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1 Iesau 1 321244 U3yYeHHs JUCHUTLUIMHBI (MOYJ151)

1.1 IMean ocBOEHUS TUCHUILJINHBI
@®opMHpOBaHUE  CIIOCOOHOCTH  MPOBOAUTH  HMH(OPMAIMOHHYIO  00pabOTKy W
JMHTBUCTHYECKUI aHAJIN3 TEKCTa Ha OCHOBE CHCTEMHBIX 3HAHUH N3y4aeMbIX S3bIKOB.

1.2 3agauu JUCHUIIINHEI

OtpaboTath npuMeHeHne HHPOPMAITMOHHO 00padOTKU TEKCTA;

03HAaKOMUTH CTYJAECHTOB C IPUEMaMU U METOJAMHU JIMHIBUCTHUECKOTO aHaJIN3a Ha OCHOBE
CUCTEMHBIX 3HAHUN N3y4aeMbIX S3bIKOB;

00y4YUTh CTYJIEHTOB IIPUMEHATH IPUEMBI U METO/bI JIMHIBUCTUUECKOTO aHAJIM3a HA OCHOBE
IIOJIyYEHHBIX CUCTEMHBIX 3HAHUN N3Y4YaeMbIX 3bIKOB U KOMMYHUKATUBHBIX TEXHUK, IPUHSTHIX B
POJIHOM U MHOSI3BIUHBIX KYJIbTypax.

1.3 MecTo AucHMIIMHBI (MOYJIs]) B CTPYKTYpe 00pa3oBaTe/IbHO MPOrpaMMbl

Huctunnuna «b1.B.10 JIuHrBucTHyeckuii aHamu3 W MHTEPIIPETAIUs XYI0KECTBEHHOTO
TEKCTa» OTHOCUTCS K YacTu, GopMUpyeMoit ydacTHUKaMH 00pa3oBaTeIbHBIX OTHOIIIEHUH, biioka
1 «JlucrumInHel (MOTYN)» YIEOHOTO TUTaHA.

Hucumnnnuna «b1.B.10 JIMHrBUCTHYECKUN aHAIW3 M MHTEPHpETAlus XyHA0KECTBEHHOTO
TEKCTa» HapsAay ¢ TaKUMH AMCHMIUIMHAMM, KaK «OCHOBBI SI3bIKO3HAaHMS», «Teopus mepBoro
MHOCTPAaHHOTO si3bIKa» M «Teopus BTOPOro HMHOCTPAaHHOTO s3bIKa», «MHopmaoHHO-
KOMMYHHKAIIIOHHbIE TEXHOJIOTUU B JIMHTBUCTUKE W MEpPEBOJIe» HampaBiieHa Ha (OpMUPOBaHUE
npodeccroHanbHol kommnereHuu [1K-1, oGecnieunBaromnieil pa3BUTHE CIIOCOOHOCTH POBOIUTH
MH(OPMAIIMOHHYIO 00pa0OTKY U TUHTBUCTUYECKUI aHAlIM3 TEKCTa HA OCHOBE CUCTEMHBIX 3HAHUM
M3y4YaeMbIX S3BIKOB.

1.4 TlepeyeHb NJIAHMPYEMBIX Pe3yJbTATOB 00YUYEHHUS MO JUCHUILINHE (MOIYJIIO),
COOTHECEHHBIX € IIJIAHUPYEMbIMHU pe3yJIbTATAMHU OCBOEHHS 00pPa30BaTeIbHOI MPOrpaMMBbl

W3ydyenue paHHOM y4eOHOW JUCHUIUIMHBI HalpaBieHO Ha (GOpPMUPOBAHUE Y
oOyuaronuxcs cleAyouX KOMIEeTEeHII:

Koo u

HauMEHOBaHHE

UHAMKaTOpa Pe3ynbTaThl 00yueHMsI 10 JUCLUIUIMHE

JOCTH>KEHUS

KOMIETEHIUH
I1K-1: cnocoben 3HaeT CUCTEMY M3y4aeMOT0 S3bIKa U METOJI0JIOTHIO
IIPOBOJIUTH JMHTBUCTUYECKOT'O aHAJIN3a TEKCTa
ng)%pMauHOHHym YmeeT npoBoAuTh HHGOPMAITUOHHYIO 00PabOTKY U
J(;Hi?;;;};imﬂﬁ JMHTBUCTUYECKHUH aHAJIM3 TEKCTA Ha OCHOBE CUCTEMHBIX 3HAaHUH
AHATI3 TeKCTa Ha U3y4aeMbIX S3bIKOB
OCHOBE CUCTCMHBIX Brnaneer Mmeronamu uHpopMaoHHON 00paboTKU U
3HaHUH H3ydaeMbIX JIMHTBUCTUYECKOTO aHAIN3a TEKCTAa HA OCHOBE CUCTEMHBIX 3HAHUU
A3BIKOB U3Y4acMBbIX SA3BIKOB




PesynbraThel 00yueHHsT TO AWCHUIUIMHE JOCTUTAIOTCS B PaMKaxX OCYIIECTBJICHHUS BCEX
BUJIOB KOHTAKTHOHM U CAMOCTOSATENIBHON PabOTHl 00yUYarOIUXCsl B COOTBETCTBUH C YTBEP)KICHHBIM
y4eOHBIM IIJIAHOM.

WuaukaTtopsl  TOCTH)KEHUST KOMIIETEHIIMHA  CYMTAIOTCA  C(hOPMHUPOBAHHBIMH  TIpU
JTOCTH>KEHUH COOTBETCTBYIOIUX UM PE3YJIbTaTOB OOyUCHHUSI.

2. CTpyKTYpa H coJepKaHue TUCHUITUHBI
2.1 Pacnpesnenenne TPy10€MKOCTH JHCHHMIIMHBI IO BHIaM padoT

OO6mmast TpyIo€MKOCTh NUCHMILIMHBI COCTaBIsAeT 3 3aueTHbIX enuHuilbl (108 yacom), ux
pacrpeienieHre 1o BujiaM padoT MPECTaBICHO B TaOJIUIIE

Bunpr padot Bcero ®dopma o0ydeHust
4acoB ouHast
7 cemectp
(gacer)

KonTakTHasi pa6oTa, B TOM YHCJI€: 34,3 34,3
AyauTopHbIe 3aHATHS (BCEro): 34,3 34,3
3aHATHA JICKIIMOHHOI'O TUIIA
J1a00paTOPHBIC 3aHATHS 34 34
HpaKTI/I‘IeCKI/Ie 3aHATUA
CEMUHAPCKUE 3aHATUS
NHas KoOHTaKTHas padora:
KoHTposb camocTosITenbHON paboTh
(KCP)
[pomexyrounas arrecrauus (MKP) 0,3 0,3
CamocTrosiTejibHasi paboTa, B TOM 38 38
qucie:
CamocTosTeNnbHOE HM3YY€HHE Pa3JielioB,
CaMOIIOATOTOBKA (mpopabotka u
NOBTOPEHHE JICKIIMOHHOTO MaTepuaia Hu
Marepuasia  y4eOHMKOB U y4eOHBIX 12 12
mocoOuii, MOArOTOBKAa K JIAOOPATOPHBIM U
MPaKTHYECKUM 3aHSITHUSIM, KOJUIOKBUYyMaM
U T.J.)
[MoaroToBka K TeKyIeMy KOHTPOJIO 12 12
[loaroroBka K 3K3aMeHy 14 14
Konrtpous: 35,7 35,7
Oomas qac. 108 108
TPYA0EMKOCTh B TOM YHCJIe

KOHTAKTHAsS 34,3 34,3

padorta

3a4. e[ 3

2.2. Conep:xanue TUCHUILIUHBI

Pacrnipenenenne BuoB yueOHOM paOOTHI U MX TPYJAOEMKOCTH IO pa3ienaM JUCIUILIHHBIL.
Paznens! qucruruiubel, uzydaemele B 7 cemectpe (ODO)

2.2 Conep:xanue I CHUNITTHHBI

Pacnpe;[eneHHe BUJIOB y‘-IC6HOI71 pa6OTI>I " UX TPYAOCMKOCTH I10 pasacjiaM JUCHUIIINHBI.



Pasnensl (TeMbl) TUCHUIUIMHBI, U3ydaembie B 7 cemectpe (4 kypc) (ounas dopma

oOyueHus)
KonnuecTBo yacor
Breaynut
Ne HanmenoBanue pasnenos (Tem) AYRHTOPHas OpHZH
Bcero pabora
pabora
13 JIP CPC

1 Linguistic analysis of a literary text: theoretical basis 4 2 2
2 Plot and narrative structure 4 2 2
3 System of images and means of characterization 4 2 2
4 Levels of textual analysis 4 2 2
5 Types of foregrounding 4 2 2
6 The principle of “defeated expectancy” 4 2 2
7 Means of imagery in the text 8 4 4
8 Interpretation: general 4 2 2
9 Steps of interpretation 4 2 2
10 |Extralinguistic factors of the text analysis 6 2 4
11  |Genre and style differentiation 4 2 2
12 |Text structure and dominants 4 2 2
13 | Analysis of the text semantics 6 2 4
14 | Themes and mycrothemes in the text 4 2 2
15 |Emotional space of the text 4 2 2
16  |Paralinguistic means of the literary text. Analysis of poetry 6 2 4

HUTOI'O no pazdenam oucyuniumwl 72 34 38

KonTpoib camocrositensHoii padotsl (KCP) 35,7

[Mpomexxyrounas arrecranus (KP) 0,3

IloaroroBka x NpoMeXyTOYHOMY KOHTPOJIIO -

OO01mas TpyJOeMKOCTb I10 IUCLUTLTIHE 108

2.3 Conep:xaHue pa3eyioB (TeM) TUCHUILTHHBI

2.3.1 3auaTuda JeKINOHHOr0 THIIA
He npenycMoTpeHbl y4eOHBIM IIAHOM

2.3.2 3aHATHS CeMUHAPCKOr0 THNA (MPpaKTHYecKHe / CeMUHAPCKUE 3aHATHs1/

JadopaTopHblie padoThl)

Ne Hannmerosarme Temaruka 3ausTril/pabot Popma Tekymero
pasznena (TeMbl) KOHTPOJIA
ngmsuc an.'fllysw of Text asan object of analysis: problems of definition, aims Yermpiii onpoc No

1 a literary text: and tasks fi d cateqories of text 1

. . , properties and categories of texts.
theoretical basis
Types of information expressed in the text (combination of | Axanus HasBaHus
Plot and narrative cognitive, emotional, aesthetic, appealing, etc. ones). The | “The Great
2. structure problem of a concept in a literary text. The role of the text | Gatsby” (F.S.
title and titles of the text elements. Fitzgerald)
Two approaches to deliver information about a character and| Vcrasrit orpoc Ne
System of images build an image of it. Two types of characterization: Direct| 2
3 and means of or explicit characterization. Usage of another character,
' characterization narrator, or the protagonist himself to tell the readers
or audience about the subject. Indirect or implicit
characterization.
Ananus u
A Levels of textual Analysis of textual different levels: phonetic, syntactical MHTEpIIETALS
' analysis and lexical. Inversion, reduplication. Expressiveness of OTpBIBKA 13

pomana “The



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

negations in the English text. Fragments of “The Great
Gatsby” illustrating expressiveness of negations.

Great Gatsby”
(F.S. Fitzgerald)

Types and functions
of foregrounding

The most important and studied types of foregrounding:
coupling, convergence, and “defeated expectancy”.
Coupling in poetry (rhythm, size, alliteration, assonance, etc.
Coupling in any language level (syntactical, morphological
and others). The poem “If” by Rudyard Kipling as the

brightest example of coupling.

Anamm3 u
HHTEpIpeTaLns
CTUXOTBOPEHUS
“If” (R. Kipling)

“The principle of
defeated expectancy”
(the term of R.
Jacobson).

“The principle of defeated expectancy” (the term of R.
Jacobson). In lexis, “the defeated expectancy” may be
represented in rare words (archaisms, borrowings, author’s
neologisms, periphrases, oxymoron, etc.).

The title “The Great Gatsby” as the example of defeated
expectancy.

AHanusz u
HHTEpIpeTaLHS
OTpBIBKA W3
pomana “The
Great Gatsby”
(F.S. Fitzgerald)

Means of imagery in
the text

Figurative means in the text structure. Relations of the plot,
structure, motives and themes. Retrospective and
prospective function of figurative means. System links of
figurative means and augments of the sense.

Ananus n
HHTEpIpeTanus
TEKCTA

Interpretation:
general

The combined examination of all text levels including
linguistic and extralinguistic ones as the most productive
approach to the text analysis and interpretation. A literary
work as the product of its epoch expressing the style of its
time and an individual style of its author.

Ananus u
WHTEpIpEeTaIus
TEKCTA

Steps of
interpretation

”The individual approach” to a literary text as the starting
point of any analysis and the language of the original text
as its basis. Conceptual approach to the analysis of a
literary text suggesting the exposure and description of its
conceptual sphere as the model of author's consciousness
realized in his/her speech.

Aunanmus u
UHTEpIpEeTaIus
TEKCTA

10.

Extralinguistic
factors of the text
analysis

Extralinguistic features efficient for interpretation of the text
(presuppositions: time of writing, the author’s personality,
biography, a style of literature, etc.) The writer’s
biographical, social, economic and political factors, which in
direct or indirect way influenced views of the author and
peculiarities of his/her creative work.

Amnanus u
MHTEpIpeTaIHs
TEKCTa

11.

Genre and style
differentiation

As a literary device, genre refers to a form, class, or type of|
literary work. The primary genres in literature
(poetry, drama/play, essay, short story, and novel). The term
genre 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 tex{]
(in general): words, syntactical structures, speech patterns as
markers of the style.

Awnanus n
MHTEpIpeTaIys
TEKCTa

12.

Text structure and
dominants

Pragmatic division of the text. Compositional forms of the
author’s speech (description, narration, reflection). Specifics
of speech representation (outer and inner speech).

Shift from the paraphrasable content of a message
(‘what 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).

Amnanus u
MHTEpIpETaIHs
TEKCTa

13.

Analysis of text
semantics

Semantic space of the text and its structure. The role of the
title in unfolding of the plot. Analysis of other strong
positions. Intertextual connections and their associations.

Ananms n
HMHTEPIIPETAIUL
TEKCTa



https://literarydevices.net/drama/
https://literarydevices.net/drama/
https://literarydevices.net/essay/
https://literarydevices.net/essay/
https://literarydevices.net/novel/
https://literarydevices.net/comedy/
https://literarydevices.net/comedy/
https://literarydevices.net/epic/
https://literarydevices.net/fiction/
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Key words of the text, its literary space and time, their
linguistic representation .

14. The theme of the text, its semantic unfolding, a set of AHanmms u
Themes and mycrothemes and their relationship. Events and their HHTEPIIPETAIUS
mycrothemes in the | propositions. Literary time and means of its realization, TeKCTa
text literary space and means of its embodiment.

15. .Emotive and psychological senses in the structure of Ananus u

images. Emotive senses in the author’s image. Emotional HHTEPIIpETaIHsI
Emotional space of |assessment position of the author and means of its TeKcTa
the text expression. Emotional tone of the text and means of its

creating.

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

Yerasiii onpoc (YO), konTposibHas padota (KP)
HpI/I HU3YUYCHUN OUCHUIUIMHBI MPUMCHACTCA OSJICKTPOHHOC 06y‘-I€HI/I€, JUCTAaHITMOHHBIC
obOpasoBatenbHbIe TeXHOJ0THH B cooTBeTcTBUU ¢ DI'OC BO.

2.3.3 IlpumepHasi TeMaTHKA KyPCOBBIX padoT (MPOeKTOB)
He nmpenycmoTpeHsL.

2.4 TlepedeHb Y4eOHO-METOANYECKOT0 O0ecTIeYeHUsl I CAMOCTOSTEIbLHOH padoThl
00y4aromuxcd 1o JUCUMIIMHE (MOYJII0)

I[TepeyeHp y4eOHO-METOMMIECKOr0 00ECIICUEHNUsI JUCUUIUIUHBI [10
No Bux CPC BBITIOJIHCHHIO CAMOCTOSITEIIBHOI PaboThI
1 |CamocrosiTensHoe Memoouueckue ykazanus no op2anuzayuu CamoCcmosmenbHol pabomsl no
U3ydeHHe pa3menoB, |ducyuniune «JIunzgucmudeckuti aHanu3 u UHMepnpemayus
CaMOIOATOTOBKA H| XY 002CeCmMBEHHO20 MEKCTAy, YIMBepHCcOeHHble Kaghedpou meopuu u
MOATOTOBKA K TEKYIIEMY |npakmuxu nepesooa, npomoxoa Ne 11 om 17.05.2021
KOHTPOJTIO

Y4eOHO-MeTOAMYECKUE MaTepHalbl A CaMOCTOATEIbHONW paboThl OOyJaromMXCs W3
YKClla MHBAJIKIOB U JIUI C OTPAaHUYEHHBIMU BO3MOKHOCTSIMU 370poBbsi (OB3) npenocrapmnsitorcs
B (popmax, aJanTUPOBAHHBIX K OTPAHMUYEHHUSIM HX 3J0POBBS U BOCIPUATHS HHPOPMAIIH:

Jliig nuil ¢ HapyIIeHUSIMU 3pEHUST:

— B IIe4aTHOU (hopMe yBETMYEHHBIM MIPUDTOM,

— B hopMe 3IEKTPOHHOTO JOKYMEHTA,

— B (hopme ayauodaiina,

— B reyaTHO# ¢opMe Ha s3bike bpaiins.

Jlyig 11 ¢ HapyIIEHUSIMU CITyXa:

— B reyatHoi ¢opme,

— B (popMe 3NEKTPOHHOTO JOKYMEHTA.

JUist U1 ¢ HapyIIEHUsIMU OTIOPHO-/IBUTATEJILHOTO arnrapara:

— B reyatHoi ¢opme,

— B (popMe 3JIEKTPOHHOTO JJOKYMEHTA,

— B popme ayanodaiina.

JlaHHBIH TIepeYeHb MOKET ObITh KOHKPETU3UPOBAH B 3aBUCUMOCTH OT KOHTUHIE€HTa
oOyJaronuxcs.



3. O0Opa3oBaTe/ibHbIe TEXHOJOTHH, MPUMEHsieMble MPH OCBOEHHH JIUCHHUILINHBI
(Moxyis)

OO6pa3oBarenbHble TEXHOJOTHH, UCIIOJIb3YeMbIE B Mpoliecce peanu3anuu Kypca Teopun
[IEPBOr0 MHOCTPAHHOTO $3bIKA HAINpaBJIEHbl HAa AKTUBU3AIMIO NO3HABATEJIBHOMN AEATEIbHOCTU
CTYIAEHTOB, pa3BUTHE CIOCOOOB MPOAYKTUBHOM JEATEIBHOCTH, PACUIMPEHUE CTPATEruii
oOyyaromuxcsi mpu paboTe ¢ HHPOPMAIMOHHBIMHA TEKCTaMH, CTUMYJIUPOBAHHE KPUTUYECKOTO U
TBOPUYECKOI'O MOAXO0Ja K PELIEHUI0 Y4eOHBIX 3a/1ad M MOJAEIUPOBAHUIO NPOECCHOHATbHON
JESITEIbHOCTH, aKTUBU3ALUsI COTPYJHUYECTBA, Pa3BUTUE YMEHUM paboTaTh B KOMaHIE.

[Ipu ocBOEHMM AUCUHUITIIMHBI IPUMEHSIOTCSA CIIEAYIOLE 00pa30BaTeIbHbIE TEXHOJIOI U H:

1) OuddepenumpoBanHoe oOydeHHUEe — OpraHu3alus 00pa30BaTENIBbHOIO IMpollecca Ha
OCHOBE y4eTa WHIUBUAYAIbHO-TUIIOJOTUYECKUX OCOOEHHOCTEN 00yJaromuxcss 1 BapuaTUuBHOTO
MIOCTPOEHUs Y4eOHOTo Ipollecca B BbIIEICHHBIX rpynnax. Peamusyercss myreM BKIIOYEHHUS B
y4eOHBIN Mpoliece 3aJJaHuil Pa3IMYHOIO YPOBHS CIIOKHOCTH (PENpOAYKTUBHBIN, MPOJIBUHYTHIH,
TBOpueckuii). Ilpu wucnonb3zoBaHuM JUPGEPEHUUPOBAHHOTO TOAXOAA HUCIOJB3YETCSI METO]
MaJIbIX TPYIII, METOJI TPOEKTOB.

2) NnTepakTtiBHOE 00yUYCHHE KaK CIIOCOO OpraHu3aiui y4eOHOoro mpoiiecca, Impu KOTOPOM
CTYICHTBHI M TIpenojaBareib aKTHBHO B3aMMOJICHCTBYIOT NPYr ¢ ApYyroM. Kaapli ydacTHHK
B3aMMO/ICHCTBHSI BHOCUT CBOW BKJIAJ, B XOJ€ pabOTHI MPOUCXOAUT OOMEH WAesSIMH, 3HAHUSIMH,
BBIPa0OTKAa COBMECTHBIX CIOCOOOB JeiicTBus. VIHTepakTuBHOE OOydeHHE pean3yeTcsl B XOJe
¢bpoHTanbHOM, TpynnoBo u mapHOW paloTbl. [Ipu3HakKu HWHTEPAKTUBHOIO OOYYEHHUS:
KoM(popTHas Ncuxosoruueckas atMmocdepa 3aHsTHH, TO3BOJISAIONIAs CTYACHTY YyBCTBOBATh CBOIO
UHTEJUIEKTYaJIbHYI0 COCTOSITENIBHOCTh, IICHXOJOTMUYECKYI0 3aIlMIICHHOCTh; CAMOCTOSTEIbHBIN
MOMCK OOydYarolUMMHCA BAPUAHTOB PpELICHUs IIOCTaBIEHHOW y4yeOHOH 3adauu; NpH 3TOM
WCKIIIOYaeTCs JOMHHUPOBAHHME KAKOTO-IHOO0 yYacTHHKAa Y4eOHOTrO Ipoliecca WM KaKou-Ir0o
UJIeU, IPEBOCXOJCTBO aKTUBHOCTH OOY4YaIOUIMXCSl HaJl aKTUBHOCTBIO IPENOJaBaTessi, aKTUBHOE
BOCIIPOU3BE/ICHUE paHee IOJIYYEHHBIX TEOPETHMUYECKMX 3HAHMM B HOBBIX YCIOBMSX, HaJIM4ue
00paTHO¥ CBsI3H.

3) IlpoGnemHoe oOydeHHE KaK TEXHOJIOTHS, OCHOBaHHAs Ha CTPYKType Yyd4eOHOTO
porecca, IMPEeANOJaralliero  pas3pelieHue  IOCIeI0BaTeIbHO  CO3/1aBaeMbIX  y4EOHBIX
npo6semMHbIX cuTyauuid. [IpobiaeMHas cuTyalus — 0CO3HAHHOE MHTEIUIEKTyalbHOE 3aTpy/JHEHNUE,
MOPOXK/IaEMOE HECOOTBETCTBHEM MEKIY UMEIOLIUMHUCS 3HAHUSIMU U TEMH, KOTOPbIE HEOOXOMMBbI
IUI pEelIeHUs] BO3HMKIIEH cuTyaluu. YueOHas mpoOrieMa HamnpaBiisieT MBICIUTENbHBIA MOUCK,
npoOykaaeT uHTepec K uccienopanuto. [lpodiaema BeipaxxaeTcst B popme MpoOIEeMHOT0 BOIIpoca
WX IPOOJIEMHOTO 3a/laHHMs.

JUis M1 ¢ OrpaHUYEHHBIMH BO3MOXHOCTSIMH 3/10pOBBSl MPEIYCMOTPEHA OpraHu3alus
KOHCYJIbTAllMi ¢ NCIOJIb30BAHUEM JIEKTPOHHOM MOYTHI.

4. OueHoYHbIE CPeICTBA ISl TEKYIIEero KOHTPOJIsl yCIeBaeMOCTH U MPOMeKYTOUHOI
aTTrecTaluu

OneHouHbIe CpeACTBA MpeJHa3HaueHbl JIsI KOHTPOJS U OLEHKM OOpa30BaTENIbHBIX
JOCTIXKEHUH 00yJaroImuxcs, OCBOMBIINX ITPOrpaMMy Y4eOHON AUCHUIUTUHBI «/Iunegucmuyeckui
aHanu3 u uHmepnpemayus Xy00HceCcmeeHHo20 meKkcma.

OrneHOUHBIE CPENICTBA BKIIOYAET KOHTPOJIbHBIE MaTepUaibl Ui MPOBEICHUS TEKYIero
KOHTPOJIS B popme

-TIPaKTUYECKUX 3aaHH,

- YCTHOTO OTIpoca,

Y TMIPOMEKYTOYHON aTTecTanun B popme dk3amena (7 ceMecTp).



CprRTypa OLHCHOYHBIX CPEACTB IJIHA Telcymei/i H l'[pOMC)KyTO‘lHOﬁ aTrecranmum

HaumenoBanue OLICHOYHOT'O CPCACTBA

aHalin3a TCKCTa

Kon u HaumeHoBaHue Pe3ynpTatel v
Ne n/m Texymmii IIpomexxyrounas
HH/MKaTopa 00y4eHus
KOHTPOJIb aTTecTarys
3nmaer mpuemsl U | YO Ne 1,2, | WtoroBelii aHaIN3 TEKCTA
UIIK-1.1. Branmeer METO/IbI [IpakTudeckue IO AJITOPUTMY B 00pasIry
npueMaMU U METOIaMU JIMHTBUCTUYECKOI'O 3alaHHUA
JIMHTBUCTUYECKOTO aHaJIM3a TeKcTa
aHaJIM3a TeKcTa
WIIK-1.1. Bnaneer YMmeer  npumenats | [Ipaktuueckue WToroBslit ananus Tekcra
npueMaMH 1 METOIaMH METO/IBI 3ananus 1-6 TIO aJITOPUTMY U 00pasiy
JIMHTBUCTUYECKOTO JIMHTBUCTUYECKOTO
aHaJIn3a TeKCTa aHaim3a
Bnageer cucrtemoit | IIpaktudeckue HroroBblit aHamu3 TekcTa
WIIK-1.1. Brangeer METOJIOB 3ananus 1-6 IO AJITOPUTMY ¥ 00pasiry
npueMamMH 1 METOIaMH JIMHTBUCTUYECKOTO
JIUHTBUCTHYECKOTO aHaJIn3a TeKcTa
aHaJIu3a TeKCTa
3Haer V01,2 VTOroBbIN aHa N3 TEKCTA
UIIK-1.2. O6nanaer TeopeTH4ecKue TI0 aJropuTMY U 00pasiy
CHCTEMHBIMH 3HAHUSIMHU OCHOBBI M3y4aeMBbIX
U3y4aeMbIX SI3bIKOB IS SI3BIKOB
HPOBE/ICHUS
JIMHTBUCTUYECKOTO
aHaJM3a TEKCTa
Ymeer npumensats | [lpaktuueckue Wrorosslii aHanus Tekcra
WIIK-1.2. O6azaet MH(OPMALIMOHHYIO 3ananus 1-6 TI0 aJITOPUTMY U 00pas3Iy
CHCTEMHBIMH 3HAHUSIMU obpabotKy 1
U3y4aeMbIX S3bIKOB IS CHCTCMHBIC  SHAHI
npoBeeHus U3y4aeMbIX SI3BIKOB
JIMHTBUCTUYECKOTO A TIPOBE/ICHI
AHAI3A TeKCTa JIMHTBUCTUYECKOTO
aHaJI3a TEKCTa
Bnagneer [IpakTuueckue Hrorosslit ananus Tekcra
CHCTEMHBIMH 3aganus 1-6 10 aJTOPUTMY U 00pasiry
UIIK-1.2. O0nanaer 3HAHUAMU
CHCTEMHBIMH 3HAHUSIMU U3y4aeMbIX SI3BIKOB
N3Y4aeMBIX S3BIKOB JUIA UL MPOBEACHUS
TIPOBEICHUS nH(pOpMALOHHON
JUHTBUCTHIECKOTO 00paboTKH u
aHaJM3a TEKCTa JIMHTBUCTUYECKOTO

TunoBbie KOHTPOJIbHBIC 3aJTaHUA UJIH UHBIC MaTepHAJIbI, HEOﬁXO}II/IMbIe AJIA OHEHKH

3HAHUH, YMEHHH, HABBIKOB H (WJHM) ONbITA ACATEJbHOCTH, XAPAKTEPH3YIOIIMX JTAIbI
(¢opMupoBaHHs KOMIIETEHIMI B Ipolecce 0CBOCHUS 00pa30BaTeIbHON MPOIrPaMMbl

AHaJIM3 ¥ HHTEPNpeTanus TEKCTa
Algorithm of the complex stylistic analysis of a literary text

1. Find out extralinguistic features efficient for interpretation of the text (presuppositions:

2. Define the genre of the text (in general).

time of writing, the author’s personality, a style of literature, etc.)




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).

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 1 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?

IpakTHyeckoe 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 — Gatshy 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.

IIpakTuuyeckoe 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

IIpakTHyeckoe 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.

IIpakTnuyeckoe 3axanue 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 Gatsby

IIpakTHuyeckoe 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. | 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’11 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.

3ayeTHO-IK3aMeHAIIMOHHbIE MAaTepUabl [Jisi MPOMEXKYTOYHOH  aTTecTalUH
(3x3aMeH/3a4eT)
7 cemecTp — 3K3aMeH. Ha sKk3aMeHe CTYAEHTHI MPEACTaBISIOT MOJITOTOBJICHHBIM aHAIN3
TEKCTa MO0 MPEATIOKEHHOMY aNTOpUTMY 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 nhame 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.

Kpurtepuu oueHnBaHus pe3yJbTaToOB 00y4eHH s

Ornenka Kpurepuu orieHHBaHU 110 SK3aMEHy

BbICOKMI  YpOBEHb  «5» | OLIEHKY «OTIMYHO» 3aCIy)KUBA€T CTYIEHT, OCBOMBIUMM 3HAHUSA, YMEHWI,
(oTnM4HO) KOMIIETEHIIMM ¥ TEOpeTHYecKHi MaTepuan 0e3 mpoOenoB; BBINOJHUBILMK Bce
3aJjaHus, IPEAyCMOTPEHHbIE YUeOHBIM IUIAHOM HA BBICOKOM KaueCTBEHHOM YPOBHE;
NPAKTUYECKUE HABBIKM IPO(PECCHOHATIBHOIO IPHUMEHEHUS OCBOCHHBIX 3HAHUI

c(hOpPMHPOBAHBIL.
Cpenuuii  ypoBEeHb  «4» | OILEHKY «XOPOIIO» 3aCAYyKHBACT CTYACHT, MPAKTUYECKH MOTHOCTHIO OCBOWBIIHIMA
(xoporo) 3HAHUS, YMEHUS, KOMIIETCHIINH U TCOPETHUCCKHIA MaTepHa, yucOHbIC 3aIaHus He

OLICHEHBl MaKCUMAJIbHBIM YHCIOM OaJUIOB, B OCHOBHOM C(OPMHPOBAI
MPaKTUYECKUE HABBIKH.

IToporoBelif YpoBeHb «3» | OLIEHKY «yIOBJIETBOPUTEIBHO» 3aCIy)KUBAET CTYIEHT, YaCTHYHO C IIPoOenaMu
(YLOBIETBOPUTEIBHO) OCBOUBILUI 3HAHUS, YMEHUsI, KOMIICTEHIIUU U TEOPETUUECKHUII MaTepuall, MHOTHE
y4eOHble 3aJaHKs TM0O0 HE BBITOIHIIL, JINOO OHY OLIEHEHbI YNCIIOM 0alIoB ONMM3KUM
K MHUHUMAJIEHOMY, HEKOTOpBIE IIPAKTHYECKIE HABBIKK HE C()OPMHUPOBAHBI.
MuHUMaIbHEIH ~ YPOBEHb | OLIEHKY «HEYIOBICTBOPHTENIBHO» 3aCIyXHBAaeT CTYAEHT, HE OCBOMBIIUN 3HaHMI,
«2» YMEHUs, KOMIICTCHIMH M TEOPETHUYECKHH Marepuay, y4eOHble 3alaHHsi He
(HeyIOBIETBOPUTEIHHO) BBINIOJTHWI, TIPAKTHYECKHE HABBIKK He CPOPMUPOBaHBL

OneHoYHbIE CPEACTBA Il MHBAJIUAOB U JIMIL C OIPaHUYEHHBIMU BO3MOKHOCTSIMH 3/10POBbS
BBIOMPAIOTCS C YUETOM UX MHAMBUIYAIBbHBIX MCUX0()U3NUECKUX 0COOEHHOCTEM.

— MpU HEOOXOIMMOCTH MHBAJIMJIAM M JIMLIAM C OTPAaHUYEHHBIMU BO3MOXHOCTSMHU 3JI0POBbSI
IIPEJOCTaBIISIETCS JIOMOJIHUTEIBHOE BpeMs JJIsl IOATOTOBKU OTBETA HA SK3aMEHE;

— MpU IPOBEAECHUU MPOLEIYPhl OLIEHUBAHUS PE3yIbTaTOB OOYUYEHUs MHBAIMJIOB M JIUI] C
OTrPaHUYEHHBIMU BO3MOXHOCTSIMU 3/I0pOBbsI NPETyCMAaTPUBACTCS HCIIOJIb30BAaHUE TEXHUYECKUX
CpEeACTB, HEOOXOIMMBIX UM B CBSI3U C MX MHIUBUIYaJIbHBIMU OCOOCHHOCTSIMU;

— MpU HEOOXOIUMOCTH JUIsl 00y4aroIuXcs ¢ OTPAaHUYEHHBIMU BO3MOXKHOCTSIMH 3/I0POBbSI U
MHBAJINJIOB IPOLIEypa OLIEHUBAHUS PE3YJIbTATOB O0YUYEHHUS MO AUCIUIIMHE MOXKET IPOBOIUTHCS
B HECKOJIBKO 3TaIloB.

[Ipouenypa oueHHBaHUS PE3yNbTaTOB OOYYEHHS WHBAIMJOB U JIMI] C OTPaHUYEHHBIMHU
BO3MOKHOCTSIMH 3/10pPOBbSl 1O AMCUUIUIMHE (MOIYJIIO) IpeaycMaTpUBaeT IpeloCTaBICHHUE
uHbopManuu B (GOpMax, aJalTUPOBAHHBIX K OTPAHUYEHUSM HX 370POBbS U BOCIPHUSATHS
uHbopmanuu: s UL ¢ HapyIIEHUSIMHU 3pEHUS:



— B I1€4aTHOM (hopMe yBeTUUEHHBIM HIPUPTOM,

— B (hopMe DIEKTPOHHOTO JJOKYMEHTA.

JInst man ¢ HapyIIeHUsAMH CITyXa:

— B miedaTHoi popme,

— B (hOpMeE EKTPOHHOTO JOKYMEHTA.

JInst aMil ¢ HapyHNICHUSIMH OIOPHO-JBUraTEIBHOIO armapara: — B me4aTHoil ¢opme, — B
(hopMe TEKTPOHHOTO JOKYMEHTA.

JlaHHbBI 1epedeHb MOXET ObITh KOHKPETH3MPOBaH B 3aBUCHMOCTH OT KOHTHHICHTA
00yJaromuxcs.

5. [lepeyenn yueOHOI JIUTEPATYPbl, THPOPMAIMOHHBIX PECYPCOB H TEXHOJIOTHA
5.1. YueOHas quteparypa

1. Apsonba, U. B. OcHOBBI Hay4HBIX HCCIIEI0BAaHUN B JIMHIBUCTHKE : yueOHoe nocodue / 1. B.
ApHONBA. — 2-¢ u31., ctep. — Mocksa : ®JIMHTA, 2018. — 176 c. — ISBN 978-5-9765-
2964-9. — Texkcr : >nekTpoHHBIH // JlaHb : AmekTpoHHO-O0nOMMoTeyHast cuctema. — URL:
https://e.lanbook.com/book/102543 (nata oOpamenus: 18.07.2021). — Pexum poctymna: ams
aBTOPH3. NIOJI30BATENIEH.

2. Apnompn, U. B. Cemantmka. Crwimctuka. MHTEpTEKCTYalbHOCTh : COOPHHK HAayYHBIX
tpynoB / U. B. Apnonbn ; Hayunbiit pegaktop I1. E. Byxapkun. — Mocksa : ®JIMHTA, 2019.
— 448 c. — ISBN 978-5-9765-2812-3. — Tekcrt : anmekTpoHHBIH // JlaHb : 3JEKTPOHHO-
oubmmoteunas cucrema. — URL: https://e.lanbook.com/book/151303 (mara oOparneHus:
18.07.2021). — Pesxxum nocTyma: JJ1sl aBTOPHU3. MOJIb30BATEICH.

3. bonorHoBa, H. C. MeTO MK CMBICIIOBOTO W JIMHTBOIIPArMaTHYECKOT0 aHAIM3a MEHATEKCTa
. yuebHoe nocodue / H. C. bonotHoBa. — Mocksa : ®JIMHTA, 2019. — 156 ¢. — ISBN 978-
5-9765-4089-7. — TekcT : anmeKTpoHHBIH // JIlaHb : AIEKTPOHHO-OMOINOTEYHAS CHCTEMA. —
URL: https://e.lanbook.com/book/135315 (mara oGpamenus: 18.07.2021). — Pexum
JOCTYyTa: JUIsl aBTOPU3. TIOJIB30BATENEH.

4. Benpesa, 1. T. DOxcniepTHBIN TMHTBUCTHYESCKUI aHAJIU3 CIIOPHOTO TEKCTA : yueOHOE mocooue
[ 1. T. Benpesa, H. A. Kynuna. — 3-e u3z., ctep. — Mocksa : ®JIMHTA, 2020. — 148 c.
— ISBN 978-5-9765-4348-5. — TexkcT : anexkTpoHHbli // JIaHb : 3JIEKTPOHHO-O0MOIHOTEYHAS
cuctema. — URL: https://e.lanbook.com/book/151308 (mara oOpamenus: 18.07.2021). —
Pexxum moctyna: ans aBTOpH3. MOJIb30BaTENEH.

5.2. Ilepuoguyeckas Jureparypa
He npenycmoTpena

5.3. UHTepHeT-pecypchbl, B TOM YHCJI€e COBpPeMeHHbie NpodeccHoHANIbHbIe 0a3bl
JAAQHHBIX M1 MH(POPMALIMOHHDbIE CIIPABOYHbIE CHCTEMbI JJIEKTPOHHO-0MOIHOTEYHbIE CHCTEMBbI
(3BC):

1. OBC «JIAHb» https://e.lanbook.com IIpodeccronanbHbie 6a3bl JaHHBIX:

2. YuuBepcuterckas napopmarmonnas cuctema POCCHUS http://uisrussia.msu.ru Pecypcer
cBoboaHorO octymna: 1. Ciayxba TeMaTHUeCKUX TOJIKOBBIX ciioBapeit http://www.glossary.ru/;

3. Cnoapu u sunukiaoneauu http://dic.academic.ru/;

CoOcTBeHHBIE 3JIEKTPOHHBIE 00pa3oBaTenbHbIC U HH(POpMaIOHHBIE pecypcbl Kyol'Y:

1. Cpena MoaysHOTO AUHaMHU4Yeckoro o0ydenus http://moodle.kubsu.ru

2. baza yd4eOHBIX TIJIaHOB, Y4eOHO-METOJMUYECKUX KOMIUIEKCOB, MyONUKAIMi |
koH(epeniwmii http://mschool.kubsu.ru/

6. MeTtoanueckue ykazaHus A5 00y4alOUXCsl 110 OCBOCHUIO AN CHUILINHBI (MOYJIs1)
MeToanveckne peKOMEHAALMHU 0 MOATO0TOBKE K JICEKIMOHHBIM H PAKTHYECKUM 3aHATHAM


http://uisrussia.msu.ru/
http://www.glossary.ru/%3B
http://dic.academic.ru/%3B
http://moodle.kubsu.ru/
http://mschool.kubsu.ru/

Kypc «JIuHrBUCTHYECKUI aHAIU3 U UHTEPIIPETALU XY 10KECTBEHHOIO TEKCTa» — MIPEXKIEC
BCEro, IOCTYNATENIbHbIN, OCHOBAHHBII Ha IPEEMCTBEHHOCTH Y4YE€OHOro MaTepuaga U Ha
KJIACCHUYECKOM 00ydaroleM MPUHLUIE «OT MPOCTOro K CIOXKHOMY». I'71aBHas 3ajmaua Kypca —
oTpaboTaTh TMOJIy4YCHHbIE TEOPETUYECKHE 3HAHMS CHCTEMHOCTH HW3y4aeMbIX S3bIKOB B
[IPaKTUYECKOM NPUMEHEHUM — Ha MaTepualle aHIJIOsA3bIUHOM JnTeparypsl. Ilpu aTomM kaduecTBO
MIOJIydEHHOTO 00pa3oBaHusl B OOJIbIIEH CTENEHUM 3aBUCUT OT aKTHMBHOM pPOJIM  CaMOro
oOydaroIerocsi B yaeOHOM Ipoliecce, HOCKOIbKY Kype He NMPEAIoIaraeT JeKINOHHBIX 3aHITHI.

JlaHHasT AMCUUIUIMHA TpeArosiaraeT Oonbmold 00BeM CaMOCTOSTEIBHON PabOTHI
oOyyaromuxcs. B mporecce NMOArOTOBKH CTYyIEHTHI pabOTAalOT C ayTeHTHUYHBIMH TEKCTaMH,
BBINIOJIHSAIOT AQHAJINW3 TEKCTOB PA3IMYHOW TEMATHKU M Pa3IUYHbIX cTwied. Tekct s aHamm3a
IpeAIaraeTcsl MperoaBaTesieM, HO CTYCHThl MOTYT aHAJIM3UPOBATh U JII000€ XyJ0KECTBCHHOE
IIPOM3BEACHNE HA aHIJIMICKOM $3bIKE [0 CBOEMY IIPEIIIOYTEHUIO.

CamocTrosTenbHass paboTa MOXKET BBINOJHATHCS WHIUBUAYAIbHO WIM TpyIIaMu, B
3aBUCHUMOCTH OT LI€JM, 00beMa, KOHKPETHOM TEeMaTUKH CaMOCTOATEIbHOM pabOThl, YpOBHS
cllo)kHOCTU.  KOHTpoib  pe3ynbTaToB — CaMOCTOSATENBHOW — pabOThI  CTYIEHTOB  MOXET
OCYILIECTBIIATECS B IpeZesaXx BPEMEHHU, OTBEJACHHOIO0 Ha 00s3aTeibHble yuyeOHbIE 3aHSTHUS 1O
TUCLMIUIMHE, U MOXKET MIPOXOJUTh B MUCbMEHHOM WU YCTHOH (opMme.

B ocBoeHMM QUCUMIIMHBI MHBAIMIAMU U JHUIAMUA C OIPaHUYEHHBIMU BO3MOXHOCTAMU
310pOBbsl OOJIBIIOE 3HAYEHHE HMEET WHIUBUIyalbHas ydeOHas paboTa (KOHCYIbTalluU) —
JIOTNIOJIHUTEIBHOE Pa3bsICHEHNE YUeOHOro MaTepHaia.

WnnuBuayanbHble KOHCYJAbTAllMM TIO TPEAMETY SBJSIOTCS BaXXHBIM  (aKToOpoM,
CHOCOOCTBYIOUIUM MHAWBUIYaTN3alMU O0yYEHHs] U YCTAaHOBJICHHUIO BOCIIUTATEILHOTO KOHTAKTa
MeXAy IMpernojaBaTesieM M OOy4JaloUMMCS WHBAJIUIOM WM JIMIOM C OrpaHUYEHHBIMU
BO3MOXHOCTSIMU 3JI0POBBSI.

7. MaTepuajbHO-TeXHUYECKOe o0ecnevyeHue Mo AUCHunInHe (Moay o)

HaumenoBanue OcCHAIIIEHHOCTD [lepeueHsb JIMLEH3UOHHOTO
CIIEIMAJIbHBIX TIOMEILCHU CIIEIMAIbHBIX TTOMEILECHNI HPOrPaMMHOT0 00ECTICY CHUS
VueGHbie ayITUTOPHUA st | MebGenb: yueOHast MmeGenb Microsoft Office 365 Professional
MIPOBEJEHUS 3aHATHN JIEKLMOHHOIO Plus - [TakeT mporpamMmHOro

TexHuveckue CpeicTBa 00 yUeHHUS: obecrieenns U1 MpenofaBaTeneii

1 COTPYAHUKOB C UCIIOJIB30BAHUEM

tuna (ayn.312)

MPOEKTOP

o0aunbIX TexHomorui (Microsoft).
ApTukyn npaBooOIaiaTens
0365ProPlusforEDU AllLng
MonthlySubscriptions-
VolumeLicense MVL 1License
AddOn toOPP (kox 5XS-00003).
Cornarenue Microsoft
“Enrollment for Education
Solutions” 72569510.
Jlnuen3snonHeid  moroBop  Ne73—
AD®/223-D3/2018. or 06.11.2018

Y4eOHbIE aAyIUTOPUN it | MeGens: yueOHas MeOenb -

MIPOBECHUS 3aHATHI

CeMHHAPCKOTO THITA, FPYIIOBEIX H TexHu4ecKHe CPeICTBA 00 YUCHHUS:

WHIUBHU/YAlIbHBIX ~ KOHCYJIbTAI[HH, TB

TEKYIIEero KOHTPOJIS u

MIPOMEXYTOYHOH arrecTammu (aym.
234)




Jns  caMOCTOATeNbHOM  paboThl  OOydaromuxcs  MPeIyCMOTPEHBbl  MMOMEUICHHUS,
YKOMIUIEKTOBAaHHBIE CIIEIHATN3UPOBAHHON MeOeIbi0, OCHAIIEHHBIE KOMITBIOTEPHOW TEXHUKOU C
BO3MO’KHOCTBIO MOJKIIIOUEHUSI K ceTu «MHTepHEeT» M 00ecreuyeHreM J0CTyIa B AIEKTPOHHYIO
nH(OPMAMOHHO-00pa30BaTEILHYIO CPEy YHUBEPCUTETA.

HaumenoBanue OCHaIlEHHOCTh [epeyeHs JTHUIEH3UOHHOTO
MOMEIIEHHUH IS CAMOCTOSITENILHON | MOMEIICHUM [T CAMOCTOSTEIbHON MPOrpaMMHOI0 00eCTIeY eHHs
PpaboTHI 00yUarOIUXCs paboTHI 00yJArOIIIUXCS

Iomemenue s camocrosTeabHoi | Mebenb: yueOHas mebenb -
paboTHI 00yJaroIUXCcsl (YUTATBHBINA

3au Haquof/'I 6I/I6J'II/IOTCKI/I) Komrekr CIICHUAJIN3NPOBAHHON

MeOenu: KOMIIBIOTCPHBIC CTOJIbL

O6opynoBanue: KOMITBIOTEPHAS
TEXHHKa C TOAKIIOUYEHHEM K
nH(OpMaLMOHHO-

KOMM YHHKAIlIMOHHO# ceTu
«HTEpHET» HM  JOCTYyIIOM B
JJIEKTPOHHYI0  MH(pOPMAaIMHOHHO-
00pa3oBaTeNbHYIO cpeny
o0pa3oBaTenbHON OpTaHu3aIHH,
BeO-KaMepbl, KOMMYHHUKaIIMOHHOE
obopynoBanue, obecreyrBaronee
JIOCTYII K CeTH MHTEPHET
(mpoBoaHOE COEIUHEHNE "
OeclpoBOIHOE ~ COEAMHEHHE IO
texHomorun Wi-Fi)

ITomerenue i camocTosTebHON | Mebens: yueOHast meOenb

pa6otsl obyuarormxcs (aya. 323) .
KOMIUTEKT — CrenHann3HpOBaHHOM

MeOenu: KOMIIBIOTEPHBIC CTOJIBI

ObopynoBanue: KOMITBIOTEpHAs
TEXHHKa C MOAKIIOYEHHEM K
nH()OpPMALIMOHHO-

KOMM YHUKAILIUOHHOM1 CeTH
«HTepreT» M gocTynoM B
JNEKTPOHHYI0  MH(OPMALMOHHO-
00pa3oBaTeIHHYIO cpeny
00pa3oBaTeIbHON  OpraHU3aLuH,
BeO-KaMephl, KOMMYHHKAIMOHHOE
obopynoBaHue, obOecreunBaronee
JOCTynl K  CeTH  HMHTEpHET
(mpoBomHOE COEIMHEHNE "
OecrpoBOTHOE ~ COCIMHEHHE  TI0
texHonorun Wi-Fi)




