpadun u
MYHKTYAIHH,

3 3aKOHOMEPHOCTSIX
(hYHKIIMOHUPOBAHUS
H3y4aeMoro
HMHOCTPAHHOTO  SI3BIKA,
ero (pyHKIIMOHATBEHBIX
Pa3HOBHAHOCTSIX




Tunossle KOHTPOJIbHBIC 3aJaHUA WJIN UHBIC MaTEepUaJIbl, HeoﬁXOJII/IMbIe AJIA OIEHKHU
3Hal—ll/ll71, yMeHHﬁ, HaABBbIKOB H (I/I.]II/I) onbITa ACATECJIBHOCTH, XAPAKTCPUIYHOIIUX IHTAllbI
(l)OpMPIpOBaHI/IH KOMHeTeHHHﬁ B 1pouecce 0CBOCHUA 06pa30BaTe.]'IbH0ﬁ NnporpaMmmal

AHaau3 n HHTEPIIPpETAluA TEKCTA

Algorithm of the complex stylistic analysis of a literary text

1. 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).

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

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

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

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

N

Ycrubiii onpoc Ne 1

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”?

2) What is the role of the text title?

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

4) Which levels are there in the text analysis?

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

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

Kpurtepuu omeHKH yCTHOT0 onpoca

Pa3BepHyTHIli OTBET CTyIAeHTa JODKEH TMPEIACTaBIATh COOOW CBS3HOE, JIOTHYECKU
MOCJIEIOBATEIbHOE COOOIIEHWE Ha 3a/JlaHHyl0 TEMY, MOKa3bIBaTh €ro yMEHHE MPUMEHSThH
oTnpe/eNieHus], MpaBujia B KOHKPETHBIX CIIydasx.

Kputepuu onienrBanus:

1) MOJHOTA ¥ MPAaBUIILHOCTH OTBETA;

2) cTerneHb 0CO3HAHHOCTH, TIOHUMAaHUS H3YYSHHOTO;

3) s3p1K0BOE O(OPMIIEHUE OTBETA.

OueHka «omauyHo» CTABUTCA, €CIM CTYAEHT MOJIHO H3jaraeT marepuan (oTBedaeT Ha
BOMNPOC), JaeT NPaBUIBHOE OINpeAeJiCHHEe OCHOBHBIX TMOHATHH; OOHApY)KHMBAaeT MOHUMaHUE
Martepuana, MOXET 00OCHOBAaTh CBOM CYXKJEHHUS, MPUMEHUTh 3HAHHS Ha MPAKTHUKE, MPUBECTH
HE0OX0IMMBbIE TPUMEPHI HE TOJIBKO U3 YUeOHHKA, HO U CAMOCTOSATEIHHO COCTAaBIICHHbBIE; N3JIaraeT
MaTepuai MOoCcaeI0BATEIbHO U MPABUIBHO C TOYKU 3PEHHSI HOPM JIUTEPATYPHOTO SI3bIKA.

OueHka «xopouwio» CTaBUTCS, €CIU CTYAEHT JAeT OTBET, YAOBJIETBOPSIONIMN TEM Xe
TpeOOBaHUAM, YTO U Ui OLEHKU «OTIMYHO», HO JOMycKaeT 1—2 ommOKH, KOTOpbIE caM >Ke
uchpaBisieT, U 1-2 HeoveTa B MOCIEI0BATEIBHOCTH U A3IKOBOM O(DOPMIIEHUU U3J1araeMoro.

OueHka «ydosiemeopumenvHo» CTaBUTCA, €CIH CTyISHT OOHapy)KHMBaeT 3HaHUE U
MMOHMMAaHHE OCHOBHBIX MOJIOXKEHUN TaHHOM TeMbl, HO M3JaraeT MaTepHuall HETOJIHO U JOIYCKAEeT
HETOYHOCTH B OTIPEICTICHUH MOHATHI WK GOPMYTUPOBKE MPABUIT; HE YMEET TOCTATOYHO ITyOOKO
U JI0Ka3aTeIbHO OOOCHOBATH CBOW CYXKJCHHS W MPUBECTH CBOM MPHUMEPHI; U3NaraeT MarepHal
HEMOCIIEJIOBATEIHHO U JOMYCKAeT OMIMOKH B SI3BIKOBOM O(POPMIIEHUHU H3JaraeMoro.

OneHka «HeydogremeopumenvbHo» CTaBUTCSA, €CIU CTYACHT OOHApyKHUBAaeT HE3HAHUE
OoMbIIel YacTH COOTBETCTBYIOIIErO BOIMPOCA, JOMyCKaeT OIMUOKA B  (GOPMYIUPOBKE
OTIpeJieIeHUH M MPaBUJI, HCKAKAIOIIUE UX CMBICI, OECIIOPSIOUHO U HEYBEPEHHO H3JIaraer



Marcpuall. OI_IGHKa «2» OTMEYaeT TaKHue HEAOCTAaTKN B MOATOTOBKC, KOTOPLIC ABJIAIOTCA
CCPHLC3HBIM IPCIIATCTBUEM K YCIICITHOMY OBJIAACHHUIO IMOCJICAYIOIIUM MAaTCpHAIIOM.

IpakTHyeckoe 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 | transferred.” Chuck nodded, as if deciding something
for himself. “If | said | 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’1l 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 | 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?

IIpakTHyeckoe 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.

IIpakTuyeckoe 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

IpakTHyeckoe 3aganue 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.

IpakTHyeckoe 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, | intend to proceed.”

“I"1l leave the advice,” Victory said. “But 1’1l 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.

3adyeTHO-IK3aMEHAIlMOHHbIC MaTepuaabl UIA NPOMEXKYTOYHOH  aTTecTaluu
(3x3aMeH/3a4eT)
5 cemecTp - 3auer
OneHka 3a4TeHO/ He 3aUTEHO BBICTABIISETCS HA OCHOBE CIEAYIOIINX TPEOOBAHMIA:
1) BBINIOJHEHHE BCEX MPAKTHUYCCKUX 3aJaHHUI 32 CEMECTP
2) ydacTHe BO BCEX YCTHBIX OMPOCax
Kputepuu onieHnBaHus pe3yinbTaToB 00yYeHHS (3a4eT)

Kpurepun onieHrBaHMA 110 3a4ETY YpoBHUH
JIOCTHKEHUS
pe3ysIbTaToB
3auteHo | OOyd4arommiicsi MPaBUIBHO OTBETHJI HA TEOPETHYECKHE BOMPOCHI BCEX YCTHHIX | BhICOKMIA
omnpocos. ITokazan ommdHbIe 3HaHUA B paMKax yaeOHoro Marepuaia. [IpaBuinbpHO
BBIMOJHWII TIPAKTHUECKHe 3anaHus. [lokaszam OTIMYHBIE YMEHWS W BIaJICHUE
HaBBIKAMH TIPOBEACHUS JIMHIBUCTHYECKOTO aHAlN3a B paMKax y4eOHOTo
MaTeprana. OTBETHII Ha JIONMOJHUTEIHHBIE BOITPOCHI.

3auteHo | OOydvarommiics ¢ HEOONBIIMMH HETOYHOCTSIMHM OTBETHJI Ha Teopernueckue | IloBBIICHHBIN




BOIPOCHI BCEX YCTHBIX OIPOCOB. Ilokazan XOpoHie 3HaHUd B paMKax yqe6H0ro
Marepuaia. C HeOONBIIUMUA HETOYHOCTSIMHU BBIITOIHHIIT IMPAKTUYCCKUC 3aJIaHUA.
Tlokazan XOpoHre yMCHUA U BJIaICHUC HABbIKAMU MIPOBCACHUS JIMHITBUCTUYCCKOI'O
aHaJIn3a B paMKax yqe6H0r0 Marepuaia. OtBeTri1 Ha OOJIBIIMHCTBO
JOIOJHUTCIIBHBIX BOIIPOCOB.

3auTeHo O6yqa}0m1/1171(:ﬂ C CYHIECTBECHHBIMHM HETOYHOCTAMH OTBCTUJI HAa TCOPETHUCCKUC HOpOFOBHﬁ
BOIIPOCHI. TTokazan YAOBJICTBOPUTCIIbHBIC 3HAHUA B paMKax yqe6H0ro MaTtepurajia.
C CYHICCTBCHHBIMU HETOYHOCTAMU BBIIIOJTHUII IMMPAKTUYCCKHUC 3adaHUs. TTokazan
YAOBJICTBOPUTCIIbHBIC YMCHHA W BJIAJICHUC HABBIKAMH IIPOBECIACHHA
JIMHI'BUCTUYCCKOTI'O aHaJIn3a. I[OHyCTI/IJ'I MenbIe 50 % HeTouHOCTEH IIp1 OTBETC Ha
JOMOJHUTCIBHBIC BOIIPOCHI.

He OOyyvaromuiicss MpyU OTBETE Ha TEOPETHYECKHE BOMPOCH M IpW BhINONHEeHWH | KommereHuus
3aUTEHO | MPaKTUYECKUX 3aJaHUH He MMoKa3all JOCTaTOYHbIN ypoBeHb 3HaHUH U ymeHuil. [Ipu | He
OTBETaxX Ha JOMOJHUTENbHBIE BOMPOCH ObuT0 Gombiie 50% HernpaBHUITBHBIX copmupoBaHa

OTBCTOB.

6 cemecTp — ak3ameH. Ha sk3aMeHe CTYHEHTHI MPEICTABISIOT IMOATOTOBICHHBINA aHAIN3
TEKCTa MO MPEATI0KEHHOMY allTOPUTMY U 00pasiy.

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.

Kputepun oueHnBanus pe3yJbTaToB 00y4YeHUsI

Omnenka Kputepun onieHuBaHMSA 10 IK3aMEHY

Beicokuit ypoBeHb «5» (OTIHMYHO) OLICHKY «OTJIMYHO» 3aCIYKUBAET CTYJEHT, OCBOMBILNM
3HAaHUA, YMCHUS, KOMIIETCHIMM W TEOPETUYECKHH
MaTepuas 0e3 MpoOeoB; BHIIOIHUBIIUN BCE 3aaHU,
MPeLyCMOTPEHHbIE Y4eOHBIM IUTAHOM HA BBICOKOM
Ka4eCTBEHHOM  YPOBHE; IPAaKTHYECKHE  HABBIKU
po(heCCHOHAIIFHOTO NPUMEHEHNSI OCBOSHHBIX 3HAHHH

c(OpMHPOBAHBL.
Cpenumii ypoBeHb «4» (X0poIIo) OLIEHKY «XOpOIIIO» 3aCITy)KHBAET CTYICHT, IPAKTHIECKU
TIOJTHOCTBIO OCBOMBLINH 3HaHUS, YMEHUs,

KOMIICTCHIIMH U TEOPETUYECKHI Martepual, ydeOHbIe
3a7[aHKs HE OLIEHEHBI MAaKCHMAaJIbHBIM YHCIOM 0allioB,
B OCHOBHOM C(HOPMHUPOBAI NPAKTHICCKHE HABBIKH.

ToporoBelii ypoBeHb «3» (YI0BISTBOPHUTEIBHO) OLIEHKY «Y/IOBJICTBOPHUTEIILHOY» 3aCIY)KUBACT CTYACHT,
YACTHYHO C MpoOeaMy OCBOUBILIHWIA 3HAHUS, YMEHUS,
KOMIICTEHIIMM M TEOPETHUYECKUH MaTepuasl, MHOTHE
yueOHbIe 3amaHus 700 HE BBIONHWI, JHOO OHHU
OILICHCHBI YMCIIOM 0ayioB ONM3KMM K MHUHUMAIBEHOMY,
HEKOTOpPBIC PAKTHYECKIEC HABBIKA HE COPMHUPOBAHBIL.




MuHHMaIBHBIN YPOBEHB «2) (HEYIOBICTBOPHTEIHHO) OLICHKY «HEYIOBJICTBOPHUTEIBHO» 3aCITy)KUBACT
CTyICHT, HE  OCBOMBIIMI  3HAHMS,  YMCHUS,
KOMIICTCHIIMK ¥ TEOPETHYCCKUH MaTepual, ydeOHbIe
3aJaHis HE BBINONHWI, MPAKTUYCCKUE HABBIKH HE
c(OpMHUpPOBaHHI.

O1neHOYHBIE CPECTBA Il HHBAJIUIOB U JIMII C OTPAHUYCHHBIMH BO3MOKHOCTSIMH 3/I0POBbSI
BBIOMPAIOTCS C YUETOM UX MHIMBUIYATBHBIX ICUX0(QU3NIECKIX 0COOCHHOCTEH.

— IIpY HEOOXOIMMOCTH MHBAJIUIAM U JIUIIAM C OTPAHUYCHHBIMHA BO3MOKHOCTSIMH 3/I0POBBSI
MIPEJOCTABIISIETCS IOTIOTHUTENILHOE BPEMsI JJIs TIOATOTOBKH OTBETA HA SK3aMEHE;

— IpU MPOBEACHUU TPOIIETYPhl OLIEHUBAHHS PE3yabTaTOB OOyYSHHS MHBAJIHMIOB H JIUI] C
OTPaHUYECHHBIMU BO3MOXHOCTSIMH 3/I0POBBS MPEAyCMAaTPUBACTCS MCIIOIb30BaHUE TEXHUYECKUX
CpeACTB, HEOOXOIMMBIX UM B CBSI3U C UX MHIUBUIAYaIHHBIMU OCOOCHHOCTSIMU;

— TIpU HEOOXOMMOCTH TSl 00YJArOIINXCsl C OTPaHUUEHHBIMU BO3MOKHOCTSIMH 37I0POBBSI U
WHBAJIMIOB MPOIEAypa OICHUBAHUS PE3yIbTaTOB 00YUEHHS MO JUCIUTUIMHE MOKET IMTPOBOIUTHCS
B HECKOJIbKO JTaIlOB.

[Iponiemypa oleHMBAaHUS PE3yAbTATOB OOYYECHHUS WHBAIUAOB W JIMIl C OTPAaHWYCHHBIMU
BO3MOJKHOCTSIMH 3/I0pPOBBSl TI0 JUCIUIUIMHE (MOIYITIO) MpPEeayCMaTPUBAET IPEIOCTABICHHUE
uHbopManui B (GOpMax, aJalNTHPOBAHHBIX K OTPAHWYCHHUSM HUX 3J0POBBS U BOCIPHSITHS
uHbopmanmu: J{7s U1 ¢ HApYIICHUSIMU 3PSHHUS:

— B IIeyaTHOM popme yBETMUEHHBIM MIPUPTOM,

— B (popMe IMEKTPOHHOTO JOKYMEHTA.

JInst man ¢ HapylIeHUsIMU CITyXa:

— B IIeYaTHOU opme,

— B popMe JIEKTPOHHOTO JOKYMEHTA.

JUis un ¢ HapyIIEHUsIMM OTIOPHO-/IBUTATENIBHOIO ammnapaTa: — B Ie4aTHOW ¢opme, — B
(hopme PIIEKTPOHHOTO TOKYMEHTA.

JIaHHBIN TepeueHb MOXKET ObITh KOHKPETH3HPOBAH B 3aBUCUMOCTH OT KOHTHHIEHTa
00yJaronuxcs.

5. Ilepevyenn yueOHOM JUTEPATYPbI, HH(POPMALMOHHBIX PECYPCOB H TEXHOJIOT U
5.1. YueOHas 1uTepaTypa

1. Apnonsa, M. B. OCHOBBI Hay4HBIX HCCIICIOBAHUI B JIMNHTBUCTHKE : yueOHOe mocooue / 1. B.
ApHosp. — 2-¢ u3n., ctep. — Mocksa : ®JIMHTA, 2018. — 176 ¢. — ISBN 978-5-9765-
2964-9. — Tekct : anekTpoHHbIN // JIaHb : 3nMekTpoHHO-OMOMMOTeUHas cuctema. — URL:
https://e.lanbook.com/book/102543 (marta obpamenus: 18.07.2021). — Pexxum gocryma: s
ABTOPH3. MOJIb30BATEIICH.

2. Apuonbn, U. B. Cemantuka. Cruinuctuka. MHTEPTEKCTYallbHOCTh . COOPHUK Hay4HBIX
tpynos / U. B. Aprounba ; Hayunsiii penaktop I1. E. Byxapkun. — Mocksa : ®JIMHTA, 2019.
— 448 c. — ISBN 978-5-9765-2812-3. — TekcT : amekTpoHHbIH // JlaHb : 3J€KTpOHHO-
oubnuoreuynas cucrtema. — URL: https://e.lanbook.com/book/151303 (nmata oOparmieHwus:
18.07.2021). — Pesxum ocTyna: i aBTOPHU3. MOJIb30BATEIICH.

3. bonorHoBa, H. C. MeToiMKH CMBICIIOBOTO M JINHTBOIIParMaTH4eCKOTO aHAIM3a METUATeKCTa
: yueOHOe nocodue / H. C. bonotHoBa. — Mocksa : ®JIMHTA, 2019. — 156 c¢. — ISBN 978-
5-9765-4089-7. — Texkcr : anexkTpoHHbIH // JlaHb : 3nekTpoHHO-0MONIHOTEYHAs cucTeMa. —
URL: https://e.lanbook.com/book/135315 (mata oOpamenus: 18.07.2021). — Pexum
J0CTyHa: JUIsl aBTOPU3. MOJIb30BaTENEH.

4. Benpesa, U. T. DkcriepTHBIN JIMHTBUCTUUECKUH aHAIN3 CHOPHOTO TEKCTa : yueOHOe mocodue
/ N. T. BenpeBa, H. A. Kynuna. — 3-¢ u3a., crep. — Mocksa : ®JIMHTA, 2020. — 148 c.
— ISBN 978-5-9765-4348-5. — Tekct : 3neKTpoHHbIH // JIaHb : 3eKTpOHHO-OUOINOTEeYHAs
cucrema. — URL: https://e.lanbook.com/book/151308 (mara oGpamenus: 18.07.2021). —
Pexxum noctyna: Uit aBTOpHU3. OIb30BATENEH.



5.2. Ilepuoauueckasi JuTepaTypa
He npenycmorpena

5.3. HHTepHeT-pecypchbl, B TOM 4YHCJe COBPeMeHHble MNpo(eccuoHAIbLHbIEe 0a3bl
AAHHBIX H HH(POPMALMOHHBbIE CIIPABOYHbIE CHCTEMbI JJIEKTPOHHO-0HOIHOTEYHbIE CHCTEMBbI
(QBO):

1. OBC «JIAHb» https://e.lanbook.com [IpodeccronanbHbie 6a3bl JAHHBIX:

2. YuuBepcuterckas nadopmanuonnas cuctema POCCUS http://uisrussia.msu.ru Pecypcbt
cBoOoHOTO Aoctyna: 1. Ciyx0a TeMaTH4eCKUX TOJIKOBBIX ciioBapeit http://www.glossary.ru/;

3. CnoBapwu u sHuukiIoneuu http://dic.academic.ru/;

CobcTBeHHbIE 2TIEKTPOHHBIE 00pa3oBaTeabHble U HH(OpMaLMoHHbIE pecypcbl Kyol'V:

1. Cpena MOy/IbHOTO IMHAMU4ecKoro ooyuenus http://moodle.kubsu.ru

2. baza y4yeOHBIX TMJIAaHOB, Y4YeOHO-METOJMUYECKMX KOMIUIEKCOB, MyONUKAIMA W
koHpepennwmii http://mschool.kubsu.ru/

6. MeToanueckne yKa3aHusi JAJs 00y4aIOIIUXCHA 10 OCBOCHHIO TUCHUILIHHBI (MOTYJIs1)
MeToauyeckne peKOMeHAAIMY N0 MOATOTOBKE K JIEKIMOHHBIM H MPAKTHYECKUM 3aHATUAM

Kypc «JIuHrBuCcTHYECKMI aHAJIN3 U UHTEPIIPETALUS XYI0KECTBEHHOTO TEKCTa» — IMPEKIE
BCEr0, IIOCTYyMAaTeIbHbIN, OCHOBAHHBIM Ha MPEEMCTBEHHOCTH Y4Ye€OHOTO MaTephajlia ¥ Ha
KJIJaCCMYeCKOM OOy4arolieM MPUHIHIE «OT MPOCTOrO K ClIOKHOMY». ['nmaBHas 3amada kypca —
OoTpaboTaTh TOJyYEHHBIE TEOPETUUECKHE 3HAHUS CHUCTEMHOCTH W3Y4aeMBIX S3BIKOB B
MPaKTUYECKOM TPUMEHEHUH — Ha MaTepuaje aHTJIOs3bIYHON yuTepatypsl. [Ipu sToM KadecTBO
MOJIyYUeHHOTO 00pa3oBaHus B OOJNbIIEH CTENEHM 3aBUCUT OT aKTUBHOW pOJIM CaMmoro
oOyuaromierocs B yaeOHOM Ipolecce, MOCKOJIbKY Kypc HE MPeAIoIaraeT JeKINOHHBIX 3aHSITHH.

JlanHass JUCHMIUIMHA TIpearnojaraer OoJbIIo 00beM CaMOCTOATETLHONW padoThI
oOyuaroniuxca. B mporecce MOArOTOBKH CTYAEHThl pabOTalOT C ayTEHTHUYHBIMU TEKCTAMH,
BBITIOJIHSAIOT aHAJINW3 TEKCTOB PA3IMYHONM TEMAaTUKM U pa3inuuHbIX ctuieil. CamocrosTenbHas
paboTa MOXKET BBINOJHATHCS UHAUBUIYAIBHO WIH TPYIIAaMH, B 3aBUCUMOCTH OT LI€JH, 00beMa,
KOHKPETHOW TeMaTHUKHU CaMOCTOSATEIbHON pabOThl, YPOBHS CI0XHOCTU. KOHTpOJIb pe3ynbTaToB
CaMOCTOSITENIbHOM  paboThl CTYIEHTOB MOXET OCYLIECTBISIThCS B Mpeesiax BpEeMEHH,
OTBEJICHHOTO0 Ha 0O0s3aTeNbHble Y4eOHBbIE 3aHATUS IO AMCLUUIUIMHE, U MOXET HpPOXOAUTH B
MUCbMEHHOM U YCTHOH (hopme.

B ocBoeHunu AMCHMIUIMHBI UHBAJIWIAMH U JIMLAMHU C OTPAaHMYEHHBIMU BO3MOKHOCTSIMU
3I0POBBsI OOJIBIIIOE 3HAYCHHE HMMEET HWHAMBHUIyajdbHas ydyeOHass paboTa (KOHCYJIbTallUH) —
JOTIOTHUTEIBHOE Pa3bsiCHEHHE y4eOHOTO MaTepHara.

WunuBuayanbHble KOHCYJAbTAlMM IO TMPEAMETY SBJSIOTCS BaXXHBIM  (PaKTOpPOM,
CHOCOOCTBYIOUIUM MHAWBUIYATH3AUU O0yYSHHS] U YCTAHOBJICHHUIO BOCIIUTATENILHOTO KOHTAKTa
MEeXAy IMpernojaBaTesieM M OOy4aroluMMCs WHBAIUIOM WM JUIOM C OTpaHUYEHHBIMU
BO3MOHOCTSIMU 37I0POBBSI.

7. MaTepuajbHO-TeXHHYECKOe o0ecnieyeHne no JTUucUuIInHe (MOIyJI10)

HaumenoBanue OCHAIIIEHHOCTD [lepeueHp TULIEH3NOHHOTO

CIIeNAaIbHBIX TOMEIEHUI CIIELMAIbHBIX [TOMEIIEHUI MPOrpaMMHOI0 00eCTIeUCHHs
VueGHbIE ayTUTOPUH ISt MebGenb: yueOHast MeOemb Microsoft  Office 365
MIPOBEICHUS 3aHATHH JIEKITHOHHOTO T Professional Plus - ITaker
trna (aya.312) 5 CXHUICCKIC cpencrsa MPOrpaMMHOTO OOECTIeUeHUS ISt
00Yy4CHHUS: npernojiaBaTeneil ¥ COTPYTHUKOB C
NPOEKTOpP HCIIOIB30BAHUEM 00JIaYHBIX

texuomoruit (Microsoft). Apruxyn
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