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1 [enn u 3a7a4n U3ydeHUs TUCITUATIIANHBI (MOTYJIs1)

1.1 IMeanb ocBOEHUS TUCHMIITIMHBI

dopmupoBaHUE CIIOCOOHOCTH MPOBOJUTH JIMHTBUCTUYCCKUI aHAIN3 TEKCTa HA OCHOBE
CUCTEeMHBIX 3HAaHMH 00 OCHOBHBIX (DOHCTHYCCKUX, JICKCHYECKHUX, T'PAMMATHYCCKUX,
CJIIOBOOOPA30BATENbHBIX SBJICHHUSX, oOpdorpadyyi © IyHKTYalldd, O 3aKOHOMEPHOCTSX
(O YHKIIMOHUPOBAHUS M3y4aeMOT0 HHOCTPAHHOTO SI3bIKA, €r0 (DYHKIIMOHATBHBIX PA3HOBUTHOCTSIX.

1.2 3agauyu AUCHUINIMHBI
- O3HAKOMHUTH CTYJEHTOB C MpPUEMaMH W METOJIaMU JIMHTBUCTHYECKOTO aHajiM3a Ha OCHOBE
CUCTEMHBIX 3HAaHUW 00 OCHOBHBIX (DOHETUYECKUX, JIEKCUYECKHUX, TpPaMMATUYECKHUX,
CIIOBOOOpA30BaTENbHBIX SIBICHUSIX, oOpdorpadud U MyHKTyalldd, O 3aKOHOMEPHOCTSX
(YHKIIMOHUPOBAHUS U3y4a€MOTO HHOCTPAHHOTO SA3bIKA, €r0 (YHKIIMOHAIBHBIX PA3HOBUIHOCTSIX;
- oOy4HUTh CTYICHTOB MPUMEHATH MPUEMBI U METOJbI JIMHTBUCTUUECKOTO aHaJM3a Ha OCHOBE
MOJTYYEHHBIX CUCTEMHBIX 3HAHUM 00 OCHOBHBIX (DOHETHUECKHUX, JTIEKCUIECKUX, TPAMMATUYECKHUX,
CIIOBOOOpa30BaTENbHBIX SIBIICHUSIX, opdorpadun U TMyHKTyallMd, O 3aKOHOMEPHOCTSX
(YHKIIMOHUPOBAHUS H3y4a€MOTO HMHOCTPAHHOTO SI3bIKa, €0 (DYHKIIMOHAIBHBIX Pa3HOBUIHOCTSIX.

1.1 MecTro aucuuminHbl (MOayJs) B CTPYKType 00pa3oBaTe/ibHON NPOrpaMMbl

Hucuunnuna «b1.0.30 JIMHrBUCTUYECKUI aHAIM3 U UHTEPHPETALMS XYI0KECTBEHHOTO
TekcTay oTHocHuTcs K O0si3arensHO# yacTu broka 1 «/lucuumimasl (MOIyn)» y4eOHOTO
IUIaHa.
Hucuunnuna «b1.0.30 JIMHrBUCTUYECKHUIT aHAIU3 U UHTEPIPETALUSA XYJI0KECTBEHHOTO
TEeKCTa» HapsAy C TaKUMH JIUCLHUIUIMHAMHU, Kak «OCHOBBI SI3bIKO3HAHUSY, «Teopus mepBoro
HMHOCTPaHHOTO fA3bIKa» U «Teopusi BTOpOro MHOCTPAHHOTO SI3bIKa

1.2 IlepeyeHb IJIAHUPYEMBIX Pe3yJIbTATOB 00yUeHHS MO JUCIHUILIMHE (MOIYJIIO),
COOTHECEHHBIX € IUNIAHMPYEMbIMH Pe3yJIbTATAMH 0CBOEHHUSI 00pa30BaTe/bHO NPOrpaMMbl

WN3ydyenue ngaHHOW  y4yeOHOW  JUCUMIUIMHBI  HAmpaBJIeHO Ha  (OpMUpPOBaHUE
obmenpodeccuonanbHoi komnereHmu OITK-1.

Kon n HanmeHOBaHMe HHIMKAaTOpa* Pe3ynbTaThl 00y4eHUs O JUCHUIIINHE

OIIK-1 CrocoGeH mpuMeHSITh CUCTEMY JTMHIBUCTUIECKHUX 3HAHUNA 00 OCHOBHBIX
(OHETHYECKHX, JIEKCHYECKUX,IPAMMATHIECKUX,CII0BOOOPAa30BaTEIbHBIX
SIBJICHHSX, Opporpauul U MyHKTYALHH, O 3aKOHOMEPHOCTH ()YHKIIMOHHPOBAHUS
H3y4aeMOro HHOCTPAHHOT'O S3bIKA, €ro (QYHKIIHOHAIBHBIX PA3HOBHIHOCTSIX

OIIK-1.1. Hcmons3yeT cucteMmy 3HaeT CUCTEMY JIMHTBUCTHIECKUX 3HAHUH 00
ITMHTBUCTHYECKHX 3HAHUI 00 OCHOBHBIX OCHOBHBIX ()OHETHYECKHX SBJICHUSX U3y4aeMOr0
(DOHETHYECKHX SIBICHUSIX H3Y4aeMOTr0 MHOCTPAHHOTO SI3bIKA

IMHOCTPAHHOI'O A3BIKA

YMeeT NpuMeHATh CUCTEMY JTMHIBHCTHIECKUX 3HAHUN 00
OCHOBHBIX ()OHETHUECKHX SBICHUSIX M3y4aeMOro
MHOCTPAHHOT O SI3bIKa

BJ'Ia,IICCT HaBbIKaMH TIPUMECHCHHSA CHCTEMBI
JIMHIBUCTUYECKUX 3HAHUK 00 OCHOBHBIX (1)OHGTI/I‘IECKI/IX
SABJICHUAX NU3Y1A€MOI'0 MHOCTPAHHOTI'O SA3bIKa

OIIK-1.2. Ucnone3yeT cucremy 3HaeT CUCTEMY JIMHIBICTHYECKHUX 3HAHUH 00
JIMHTBUCTUYECKUX 3HAHNI 00 OCHOBHBIX OCHOBHBIX TPAMMAaTHYECKHX SBICHUSIX HU3y4aeMOTro
rpaMMaTHYECKUX SIBJICHUSIX U3yIaeMOro MHOCTPAHHOT O SI3bIKa

HWHOCTPAHHOI'O A3bIKa

VYwmeer JACMOHCTPUPOBATH CIIOCOOHOCTH K MPUMCHCHUTO
CHUCTEMBI JTUHTBUCTHYECKUX 3HAHHI 00 OCHOBHBIX
T'paMMaTUICCKUX SABJICHUAX N3Y1aCMOI'0 MHOCTPAHHOI'O




SA3BIKa

Bﬂaz[eeT HaBbIKaMH MNPUMCHCHUA CUCTCMBI
JIMHIBUCTUYECKUX 3HAHUN 00 OCHOBHBIX IpaMMaTHICCKUX
SABJICHUAX N3YYa€MOI'0 MHOCTPAHHOTI'O SA3bIKa

OIIK-1.3. [IpumMeHsieT cucreMmy 3HaeT OCHOBHBIE
(hoHeTHIECKHE,TeKCHYECKHE, T PAMMaTHIECKIE,CIIOBOOOPA30B
aTeNbHBIC SIBIICHHS, op(horpaduio U MyHKTYAIUIO
ITHHTBUCTUYICCKUX 3HAHUNA 00 OCHOBHBIX
(hOHETHYECKUX,TICKCUICCKHIX, T PAMMATHYECKHX,CITO

BOOOpa30BaTeNbHBIX ABJIEHUSX, opdorpadun u 'YMeeT npuMeHsITh
ITYHKTyalluu (boHeTHYECKHE, TeKCHUECKHE,TPaMMaTHIECKHE,CITIOBOOOPA30BaT]

eJIbHBIC SIBJICHHSI, Op(orpadHio U IyHKTYaIHIO

Brnaneer HaBBIKAMU BbIOOpa
(hOHETHYECKUX,JIEKCHYECKUX, T PAMMaTHYECKHX,CIIOBOOOPa30
BaTeJIbHBIX ABJICHUI, Opdorpaduu 1 MyHKTyaIluK

OIIK-1.4. JemoHCcTpUpyeT CIIOCOOHOCTH | 3HaeT 3aKOHOMEPHOCTH (YHKIIMOHHPOBAHHUS H3Yy4aeMOro
aHAJIM3UPOBATH 3aKOHOMCPHOCTH | MHOCTPAHHOI'O SI3bIKa

(YHKIIMOHUPOBAHUSI M3y4aeMOr0 HHOCTPAaHHOTO

sSI3bIKA

YMeer JeMOHCTpHPOBAaTh CHOCOOHOCTh —aHaJIM3HPOBATH
3aKOHOMEPHOCTH (YHKIMOHUPOBAHUS H3y4aeMoro
MHOCTPAHHOT O sI3bIKa

Brnaneer HaBbIKaMu — aHAIM3MPOBATh  3aKOHOMEPHOCTHU
(YHKIMOHUPOBAaHHS HHOCTPAHHOTO A3bIKa

PesynbTaThl 00ydeHHSs IO TUCIMILTNHE JOCTUTAOTCS B PAMKaX OCYIIECTBIICHHS BCEX BUIOB
KOHTAaKTHOH M CaMOCTOSITENIHOW pabOThl OOYYarOIUXCS B COOTBETCTBUHM C YTBEPXKJICHHBIM
y4eOHBIM IIJIAHOM.

WHanKaTophl JOCTHKEHHUS KOMIIETSHIIUH CUATAIOTCS C(DOPMUPOBAHHBIMU ITPH TOCTHIKCHUU
COOTBETCTBYIOIIUX UM PE3YJIbTATOB OOyYCHHUSI.

2. CTpyKTYpAa U co/iep:KaHHue TUCHHUIIIHHbI
2.1 Pacnipeaesienne TPYI0éMKOCTH JMCUHUIIJIMHBI 10 BUAaM padoT

OO0rast TpymoEMKOCTh JUCIMIUIMHBI cOCTaBsieT 3 3aueTHble enuuuipl (108 yacoB), ux
pacnpe/eseHre o BuaaM padoT MPeICTaBICHO B Ta0IHIIE

Bunst pabdor Bcero Dopma o0ydeHNs
JacoB ouHas
5 6
cemMecTp ceMecTp
(dacer) (daceI)
KonTakTHas padoTa, B TOM YHCI€: 50,5 26,2 24,3

AyauMTOpHBIE 3aHATHUSA (BCero):
3aHATHSA JICKIMOHHOTO THIA
n1ab0paTOpHbIE 3aHATHS
MIPaKTUYECKHUE 3aHATHSA 50 26 24
CEMHHAPCKHUE 3aHATHS
Wnas konTakTHas pabora:
KonTpons camocTosTensHOI paboThI 26,7
(KCP)
[Ipomexyrounas arrectarus (MKP) 0,5 0,2 0,3




CamocrosiTenbHasi pa6oTa, B TOM 30,8 98 21

qHcie:
Kontpoan:
IloaroroBka k 3K3aMeHy - 26,7
Oomas yac. 108 36 72
TPYA0eMKOCTh B TOM 4HCJIe
KOHTAKTHAasI 50,5 26,2 24,3
padora
3a4. ey 3 1 2

2.2 Coneprxanue THCHUTLTHHBI

Pacnpenenenne BuoB yueOHOI pabOTHI M HX TPYJOEMKOCTH IO pa3/ieinaM AUCIUATUIAHBL.
Pa3zzenb! (TeMbl) TUCIUILTHHBL, H3ydaeMbie B 5 cemectpe (3 kypc) (ouHas ¢popma oOydeHus)



KonuuectBo yacos
Bueaynur
Ne HanmenoBanue paznenos (Tem) AyMMTOpHas OpH}:iI
Bcero pabora
pabota
JI I3 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 8 6 2
5| Types of foregrounding 7,8 6 18
6| The principle of “defeated expectancy” 4 4 -
7|Means of imagery in the text 4 4 -
HUTOI'O no paszdenam oucyuniumol 35,8 26 9,8
Kontpoib camocrositenbHoii padbotel (KCP)
IIpomexyrounas arrectauus (MKP) 0,2
[ToaroroBka K MPOMEXYTOYHOMY KOHTPOIIIO
OO01m1ast TpyI0EMKOCTD 0 TUCIUTLTHHE 36

Pa3nensl (TemMbl) AMCHMITIMHBI, U3ydaeMmble B 6 cemecTpe (3 Kypce) (ouHas ¢popma

00yueHusl)
KonunuectBo vacos
Breaynur
Ne HaumeHoBaHue pa3zenos (TeM) AynmropHaz opH};m
Bcero pabora
pabora
JI I13 JIP CPC

1|Interpretation: general 4 2 2
2|Steps of interpretation 4 2 2
3|Extralinguistic factors of the text analysis 6 2 4
4|Genre and style differentiation 4 2 2
5| Text structure and dominants 6 4 2
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 7 4 3

UTOI O no pazdenam oucyuniunsl 45 24 21

Kontpons camocrosarensHoit padotsl (KCP)

[Tpomexyrounas arrectaus (MKP) 0,3

[oaroToBka K MPOMEKyTOUHOMY KOHTPOIIIO 26,7

O61m1ast Tpyq0eMKOCTh IO TUCLUTITHHE 72

ITpumeuanue: JI — nekuuu, 13 — npakruueckue 3austus / cemunapsl, JIP — mabopatopHbie
3anstus, CPC — camocTosTenbHas paboTa cTyneHTa

2.3 Conep:kanue pa3iesioB (TeM) THCHUILTHHBI

2.3.1 3auaTus JEeKIMOHHOr0 THIIA
He npemycmoTpeHbl

2.3.2 3aHATHSI CEMHHAPCKOr0 THNA (MPaKTHYeCKHe / CEeMUHAPCKHUE 3aHATHS/

JabopaTopHbie padoThI)

5-i1 cemectp:

No HaumenoBanue TemaTuxa sapsrwii/paGor dopma TeKyIIEro
paznena (Tembl) KOHTPOJIA
Linguistic analysis of . . o Yernbiit onpoc Ne

g ys Text as an object of analysis: problems of definition, aims | 1

a literary text:
theoretical basis

and tasks, properties and categories of texts.




Gatsby” illustrating expressiveness of negations.

Types of information expressed in the text (combination of | Anamu3s u
Plot and narrative cognitive, emotional, aesthetic, appealing, etc. ones). The | unTepnperamwms
structure problem of a concept in a literary text. The role of the text | Tekcra

title and titles of the text elements.

Two approaches to deliver information about a character and| Vcrusrit onpoc Ne
System of images build an image of it. Two types of characterization: Direct or| 2
and means of 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.

Analysis of textual different levels: phonetic, syntactical Anams u
Levels of textual and lexical. Inversion, reduplication. Expressiveness of HHTepHEeTaHm
analysis negations in the English text. Fragments of “The Great rexeta “The "

Great Gatshy

(F.S. Fitzgerald)

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

The most important and studied types of foregrounding:| Anamu3s u
. coupling, convergence, and “defeated expectancy”.| uarepnperanus

Typesandfun_c tions Coupling in poetry (rhythm, size, alliteration, assonance, etc.| cruxorsopennus
of foregrounding Coupling in any language level (syntactical, morphological | «1¢* (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.| Ananus u
defeated expectancy”|Jacobson). In lexis, “the defeated expectancy” may be| unrepmperarms
(the term of R.|represented in rare words (archaisms, borrowings, author’s| rtexcra “The
Jacobson). neologisms, periphrases, oxymoron, etc.). Great Gatsby”

(F.S. Fitzgerald)

Figurative means in the text structure. Relations of the plot, | Ananu3s u
Means of imageryin |structure, motives and themes. Retrospective and MHTEpIpeTanus
the text prospective function of figurative means. System links of | Tekcra
figurative means and augments of the sense.

6-i1 cemecTp:

HaumenoBanue dopma TeKyLero

No pa3nena Tematrka 3aHATHI/ paboT KOHTPOJIS
(Tempr)

1. The combined examination of all text levels including linguistic and| Amanus u
Interpretation: extrall_ngmstlc_: ones as _the most productive approach to the text| urTepnperars

analysis and interpretation. A literary work as the product of its| texcra
general 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 | Anamus n

any analysis and the language of the original text as its basis. HHTEPIIPETAIIHSI
Steps of Conceptual approach to the analysis of a literary text suggesting | Tekcra
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| Ananus u
Extralinguistic (presuppositions: time. of writing, the au‘phor”s .persona'lity, HMHTEPIIpETaIns
factors of the blography, a sFyle of 11t_epature, etc.) Th_e w_rlter_ S blogr_apl_ncal, TeKCTa
text analysis somal_, economic a_md political factors, which in _dlr_e_ct or |nd_|rect

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

4| Genre and As a literary device, genrerefers to a form, class, or type of literary| Ananus u
style work. The primary  genres in literature (poetry,| maTepmpeTammst
differentiation |drama/play, essay, short story, and novel). The term genre TEeKCTa



https://literarydevices.net/protagonist/
https://literarydevices.net/audience/
https://literarydevices.net/subject/
https://literarydevices.net/drama/
https://literarydevices.net/drama/
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| Ananus u
speech (description, narration, reflection). Specifics of speech| unTepmperanus
representation (outer and inner speech). TeKcTa

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

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

6. Semantic space of the text and its structure. The role of the title in | Ananus u
Analysis of unfolding of the pIoF. Analysis o_f other _str_ong positions. HHTEPIIPETAIIUS
text semantics Intert_extL_JaI connections an_d their a_sso_matl_on_s. 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 Amnanus u
Themesand  |mycrothemes and their relationship. Events and their propositions. | uarepnperarus
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 UHTEPIIPETALINS
spaceofthe  |position of the author and means of its expression. Emotional tone | Texcta
text of the text and means of its creating.

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

Yerusriit onpoc (YO), koHTponbpHas padota (KP)
[Ipyn w3ydyeHUH AUCIUIUIMHBI TPUMEHSETCS 3JIEKTPOHHOE OOYYeHHE, NUCTAHIIMOHHBIE

oOpazoBatenbHbIe TeXHOoJorun B cooTBeTcTBUM ¢ PI'OC BO.

2.3.3 IlpumepHasi TeMaTHKa KYPCOBBIX padoT (IPoeKTOB)
He npexycMoTpeHs!.

2.4 TlepeyeHb y4eOHO-METOUYECKOT0 00ecnieyeH s IS CAMOCTOSITeJIbHOI padoThl

o0yvyamuxcst Mo AUCHHUILINHE (MOIYJIIO)

Bux CPC

[Tepeyenp y4eOHO-METONNIECKOTO O0ECTIEUCHNUS JUCIUTUINHBI TI0
BEITIOJTHEHUIO CaMOCTOSTENIEHONW PabOoTHI

n3y9deHne

KOHTPOJIIO

1|CamocrosrensHoe

pasnenos,

npaxmuxu nepesoda, npomoxoaNe 11 om 17.05.2021

Memoouueckue ykazanus no op2anu3ayuy CamocmosmenbHou pabomsi no
Ooucyunaune «JIunegucmuueckuli aHanus u uHmMepnpemayusl

CaMOIOATOTOBKA 1| Xy002icecmeeHH020 meKCcmay, ymeepaiicoenHule Kageopoti meopuu u
MOATOTOBKA K TEKYIIEMY

y‘-IC6HO-MCTO,Z[I/I‘-ICCKI/Ie MaTepuajibl I CaMOCTOSTEIbHOMN pa60TBI 06yqa}01u1/1x051 n3
Yurcjia UHBAJIMAOB U JIUI C OTPAaHUYCHHBIMU BO3MOKHOCTAMMU 3J0POBbBA (OB3) MpeaoCTaBIAOTCA
B (bopMax, AAalITUPOBAHHBIX K OIrPAaHUYCHUAM UX 3N0POBbS U BOCIIPUATUA HH(bOpMaHHHZ

JUist U1 ¢ HapyIIeHUsIMU 3pEHUS:
— B 11e4aTHO! (hopMe yBEIUYEHHBIM MIpUdTOM,



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

— B (popMe IMEKTPOHHOTO JOKYMEHTA,
— B ¢opme aynuodaiina,

Jlist AL ¢ HapyleHUs MU CIyXa:

— B 1e4aTHo# opme,

— B (hOpMeE IIEKTPOHHOTO JTOKYMEHTA.

JIist min ¢ HapylnIeHUsIMA OIIOPHO-ABUTaTENIBHOTO almapara:

— B 1e4atHo# opme,

— B (popMe IMEKTPOHHOTO JOKYMEHTA,

— B ¢popme aynnodaiina.

I[aHHI)II\/JI MEPCUCHb MOXKET OBITH KOHKPETU3UPOBAH B 3aBUCUMOCTH OT KOHTUHI'CHTA
00yJarommxcsl.

3. O0Opa3oBaTebHbIe TEXHOJOTHH, NMPUMEHsieMble TNPH OCBOCHUH JUCHHIIHHBI
(Momy.Jist)

OObpazoBarenbHble TEXHOJOTMH, UCIOIb3yEMbIE B Ipoliecce peanu3auuu Kypca Teopuu
MEPBOT0 MHOCTPAHHOTO SI3bIKA HANpaBJICeHHl HAa aKTHBHU3AIIUIO TO3HABATEIHHOU JEATEIIHBHOCTH
CTYJACHTOB, pa3BUTHE CIIOCOOOB TIPOJAYKTUBHON JIEATCIIBHOCTH, PpACIIMPEHUE CTPATErHid
oOydaronuxcs mpu padborte ¢ HHGOPMAIMOHHBIMU TEKCTAMH, CTHMYJIMPOBAHHE KPUTHIESCKOTO U
TBOPUYECKOTO MOJXO0/Ja K PEIICHUI0 Y4eOHBIX 3aJad U MOJEIMPOBAHUIO NMPOQecCHOHATBHOMN
NESITeILHOCTH, aKTUBH3AIINS COTPYIHUYICCTBA, Pa3BUTHE YMEHUH paboTaTh B KOMaH/IC.

[Tpu 0cBOCHUY TUCITUTUTHHBI TPUMEHSIFOTCS CIISAYIONTHE 00pa30BaTeIbHbBIC TEXHOJIOTHH:

1) MuddepenunpoBannoe oOydeHHe — OpraHu3aims 00pa30BaTEIBLHOrO Mpollecca Ha
OCHOBE y4eTa WHIUBUAYAIbHO-TUIIOJOTUYECKUX OCOOEHHOCTEH 00yJaromuxcs U BapUaTUBHOTO
MOCTPOCHUsI Y4eOHOTO Mpollecca B BbIAEICHHBIX rpynmnax. Peamusyercss myreM BKIIIOYEHHS B
Y4eOHBIN MPOIIECC 3aJaHUi PA3IMYHOTO YPOBHS CIOXKHOCTH (PEMpOAYKTUBHBIHN, MPOIBUHYTHIHU,
TBOpueckuii). [Tpu ncnonp3zoBanuu AudPepeHupoBaHHOTO MOIX04a UCTIOIb3YETCS METO MaJIbIX
IPYIII, METOJ1 TPOEKTOB.

2) NuTepakTuBHOE 00y4eHHE KaK CrIoco0 opraHu3anuy y4eOHoro mpoiecca, mpu KOTOpom
CTYIACHTBl M NpPENoAaBaTesb aKTHUBHO B3aWMOJAEWUCTBYIOT Jpyr ¢ apyroM. Kaxnielii ygacTHHK
B3aUMO/ICHCTBUSI BHOCUT CBOIl BKJIAJ, B X0J€ pabOThI MPOUCXOJUT OOMEH HIIesMU, 3HAHUSIMH,
BbIPa0OTKAa COBMECTHBIX CIOCOOOB neicTBUs. MHTepakTuBHOE OOydeHHE peanu3yeTcs B XOJe
(bpoHTaNBHOM, TPYIIIOBOH U apHOH paboThl. [Ipr3HaKu HHTEPAKTUBHOTO 00y4YeHHs: KOM(OpTHas
NCUXoJoru4eckass armocdepa 3aHATHI, TMO3BOJSIONIAs CTYIEHTY 4YYBCTBOBAaTh CBOIO
MHTEJUIEKTYaJbHYI0 COCTOSTEIBHOCTh, IMCHUXOJOTHYECKYIO 3alIMIIEHHOCTh; CAaMOCTOSTEIbHBIH
MOUCK OOYYaIOIIMMHUCA BApUAHTOB pELICHUS IOCTABIEHHOW Y4eOHOUM 3amaud; MpU STOM
UCKITIIOYAaeTCs JIOMUHUPOBAHME KAKOTO-IMOO ydacTHHUKA y4eOHOTO Mpoliecca WM Kakon-Im0o
UJIeH, PEBOCXOICTBO AaKTUBHOCTH OOYYArOIIMXCsS HaJl aKTUBHOCTHIO MPEINOIaBaTeNsl, aKTUBHOE
BOCIIPOM3BE/ICHUE DPaHEe MOJyYEHHBIX TEOPETHUECKUX 3HAHHM B HOBBIX YCIIOBUSAX, HAIUYHE
00paTHOH CBSI3H.

3) IIpobaemHOe 0OydeHHE KaKk TEXHOJIOTHs, OCHOBaHHAs Ha CTPYKType Y4eOHOTO
mporecca, MPEANoJaraloliero  paspelieHrne MOCIeOBaTeIbHO  CO3JaBAEMBIX  yYEOHBIX
npoOneMHbIX cuTyaruit. [IpoGneMHas cuTyarusi — 0CO3HaHHOE MHTEJIEKTyallbHOE 3aTPyAHECHUE,
MOPO’K/IAEMOE HECOOTBETCTBUEM MEKY UMEIOIIMMUCS 3HAHUSAMH U TEMH, KOTOPbIE HEOOXO MBI
JUIS peIlleHUs] BO3HUKIIEH cUTyanuu. YdeOHas mpoOiieMa HampaBIsSeT MBICIUTEIbHBIA MOWCK,
mpoOyXaaeT uHTepec K uccineaoBanuio. [Ipobdiema Beipaxaercs B popme IpoOIEMHOTO BOMIpOca
WM POOJIEMHOTO 33 aHHUsl.

Jlis nmuir ¢ orpaHMYEHHBIMA BO3MOXKHOCTSIMU 30POBbSI MPEIyCMOTPEHA OpraHU3aIus
KOHCYJIbTAIMH C UCIIOJIb30BAHUEM DIIEKTPOHHOU MOYTHI.



4, OHeHO‘lHLIe Cpeacrea AJisl TEKYIIET0 KOHTPOJIAA yCIIEBAEMOCTH U HpOMe)KyTO‘lHOﬁ
arrecraumu

OneHovHbIE CpeACTBA MpEeNHA3HAYEHBI JJISI KOHTPOJII M OLEHKH 00pa30BaTENIbHBIX
JOCTHKEHUH 00YyJaroIUXCsl, OCBOMBIINX IPOrpaMMy yueOHOU TUCIUTUINHBI «/IuHegucmuieckuil
AHANU3 U UHMEPNPEMayusi Xy00HceCmeeHH020 MmeKcma.

OrneHOYHBIE CpPE/ICTBA BKIIIOYAET KOHTPOJBHBIE MAaTE€PHUAbl Ul MPOBEJACHUS TeKYLIero
KOHTpOJIs B hopMme

-IPaKTUYECKUX padoT,

- YCTHOTO OTIpOca,

Y MPOMEKYTOYHOI aTTecTanuu B popMe BOIIPOCOB K 3a4eTy U 3k3aMeHy (5 u 6 cemecTpbl
COOTBETCTBEHHO).

CprKTypa OLHCHOYHBIX CPEACTB IJIHA TeKleIeﬁ 4 l'lpOMe)KyTO‘{HOﬁ aTrrecranumu

HanmeHnoBaHue O1IeHOYHOTO CpeICTBA
Ne | Kox v HaMeHOBaHue
o HHIKaTOpA PesynbTatel 00y4yeHus Texymmit TIpomexyTousas
KOHTPOJIb aTrTecrauus
3Haer ocHOBHBIE | YO Ne 1 WToroBslit aHamu3 Tekcra
(oHernueckue, TI0 JITOPUTMY H 00pasIty
JIEKCUUECKUE,
rpaMMaTH4Y€CKUE,
CJIOBOOOPA30BaTEIIbHBIC
SIBJICHUA, IpaBuJia
opdorpadun u
1 IyHKTYall{H,
3aKOHOMEPHOCTH
(YHKIMOHUPOBAHUSI
OIIK-1 Crocoben | M3y4aeMOro
NPHMEHSTH crctemy | MHOCTPAHHOIO s3bIKA M
JIMHTBUCTHYECKHX ero  pyHKUHOHAbHbIC
3HAaHMH 00 OcHOBHpIX | PA3HOBHIHOCTH
(hoHeTHYCCKNX, Ymeer npumerarts | IIpakruueckue Wrorosslii aHanu3 Tekcra
JIEKCHYECKHX, cucTeMy 3amganus 1-3 TI0 AJITOPUTMY U 00pasIy
IrpaMMAaTHICCKHX, JIMHTBUCTHYECKUX
CJ'IOBOO6paSOBaTeJ'IBHbIX 3HAHUM 00 OCHOBHBIX
sBJIeHUAX, opdorpaduu | doHeTHIECKHX,
2 |y mynkryaumm, 0 | JIEKCHYECKHX,
3aKOHOMEPHOCTAX rpaMMaTHYECKHX,
(bYHKIIMOHUPOBAHIS CIIOBOOOPa30BaTEIHHBIX
H3ydaeMoro SIBIICHISIX, Opdorpadun
MHOCTPAaHHOTO  s3bIKa, | 1 TTYHKTYyallln
ero  QyHKIHMOHATBHBIX | Bracer cuctemoii | IlpakTuueckue WTOrOBBIM aHAIH3 TEKCTA
Pa3HOBUIHOCTSIX JIMHTBUCTHYECKHX 3amanus 4-6 TI0 aJITOPUTMY U 00pa3Iry
3HaHUH 00 OCHOBHBIX
SI3BIKOBBIX  SIBJICHUSIX,
opdorpaduun "
ITYHKTYallHH,
3 3aKOHOMEPHOCTAX
(hyHKITMOHHPOBAHUS
H3y9aeMOro
WHOCTPAHHOTO  SA3BIKA,
ero (yHKIIMOHATBHBIX
Pa3HOBHIHOCTSIX




Tumnossle KOHTPOJBHBIC 3aIaHUS] UJIU HHBIC MaTEpHUaJIbI, HeoﬁXOJII/IMbIe AJIA OIEHKHU
3HaHI/II71, yMeHl/Iﬁ, HAaBbIKOB H (I/I.]II/I) OonbITa JC€ATCJIBbHOCTH, XAPAKTCPUIYHOIIUX ITaAllbl
(l)OpMHpOBaHI/IH KOMlIeTeHIII/Iﬁ B nmpouecce 0oCBOCHUA 06pa30BaTeJ‘le0ﬁ MporpaMmmbl

AHaJau3 u HHTEpHpeTanus 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 ofthe 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

Yecerubiii 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 ?

Kpurepuu o1ieHKH yCTHOT0 onpoca

Pa3BepHyTBIli OTBET CTyIEHTa JOJDKEH MPEICTaBISITh COOOW CBSI3HOE, JIOTMYECKH
MOCIIEIOBATEIbHOE COOOIEHHE Ha 3aJaHHYI TEMY, IOKa3blBaTh €ro yMEHHE NPUMEHSThH
OTIpEJICIICHUs, IPaBHJIa B KOHKPETHBIX CITyYasiX.

Kpurtepuu orieHUBaHMS :

1) MOJHOTA ¥ MPABUILHOCTD OTBETA;

2) cTerneHb 0CO3HAHHOCTH, TOHUMAHUS U3Y4EHHOTO;

3) s361K0BOE 0(OPMIIEHHE OTBETA.

OneHka «omauyHo» CTABUTCSA, €CIM CTYACHT IOJIHO M3JaraeT maTepuain (OTBEYaeT Ha
BOIIPOC), JaeT MpPaBHILHOE ONpEACICHUE OCHOBHBIX MOHATHI; OOHApYXHBAcT TOHUMAHHE
MaTepualia, MO)KeT 00OCHOBAaTh CBOM CYXKICHHS, MPUMEHUTHh 3HAHUS Ha TPAKTHKE, MPHUBECTU
HE00XOIMMBIC TIPUMEPHI HE TOJILKO U3 YI4EOHUKA, HO U CAMOCTOSITEIIbHO COCTABIICHHBIC; U3JIaraeT
MaTepHuall TIOCIeI0BATEILHO U IPABUIIBHO C TOYKH 3PEHUS HOPM JIMTEPATYPHOTO SI3bIKA.

OneHka «xopouioy» CTAaBUTCS, €CIU CTYJACHT Jae€T OTBET, YAOBJIECTBOPSIONIMI TeM e
TpeOOBaHUSAM, YTO U JUIS OLEHKU «OTIUYHO», HO AOMyckaeT 1-2 omuOKH, KOTOpbIE caM Ke
UCIpaBIIsET, M 1—2 HeJoYeTa B MOCIEA0BATEIFHOCTH U SI3BIKOBOM 0(OPMIICHUN U3TIaraeMoro.

OueHka «ydosremeopumenvbHo» CTaBUTCS, €CIH CTYIEHT OOHApy)KHBaeT 3HAHHE U
MMOHMMAaHHE OCHOBHBIX MOJIOKEHUN TaHHOW TEMBI, HO W3JlaraeT MaTepual HEeMoJIHO U JIOTYCKaeT
HETOYHOCTH B OTIPEJICIEHUH MOHATHI WK GOPMYTUPOBKE MTPABUIT; HE YMEET JOCTATOYHO TITyOOKO
U JI0Ka3aTeIbHO 0OOCHOBATH CBOW CYXKIIEHUS M MPUBECTU CBOM MPUMEPHI; M3JIaracT MaTepuan
HEMOCIIeJIOBATEIHHO U JOMYCKAeT OMUOKHU B S3IKOBOM O(OPMIIEHUU H3IaraeMoro.

OneHka «HeyoogiemeopumesbHo» CTaBUTCS, €CIU CTYACHT OOHapyXKMBaeT HE3HaHUE
0O0JIBIIIeH YaCTH COOTBETCTBYIOIIETO BOMPOCA, TOMYCKAET OMUOKU B (GOPMYITUPOBKE OMpeaeTIeHU
Y TIPaBWJI, HCKAXKAOIIKE UX CMBICII, OECIIOPSIOYHO U HEYBEPEHHO M3JIaraet



Marcpuall. OLIGHKa «2» OTMEYaeT TaKue HEAOCTAaTKN B HNOATOTOBKE, KOTOPLIC ABJISAIOTCA
CCPBC3HLBIM MPCIIATCTBUEM K YCIICITHOMY OBJIAJICHUTIO MTOCICAYIOIIUM MAaTCPpHUAJIOM.

IpakTHyeckoe 3aganmne Ne 1

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

“You transferred from Oregon?”

“Seattle. Came in last week.”

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

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

“Four years.”

“So you know how small it is.”

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

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

“But it’s small, like you said. Everyone knows everyone in the service. So eventually,
there’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 — 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.

IIpakTuueckoe 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 fromthe 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.

IIpakTHyeckoe 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 Gatsby



IIpakTHueckoe 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"11 leave the advice,” Victory said. “But I’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.

3a4eTHO-3K3aMEHAMOHHbIE  MaTepHaJbl UIA  NPOMEKYTOYHOM  aTrecTaluu
(3x3ameH/3a4er)
5 cemecTp - 3auer
OneHka 3a4TeHO/ He 3aYTEHO BBICTABIISIETCS HA OCHOBE CIIEAYIOIIUX TPeOOBAHUIA:
1) BbIMOJIHEHNE BCEX MTPAKTUUECKHUX 3aJaHUH 3a CEMECTp
2) ydacTHe BO BCEX YCTHBIX OMPOCcax
Kputepuu orieHuBaHus pe3ynbTaToB 00ydeHus (3a4eT)

Kpurepuu oneHnBaHus 110 3a4€Ty YpoBHH
JIOCTHKEHUS
pe3yIbTaTOB

3aureHo | OOydaromuiics NMpaBHIBHO OTBETWJI Ha TEOPETHUYECKHE BOIMPOCHI BCEX YCTHBIX | Bbicokuil
onpocos. [lokasan oTaM4HbIE 3HaHUS B paMKax ydeOHoro marepuana. [IpaBribHO
BBIMOJHWI TpaKTHYecKue 3anaHus. [lokasan OTIMYHBIE YMEHHS W BIIAJICHUE
HaBBIKAMH TIPOBEJCHUS JMHIBIUCTHYECKOTO aHAIN3a B paMKax ydeOHOro
MaTeprana. OTBETHII Ha JOMOIHUTEIBHBIE BOIPOCH.

3aureno | OOywarommiicsi ¢ HEOONBIIMMH HETOYHOCTSIMH OTBETHJI Ha TEOPETHUYECKHE IToBbIIEHHBIH




BOIPOCHI BCEX YCTHBIX OIPOCOB. Ilokazan XOpoHre 3HaHUdg B paMKax yqeGHoro
MaTepuaia. C HeOOJLIIUMU HETOYHOCTSIMHU BBITOIHMIT MPpaKTUYCCKUC 3aJlaHus.
Tloxazan XOpOoImHre YMCHHA U BJIaJICHUC HABbIKAMU TPOBCACHMA JIMHIBUCTUYCCKOT'O
aHaJIn3a B paMKax yqe6Hor0 Marepuaia. OtBerri1 Ha OOJIBIIMHCTBO
JOIMOJHUTCIIBHBIX BOITPOCOB.

3auyTeHo ()6yanHHHﬁCﬂ C CYHICCTBCHHBIMU HCTOYHOCTAMU OTBECTUJII HA TEOPCTUYCCKUC IIOpOFOBHﬁ
BOIIPOCEHI. TTokazan YAOBJICTBOPUTCIIBHBIC 3HAHWUA B paMKax y‘[€6HOF0 MarcpuaJia.
C CYHICCTBCHHBIMU HETOYHOCTSAMMU BBIMOIHNUI MPAKTUYCCKUEC 3alaHUA. Tlokazan
YAOBJICTBOPUTCIIbHBIC YMCHUSA U BJIAJICHUC HABBIKAMHU IIPOBECIACHHUA
JIMHIBUCTUYCCKOT'O aHaJIn3a. HOHyCTI/IH MenbIe 50 % HeTouHOCTEH IIpH1 OTBETC HA
JOMOJHUTCIBHBIC BOIIPOCHI.

He OOyuaronuiicss TIpyU OTBETE HA TCOPETHUCCKUE BOIPOCHI M TPU BBITOTHCHUHU Kommnerennus
3a4TE€HO MPAKTUUYECKUX 3a/IaHUI HE TTOKa3all JOCTATOUHbIN ypOBeHb 3HaHUN 1 yMeHuit. [Ipu | He
OTBETax Ha JIOMOJHUTENbHbIE BONPOCkl ObuTo Oosbire 50% HernpaBUITBHBIX copMHUpOBaHa

OTBCTOB.

6 cemecTp — 9Kk3aMeH. Ha sKk3aMeHe CTYAEHTHI NPEACTaBISIFOT MOATOTOBICHHBIN aHAN3
TEKCTa MO NMPEATIOKEHHOMY aJlTOPUTMY U 00pasily.

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

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

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

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

The novel “The Face of an Angel” has a complex plot, but not because of a number of

events and characters. A reader is intensely following the development of the plot, because the
writer makes him/her change opinions about characters all the time, showing more and more facts.
The protagonist of the novel is a prominent plastic surgeon Hugo Victory. Once an
unusually ugly man came to his office and the doctor thought that he needed surgery. However,
he was mistaken. Gwynplaine (that was the name of the visitor) showed him some manuscript
book of the eighteenth century. Victory wanted that book as desperately as he had ever wanted
anything. The book could rewrite the history of plastic surgery.

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

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

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

This story is abundantly rich in metaphor and symbolism, masterfully written and
constructed. First, we should pay attention to the selection of the hero’s name — Hugo Victory.



One cannot help noticing his resemblance with the name of Victor Hugo (1802 — 1885), novelist,
poet, and dramatist, the most important of French Romantic writers. Victor Hugo developed his
own version of the historical novel, combining concrete, historical details with vivid,
melodramatic, even feverish imagination.

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

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

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

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

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

Beauty may fade (become less clear or noticeable until it finally disappears). It is described
by the author as “ultimate, imaginable, and angelic”. All characteristics of beauty are absolute:
“ultimate — unique, like nobody else’s; imaginable — it is difficult to imagine anybody more
beautiful; angelic — very beautiful”. This choice emphasizes the hero’s striving for perfection and
his belief that everything and everybody in his world may be perfected.

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

Kputepun oueHuBaHusl pe3yJibTAaTOB 00y4YeHUs

OueHka Kputepun olieHUBaHUS 110 9K3aMEHY

Bricokuii ypoBeHb «5» (OTIHYIHO) OLIEHKY «OTIIMYHO» 3aCIYKUBACT CTYACHT, OCBOHBIIIHIA
3HAHUS, YMEHHSA, KOMIICTEHIUH U TEOpeTHYEeCKHUil
MaTepuas 0e3 mpoOesoB; BHITIOIHUBIINN BCE 3aJaHUS,
NpPEeNyCMOTPEHHbIE YYeOHBIM IUIAHOM HA BBICOKOM
KaueCTBEHHOM  YPOBHE; IPAaKTHYECKHE  HABBIKH
Npo(eCCHOHATTLHOTO MPUMEHEHHSI OCBOCHHBIX 3HAHUI
c(OpPMHUPOBAHBL

Cpenuamii ypoBeHb «4» (X0poIIo) OLICHKY «XOPOIIIO» 3aCITY’KUBACT CTYICHT, IPAKTHIECKU
TIOJTHOCTBEO OCBOWBILHI 3HAHUS, yMEHHS, KOMIICTCHIINH
U TEOPETHYECKHH MaTepual, ydeOHbIe

3aJJaHus HE OLICHEHbI MaKCHMaJIbHBIM YUCIIOM 0asuioB,
B OCHOBHOM C(HOPMHUPOBAI NIPAKTUYECKHE HABBIKH.
INoporoBelii ypoBeHb «3» (YIOBIETBOPUTEIBHO) OLICHKY «Y/IOBJICTBOPHTEIILHO» 3aCIY)KHBAET CTYICHT,
YaCTHYHO C MpoOeraMy OCBOMBINMKA 3HAHUWS, yMEHHS,
KOMIIETEHIIN! ¥ TEOPETHYECKHH Marepuas, MHOTHE
yueOHBIe 3amaHus TUOO0 HE BBINIONHWI, MO0 OHH
OLICHEHBI YMCIIOM 0aJUTOB OJIM3KUM K MHUHHUMAJIBHOMY,
HEKOTOpBIE MPAKTUUECKHE HABBIKU HE C(HOPMUPOBAHBI.




MUHHMaTBHBINA YPOBEHB «2» (HEYTOBIECTBOPUTEIBHO) OLICHKY «HEY/IOBJICTBOPHTEIHLHOY» 3aCTYKHBACT
CTyJCHT, HE  OCBOMBIUMA  3HaHHS,  YMCHUS,
KOMIICTCHIIMK U TEOPETHYCCKUI MaTepual, ydeOHbIe
3aJaHis HE BBINONHI, [PAKTHYCCKHE HABBIKH HE
c(OpMHIPOBAHBI.

OrneHo4HbIE CPECTBA TSI MHBAIUIOB U JII] C OTPAHUYEHHBIMU BO3MOYKHOCTSIMU 37I0POBBS
BBIOMPAIOTCS C YUETOM UX UHAWBUIYAIbHBIX MICUX0(DU3NIECKUX 0COOCHHOCTEH.

— IIpY HEOOXOIMMOCTH MHBAJIUIAM U JIULIAM C OTPAaHUYCHHBIMH BO3MOKHOCTSIMU 37I0POBbS
MIPEJOCTABIISIETCS IOTIOTHUTENILHOE BPEMS ISl TIOATOTOBKU OTBETA HA SK3aMEHE;

— IpU MPOBEACHUH TIPOIETYPhl OLIEHUBAHUS PE3YJIbTAaTOB OOYyYEHHs] MHBAJIUIOB U JIUI[ C
OTPaHUYECHHBIMH BO3MOXHOCTSIMH 3/I0POBbsI TPETYCMATPUBACTCS MCIIOJIB30BAaHIE TEXHUIECKUX
CpeACTB, HEOOXOUMBIX UM B CBSI3U C X WHAWBUAYAITLHBIMUA 0COOCHHOCTSIMH,

— TIPU HEOOXOTMMOCTH JUTSI 0OYJaIOMIMXCS ¢ OTPAHUYCHHBIMH BO3MOKHOCTSIMH 37I0POBBST U
WHBAJINJIOB TIPOIIETypa OLIEHUBAHUS PE3YJIHTATOB OOYUYEHUS 110 AUCIUIIITHE MOXKET TIPOBOAUTHCS
B HECKOJIBKO JTAroB.

[Ipouiemypa oreHHBaHUS PE3yAbTATOB OOYYECHUS WHBAIWAOB W JIMIl C OTPAaHHMYCHHBIMU
BO3MOJKHOCTSIMH 37I0pPOBBSl TI0 JUCIUIUIMHE (MOJIYNIO) MpeayCMaTpUBAET MPEJOCTaBICHUE
nHbopManui B (QOopMax, aganTUPOBAHHBIX K OTPAHWYCHUSM HUX 3JIOPOBBS M BOCIPHATHS
uHbopmanmu: J{Js UL ¢ HApYIICHUSIMU 3PEHUS:

— B IIe4yaTHOU (hopMe yBeIUUEHHBIM IIPUPTOM,

— B (hopMe DIIEKTPOHHOTO JOKyMEHTA.

JInst man ¢ HapymeHus MM CITyXa:

— B IIeYaTHOM (opme,

— B (popMe 3MEKTPOHHOTO JOKYMEHTA.

JUis nui ¢ HapyLeHUsMH ONOPHO-ABMraTelbHOIO amnapara: — B Ie4aTHOW ¢opme, — B
(hopme PIIEKTPOHHOTO JOKYMEHTA.

JIaHHBIN NepeyeHb MOXKET ObITh KOHKPETU3UPOBAH B 3aBUCUMOCTH OT KOHTMHI€HTA
00yJaroImxcsl.

5. [lepevyenn yueOHOI JuTepaTypbl, HHPOPMAIHOHHBIX PECYPCOB M TE€XHOJIOT Hii
5.1. YueOHasi tuTeparypa

1. Apnoasa, U. B. OcHOBBI HaydHBIX HCCIIEAOBAHUI B JIMHIBUCTHKE : yueOHOE mocobue / 1. B.
ApnHouib. — 2-¢ u3n., crep. — Mocksa : ®JIMHTA, 2018. — 176 ¢. — ISBN 978-5-9765-
2964-9. — Tekct : snexTpoHHbIN // JIaHb : AMeKTpOHHO-O0MOMMoTeyHas cuctema. — URL:
https://e.lanbook.com/book/102543 (nata obpamenus: 18.07.2021). — Pexum goctymna: st
aBTOPU3. MOJIb30BATENCH.

2. Apnounbn, U. B. Cemantuka. Ctunuctuka. UHTEpTEKCTYyalIbHOCTD : COOPHHUK HAyYHBIX TPYIOB
/ 1. B. Apuouba ; Hayunsiii penaktop I1. E. Byxapkun. — Mocksa : ®JIMHTA, 2019.

— 448 c. — ISBN 978-5-9765-2812-3. — TekcT : anekTpoHHbIN // JIaHb : 3JIEKTPOHHO-
oubnuoreuynas cucrema. — URL: https://e.lanbook.com/book/151303 (mara oOpaienus:
18.07.2021). — PesxuM IOCTyTa: AJIsl aBTOPH3. MOJIb30BaTENEH.

3. bonotnoBa, H. C. MeToIuKH CMBICIIOBOTO U JIMHI'BOTPArMaTUYECKOTO aHaN3a MeaTeKCTa
. yaebHoe nocobue / H. C. BonorHoBa. — Mocksa : ®JIMHTA, 2019. — 156 c. — ISBN 978-
5-9765-4089-7. — Tekcrt : aneKTpoHHbIN // JIaHb : 31eKTPOHHO-OMOIMOTEYHAs! CUCTEMA. —
URL: https://e.lanbook.com/book/135315 (mara oOpamenus: 18.07.2021). — Pexum
JOCTYTIa: JUI aBTOPH3. TIOJIb30BaTeNeH.

4. Bemnpesa, U. T. DxcnepTHbIN JMHTBUCTUYECKHI aHATIN3 CIIOPHOTO TEKCTA | yueOHOe rmocolue
/ 1. T. Benpea, H. A. Kynuna. — 3-e u3n., crep. — Mocksa : ®JIMHTA, 2020. — 148 c.
— ISBN 978-5-9765-4348-5. — Tekcr : anekrpoHHsbli // JIaHb : 2IeKTPOHHO-OMOIHOTEYHAS
cuctema. — URL: https://e.lanbook.com/book/151308 (mara obpamenus: 18.07.2021). —
Pexxum noctyna: uis aBTOPHU3. 1OJIb30BaTeNeH.



5.2. Ilepuoanyeckasi TuTepaTypa
He npenycmortpena

5.3. HuTepHeT-pecypchbl, B TOM 4HCJIe COBpeMeHHble NpodeccHOHATbHbIE 0a3bl
AAHHBIX U MH(POPMALMOHHBbIE CIIPABOYHbIE CUCTEMBbI DJIEKTPOHHO-0MOJIMOTEYHbIe CHCTEMBbI
(ABO):

1. OBC «JIAHb» https://e.lanbook.com ITpodeccronanbHbie 0a3bl JAaHHBIX:

2. YuuBepcureTckas napopmarronnas cucrema POCCUS http://uisrussia.msu.ru Pecypcsr
cBoOoHOTO gocTyna: 1. Cinyx0a TeMaTH4eCKuX TOJIKOBBIX ciioBapeit http://www.glossary.ru/;

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

CoOcTBeHHBIE IIEKTPOHHBIE 00pa3oBaTeNbHbIE U HHPOpMaMoHHbIE pecypchl Kyol'Y:

1. Cpena MOy IbHOTO JHHAMHUYECKOTO 00yueHus http:/moodle.kubsu.ru

2. baza y4eOHBIX TUIAaHOB, Y4YEOHO-METOJMUYECKMX KOMILICKCOB, ITyONWKAIMid ¢
koHpepenwmii http://mschool.kubsu.ru/

6. MeToanuyeckne yKa3zaHus 1Jisi 00y4aOIHUXCsl M0 OCBOECHUIO TUCIUIJIHHBI (MOTYJIsT)
MeToauyeckne peKOMeHAAIUH MO MOAT0TOBKE K JIEKIMOHHBIM M PAKTUYECKUM 3aHATHIM

Kypc «JIuHrBHCTHYECKMI aHAIN3 U UHTEPIPETALHS XYyA0KECTBEHHOTO TEKCTa» — MPEXKIE
BCErO, TIOCTYINATEIbHBIN, OCHOBAHHBIH Ha IPEEMCTBEHHOCTH YYeOHOro MaTepuaja W Ha
KJIACCHYECKOM O0Y4YarolieM MPHUHIUIE «OT MPOCTOrO K CIOXHOMY». ['JaBHas 3ajgada Kypca —
OTpaboTaTh TIOJYYCHHBIC TEOPETHUYSCKUE 3HAHHWS CHCTEMHOCTH H3y9aeMbBIX SI3BIKOB B
MPAKTUYIECKOM MPUMEHEHUH — Ha MaTepualie aHTJIOS3BIYHON JuTepaTypbl. [Ipu 3TOM KadecTBO
MOJIyYUeHHOTO 00pa3oBaHusi B OOJIbIIEH CTENEHM 3aBUCUT OT AaKTUBHOM pOJIM Camoro
oOyuaronierocs B yaueOHOM IpoIecce, MOCKOJIbKY Kype HE MPEAnoaraet JeKIMOHHbBIX 3aHATHH.

JlanHass AWCHUIUIMHA TIpearnojaraer OoJbIIo 00BeM CaMOCTOATENbHONH paboThI
oOyuaroniuxcs. B mporecce MmoAroTOBKM CTyNEHThl pabOTalOT C ayTeHTHUYHBIMU TEKCTaMH,
BBITIOJIHAIOT AHAIU3 TEKCTOB DPA3JIMYHOW TEMATHKH M pa3iuuHbIX cTuied. CamocTosiTenbHas
paboTa MOXET BBINOJIHATHCA UHAWBUIYaTbHO WM IPYNIAaMU, B 3aBUCHMOCTH OT LeJH, 00beMa,
KOHKPETHOM TeMaTUKU CaMOCTOATEIbHON paboThl, YPOBHS CI0XKHOCTU. KOHTpOIb pe3ynbTraToB
CaMOCTOSITENILHOM PabOTHI CTYZIEHTOB MOKET OCYILIECTBIISTHCS B IpeiesiaX BpEMEHHU, OTBEACHHOTO
Ha 00s13aTeNIbHbIe yueOHbIe 3aHATUA MO TUCIUILUIMHE, U MOKET MPOXOJIUTh B MUCbMEHHOMN WU
yCTHO# opme.

B ocBoeHMu AMCUMIUIMHBI MHBAIWJAMHU U JIMIIAMUA C OTPAHUYEHHBIMH BO3MOXHOCTSIMU
3I0POBBsI OOJIBIIIOE 3HAYEHWE WMEET WHAMBHUAyaldbHas ydeOHas paboTa (KOHCYJIbTAllUHU) —
JOTIOTHUTENBHOE Pa3bsiCHEHHE y4eOHOTo MaTepuaa.

WunuBuayanbHble KOHCYIbTAlMM 1O TPEAMETY SIBISIFOTCS BaXXHBIM  (PAKTOPOM,
CHOCOOCTBYIOUIUM MHAWBUIYaTH3aUU O0y4EHHUS U YCTAaHOBICHUIO BOCIIUTATEIHHOTO KOHTAKTa
MEXAy IMpernojaBarenieM M OOy4yaloUuUMCsi HMHBAIUIAOM WM JIUIOM C OTpaHUYEHHBIMU
BO3MOHOCTSIMU 3/I0POBBSL.

7. MaTepuaIbHO-TeXHHYeCKOe o0ecrnevyeHne 1Mo JUCHUILIUHE (MOY.TI0)

HaumenoBanue OcCHAaIIIEHHOCTH [lepeueHp THIIEH3UOHHOTO

CIICIUATbHBIX TOMEIICHUI CICLUATIBHBIX TOMEIIICHHUI POTPAMMHOr0 00ECIIeUeH S
VueGHbIE AyTUTOPUA ISt MebGerns: yueOHas meberh Microsoft ~ Office 365
MIPOBECHUS 3aHSTHI JIEKIIMOHHOTO Professional Plus - ITaker
thmna (ayn.312) Texmrieciue CPEACTBA | nporpamMmHOro ObecHeueHHs s
Oby4eHH: NpernoaaBaTeNieii U COTPYIHUKOB ¢
MpoeKTOp HCTIONb30BAHHEM 00JaYHBIX
texuonoruit (Microsoft). Apruxyn
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Y4eOHbIE ayauTOpPHUU IS

Mebenb: yueOHas MmeOeb

IpOBEACHUA 3aHIATHI
TexHuueckue cpencTea

CEMUHAPCKOro Tuia, IrpyrnrioBbIX U

. | oOy4eHus:
WHAUBUAYAJIBHBIX  KOHCYJIbTAllUuH,
TCKYLIETO KOHTPOJIA u TB
NPOMEKYTOYHOH aTTecTaluuu (ay.
234)

Jis  camocTrosiTenbHOM — paboThl  OOydaroIIUMXCs  IPEIyCMOTPEHBI  MOMEIICHUS,

YKOMIIJICKTOBAHHBIC CHeHI/IaJIHSPIpOBaHHOﬁ Me6eJ'IBIO, OCHAIIICHHBIC KOMHLIOTepHOfI TEXHUKOH C
BO3MO’KHOCTBIO TOJKITIOUEHUST K ceTH «MHTepHeT» M obecriedeHneM JO0CTyla B JICKTPOHHYIO
MH(POPMAITMOHHO-00Pa30BaTEILHYIO CPEly YHUBEPCUTETA.

HaumenoBanue
MOMEIIEHUH JIUISI CAMOCTOSTEIILHON
paboThl 00yUarOIIUXCsI

OcCHAaILEHHOCTD
MOMEIIEHUH JIUISI CAMOCTOSITEJILHOU
paboThI 00yUaroIMXCs

[Tepeuenn
JIULIEH3UOHHOTO
MIPOTrPaMMHOTO 00ECIICUCHUS

Tlomemenue I
CaMOCTOATENBHOMN pabotsr
oOyyaromuxcsi (YUTAJIbHBIA  3ai
Hayunoit OubmmnoTexu)

MeGenb: yue6Hast MmeOeb

Kommiekr
CHELMATIU3UPOBAHHOMN
KOMITBIOTEPHBIE CTOJBI

MeOenu:

Ob6opynoBaHue:
KOMITBIOTEPHAs TEXHHKa c
MOZIKITFOUCHUEM
HH(POPMAITOHHO-
KOMM YHUKALIHUOHHOM
«nTepaer» u
3JIEKTPOHHYIO

ceru
JIOCTYIIOM B
WH(POPMAIIMOHHO-
00pa3zoBaTENHHYIO cpemy
00pa3oBaTeIbHOM OpraHu3aIliy,
BeO-KaMepbl, KOMMYHHKAI[HOHHOE
obopynoBaHue, oOecIeunBaromiee
JIOCTYII K cetn HUHTEPHET
(mpoBomHOE COEIMHEHNE "u
0ecrnpoBOHOE  COCAMHEHHE  TI0
texHomoruu Wi-Fi)

TTomemmenue
CaMOCTOSTENHHOMI
obyuatomuxcs (ayxa. 323)

TUIS
paboThI

Mebenb: yueOHas mebenb

Komrmiekr
CHELMATU3UPOBAHHOMN
KOMITBIOTEPHBIE CTONBI

MeOemu:




O6opynoBaHwe:

KOMITBIOTEpHAs! TEXHHKA c
TIOAKITIOYCHAEM

MH(OPMaIOHHO-
KOMMYHHKAaITHOHHOH ceTu

«uTepHeT» W JOCTYIIOM B
JNIEKTPOHHYIO  HH(OPMAIMOHHO-
00pa3oBaTeNbHYHO cpeny
00pa3oBaTesbHON  OpraHU3aluy,
BeO-KaMepbl, KOMMYHHKAIHOHHOE
obopynoBaHue, 0OOecCIeUYHUBaIOIICe
JOCTym K  CeTH  HHTEpHET
(mpoBoHOE COeIMHEHUE u
OecrpoBOTHOE ~ COSAMHEHHE  I10
texHonorun Wi-Fi)
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