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OO0opoTHas cTopoHa TUTYJIBHOrO Jucta PITJI

I. PaGouast mporpaMMa mepecMOTpPeHa HA 3acelaHUH Kageopvl JUHZGUCHUKU U MEHCKYIbHYPHOU
KOMMYHUKauuu:

[IpoTokoi oT « » 20 1. Ne

3aBenyrommii kagedpoii

(moamucp) (1.0. damumms)

II. PaGouas mnporpaMma mnepecMOTpPeHa HAa 3aceJaHUU Kageopvl NUHZGUCHUKU U MEHCKYIbMYPHOI
KOMMYHUKauyuu:

[IpoTokoi oT « » 20 1. Ne

3aBenyromuii kageopoii

(moamuce) (1.0. ®amumms)

III. PaGouyass mnporpaMma mnepecMOTpPeHa Ha 3acelaHUU Kageopvl JUH2UCIMUKU U MeNHCKYIAbMYPHOU
KOMMYHUKAUUU.

IIpoTokoun oT « » 20 1. Ne

3aBenyromuii kageopoii

(moamuce) (1.0. ®amumnms)

IV. PaGoyas mnporpaMma IepecMOTpeHAa Ha 3aceJaHUU Kageopvl JUHZGUCMUKU U MENCKYIbHYPHOU
KOMMYHUKAUUU:

IIpoTokoun oT « » 20 1. Ne

3aBenyrommii kageopoii

(moamuce) (1.0. ®amumms)



OO6mast Tpy10€MKOCTh JUCHUIUIMHBI COCTABIISIET 2 3a4ETHBIX €IUHUILGI / 72
aKkaJeMUYeCKMX daca. JSBasgeTcsa AUCHMINIMHON oOs3arenpbHOM dYactm  OlIl,
u3yuyaercss Ha 4 Kypce U 3aBEpIIACTCS IK3AMEHOM. YUEOHbIM IUIaHOM
MPEAYCMOTPEHO TMPOBEACHUE JICKIIMOHHBIX 3aHATHH B o00bemMe 12 dYacos,
MPaKTHYECKUX 3aHITHH B oObeMe 24 dYaca, a Takke BBIJICJICHBI 4Yachl Ha
CaMOCTOSITEIIbHYIO pabOTy CTy/IeHTa — 36 4acoB.

(1 3aueTHas eIUHMIIA COOTBETCTBYET 36 aKaJeMUUYECKHUM Yacam)

2. Ileaun u 3a7a4Yi OCBOEHHS TUCIIUILIHHDI:

Hean: Llenpio ocBoeHUS AUCHUILIMHBI «CTUIMCTUKA AHTIUMCKOTO S3BIKA M
UHTEpIIpETalusi TEKCTOB» SIBIAETCS PAa3BUTHE YMEHUN CTUIMCTUYECKOU
HHTEpIIPETalluk TEKCTOB Pa3IMYHOM (PYHKIIMOHAJIBHOW HAmNpaBICHHOCTH B
paMKax CTHJIMCTHUKH JEKOJMPOBAHUS IS OOECIEUEeHHUS] BBICOKOTO YpPOBHS
MMOHMMAHMUS YCTHBIX M TIUCBMEHHBIX TEKCTOB HA AaHIVIMICKOM S3BIKE,
MIPEUMYIIIECTBEHHO XYA0KECTBEHHOTO (PYHKIIMOHAIBHOTO CTHIIS.

3apauu:

* 03HAKOMJICHHE c METO0JIOTHYECKIMHU OCHOBaMH CTHJIMCTUKH
JIEKOIUPOBAHMS U (DYHKITMOHATIBLHON CTUIIUCTUKHY;

* (GopMHUpPOBAaHHE HABBIKOB pACIO3HABAHMS PA3JUYHBIX CTHIMCTHYECKUX
MIPUEMOB, 00CCIICUNBAIONITUX PA3TUIHBIC THITHI BBIIBUKCHUS,

* (GopMHUpPOBAaHME YMEHUM CTHUIMCTHYECKOM  HHTEPIIPETAllUM  TEKCTOB
pa3nuyHOW  (YHKIIMOHAJIBHOM  HAMpPaBJICHHOCTH, B TMEPBYK  oOuyepeib
XyI0’KECTBEHHOI'O TEKCTa Ha aHTJIMHUCKOM SI3bIKE.

[Tnanupyemble pe3yabTaThl OOyYECHHsS] IO JaHHOW MUCHHIUIMHE (3HAHWS,
YMEHUS, BIAJICHUS), COOTHECEHHBIE C IJIAHUPYEMBIMU PE3yJIbTaTaAMU OCBOCHHUSI
o0pa3oBaTeNbHON  MPOTpaMMBbl, XapaKTepU3YIOT dTambl  (HOPMHUPOBAHUSA
CJIEIYIONUX KOMIIETeHIINN (mpodeccoHanbHbIle KOMIETEHIIMN (3JIEMEHTHI
KOMIIETEHIIN)):

Oo6menpodeccrnoHanbHbIC KOMIIETCHIIMH BBIITYCKHHUKOB M MHJIUKATOPHI KX

JOCTUKCHUSA:
HaunmenoBanue kaTeropuu Kon n nHaumenoBanue
(Tpynmbr) obmenpodeccuonansHol  |Koa n HanMeHOBaHME MHAUKATOPA TOCTIKEHHS
obmenpodeccuoHaTBEHBIX KOMITETeHIIUN KOMITETEHIINN
KOMIIETEHIIUI (pe3ynbTaT OCBOCHUS)
OITK-2 OIIK -2.2 OcymiecTBuseT nepeBo 1 (Mim)
MHTEPIIPETALNIO TEKCTOB Pa3INYHBIX THIIOB
OIIK -3.2 Ompenenser KaHPOBYIO
OIIK -3 creunuKy JIUTEPaTYPHOTO SBICHUS

OIIK -3.3 KoppeKTHO OCYIIIECTBIISET




HaumenoBaHue kareropuu
(Tpyrmribn)
obmenpodeccroHaTHEHBIX
KOMITETCHIUM

Kon n HaumenoBanue
obmienpodeccnoHaTbHON
KOMIIETEeHIINN
(pe3yybTaT OCBOCHHS)

KO,I[ 1 HAMMCHOBAHUC MHAUKATOPA NOCTUKCHUS
KOMIICTCHIINH

oubrorpaduyeckre pa3biCKaHus U
OITHCAHHMS

OIIK -4.1 OcymiecTBiseT GUITOIOTHIECKUIT
aHaJIN3 TEKCTA Pa3HOU CTENEHU CIOXKHOCTH

OIIK-4 OIIK -4.2 UnTepnpeTrupyeT TEKCTHI pa3HbIX
THUIIOB 1 KaHPOB Ha OCHOBE CYIIECTBYIOLINX

METOJIUK

Kon n nanmeHoBaHME HHAUKATOPA
NOCTHIKEHUA KOMIIETEHIINHU

HanmeHoBaHHe MOKa3aTelisi OLCHUBAHHS
(pe3ynbpTata 0OyueHUs MO AUCIUILIHHE)

OIIK -2.2 Ocy1iecTBisieT IepeBoa U
(W) MHTEPIIPETANINIO TEKCTOB
Pa3ITYHBIX TUIIOB

3HaeT OCHOBHBIE METO/bI CTWIMCTUYECKONW HHTEPIPETAIIUH
TEKCTOB Pa3IUYHON (DYHKIIMOHATHHON HAMPABICHHOCTH

YMeeT aHanu3UpOBaTh TEKCTHI Pa3IHYHBIX (PYHKIIMOHATBHBIX
cTHIEH

BH&ILCCT HaBBbIKaMH CTHJIMCTHUYCCKOI'O aHaJIn3a

OIIK -3.2 Ompenenser xKaHPOBYIO
crenu(puKy JUTEPATYPHOTO SIBICHUS

3HaeT OCHOBBI (PYHKIMOHATBHON CTHIIMCTUKH, KJIACCUPHUKALIIH
(YHKIMOHANBHBIX CTHIIEH, CTHIIe00pa3ytoue QyHKINHA U
XapaKTePUCTUKH OTACIBHBIX (YHKIMOHAIBHBIX CTHIICH

YMeeT BBIACIATh U OIUCHIBATH OTACIBHBIE XapaKTEPUCTHKU
Pa3NUYHBIX QYHKIUOHATBHBIX CTHIICH

Brageer HaBBIKaMH aHaJIN3a TEKCTHI C TOYKH 3PEHUS X
(YHKIMOHANBHOW NPUHAIC)KHOCTH

OIIK -3.3 KoppekTHO OCYIIECTBISAET
oubarorpaduyecKe pa3piCKaHus U
OTIMCaHHUs

3HaeT OCHOBHBIEC CTHIIMCTUYECKUE TPHEMBI OHOTPadHUECKOTO,
JIEKCUYECKOTO ¥ CHHTaKCHYECKOTO YPOBHS

YMeer uieHTUUIMPOBATH OCHOBHBIE CTHIMCTUYCCKUE TPUEMBI
¢doHOrpadIecKoro, JIEKCHYECKOro ¥ CHHTAKCUYECKOT0 YPOBHS
1 ONPEACTSTh UX GYHKLIUH

Brnaneer HaBbIKaMu ClIOCOOHOCTBIO aHAJIU3UPOBATH
CTHJIMCTUYECKHE MTPHUEMBbl POHOrpadhUuECcKOro, JIEKCHIECKOT0 U
CHUHTAKCHYECKOT0 YPOBHS

OIIK -4.1 OcymectBinsier
(buoNorHYeCcKuil aHaIU3 TEKCTAa
pa3HOI CTENEHU CIOKHOCTH

3HaeT OCHOBHbBIE THUIIBI BBIJIBHKCHUA

Vmeer onpeAcysATh CTUINCTUYCCKYHO TOHAJIbHOCTD TCKCTA,
Pa3JIMYHBIC TUIILI BBIIBUXKCHUSA, CTUIIUCTUICCKUC 0COOEHHOCTH
TEKCTA Ha JICKCUYCCKOM U CHHTAKCHUYCCKOM YPOBHE

BnaaeeT HaBbIKaMH CTHJIMCTHUYCCKOI'O aHaJIn3a

OIIK -4.2 UnTepnpeTupyeT TeKCTHI
Pa3HBIX THIIOB M KAaHPOB Ha OCHOBE
CYLIECTBYIOIUX METOJUK

3HaeT OCHOBHEIE AJITOPUTMBI CTUJIIMCTUYCCKOI'0 aHaIn3a
XYIOOXKECTBEHHOI'O TEKCTa

Vmeer OPUMCHATH OJUH U3 aJITOPUTMOB CTUIMCTUYCCKOT'O
aHaJIn3a Xya10KE€CTBEHHOI'O TEKCTa

Braneer HaBblkamMu aHalM3a XyJ0KECTBEHHbBIA TEKCT C
MO3ULMHU CTUJIMCTUKU JEKOJUPOBAHUS

3. Tpyno€mMKOCTh TUCHUIUIMHBI U BUJOB YUEOHBIX 3aHATUHN MO JUCIUTIINHE




OO6mmast TpyJ0e€MKOCTh JUCHUIUIMHBI COCTABISET 2 3auéTHBIX €IUHMIIBI (72
akajeMudeckux 4dacoB (1 3adyeTHas eIMHUIIA COOTBETCTBYET 36 aKaJeMUUYECKUM

yacam)). Kypc unrtaercs Ha aHTJIMHCKOM SI3bIKE.

Bugamu y4eOHBIX 3aHATHN U pabOTHI 00YUaOIIETrocs MO JUCIUIUIMHE MOTYT

ABJIATHCA.
Ob6o03HaueHHe Buzp!l yueOHbIX 3aHATUH 1 pabOTH 00y4YaroIIerocs
Jlex Jlekuun
JIab JlaGopaTopHbie pabOTHI
IIp IIpakTHueckue 3aHsaTus
OK OHJaifH Kypc
CP CaMocTosTeNIbHAS paboTa 00yJarOIerocs B EPHOJ TECOPSTHYSCKOTO 00YUCHHUS
KOHTDOIE CaMocTosTeNbHas paboTa 00yJaroIerocs U KOHTaKTHas paboTa 00yJaroIerocs ¢
P MpenoJiaBaTeieM B MEPHOJT MPOMEKYTOYHOM aTTECTAIH

CrpyKTypa AUCUUILUINHBIL:

®opma 00ydeHus: — OUHasl.

KonndecTBo yacoB 1o BuaaM y4eOHbBIX
e 3aHATHN U pabOTHI 00yYAIOIIETOCS Dopmb!
No HaunmenoBanue paznena 3 2 HPOMESKYTOHHO
JOUCHUIMIINHBI 5) % = ol w o é i arTectam
= = E| O] © é
Approaches to text interpretation

1 | and theoretical foundations of 7 2 2 1
Stylistics

2 | Phonographic Stylistics 7 2 4 2
The stylistic potential of the JK3aAMCH,

3 | English vocabulary. Lexical 7 5 8 2 KypeoBai
stylistic means (tropes) padora,
Stylistic potential of the syntax of KORTPOIBHAT

4 | the English language. Syntactic 7 2 4 2 pabora
stylistic means

5 Interpretat!on of tgxt. 7 1 6 )

Interpretation of literary text
Hroro: 12 24 9

3. CTPYKTYPA U COJAEP KAHUE TEOPETUUYECKOMN YACTHU

KYPCA

Paszpgea 1. 2 yac. Approaches to text interpretation and theoretical

foundations of Stylistics



Tema 1. 1 gac. The subject and tasks of Stylistics. The main directions of
development of modern Russian and foreign Stylistics. The predominance of
the functional aspect in the development of Stylistics at the present stage.

Place of Stylistics among other philological and linguistic disciplines. Language
stylistics and speech stylistics. Linguistic and literary stylistics. The normative
stylistics and its relation to analytical stylistics. Stylistics of belle-lettres. The
individual style of the writer.

The stylistics of the author and the stylistics of decoding.

Tema 2. 1 uac. The concept of functional styles. Basis for the classification of
functional styles and further differentiation of functional varieties of the
language. Some general patterns of the functioning of language tools in
functional styles.

Language functions. Intellectual and communicative function, voluntary
function, emotive function, contact-fixing function, aesthetic function.

Problems of defining boundaries between styles.

Belles-lettres style. The problem of defining the belles-lettres functional style.
The main aesthetic and cognitive function of the style. Substyles: prose, poetry,
drama.

The problem of defining the conversational style.

Official style and its varieties. Business correspondence style. The style of legal
documents. The intellectually communicative and voluntary functions of the
style. Lexical and syntactic features of the official style.

Scientific style. The heterogeneity of the scientific style. Types of journal
articles: short reviews, scientific and technical articles, scientific and
methodological articles, historical and scientific article, discussion article.
Functional styles of mass communication. Ways and means of influencing the
addressee. Linguistic and stylistic differences and the unity of various types of
mass communication of newspapers, advertising, radio and television.
Publicistic style. Oratorical substyle. Features of expressive means of oratorical
substyle.

Pa3znea 2. 2 yac. Phonographic Stylistics.

Tema 1. 1 gac. Phonetic stylistic means. Basic stylistic means at the phonetic
level, their functions and specificity of use in texts of various functional styles.
Tema 2. 1 uac. Graphic stylistic means. Graphic tools. Methods for creating
graphic imagery and its stylistic use. Interaction of sound and graphics.

Pazgea 3. S yac. The stylistic potential of the English vocabulary. Lexical
stylistic means (tropes).



Tema 1. 1 gac. The stylistic potential of lexical units. The word and its
meaning. Different types of lexical meanings. Denotative and connotative
meanings. Stylistic connotations. Cultural connotations. Interaction of direct
and figurative meanings as a factor of style.

Vocabulary stratification in the stylistic aspect. Stylistic synonyms.

Stylistically unmarked vocabulary. Stylistically marked vocabulary.

Tema 2. 2 gac. Trops. Metaphor, metonymy, simile. Metaphor. The semantic
structure of a metaphor. Morphological and syntactic forms of metaphor.
Cognitive theory of metaphor. Expanded metaphor in a literary text.
Synesthesia as a special kind of metaphor. Personification.

Simile, its difference from metaphor.

Metonymy, its characteristics, varieties of use in different styles. Contextual
metonymy. Synecdoche. The difference between metonymy and metaphor.
Tema 3. 2 gac. Trops. Epithet, its expressive function. Interpretation of the
concept "epithet” in style. Classifications of epithets — structural, semantic,
distributional. Antonomasia. Periphrasis. Hyperbola. Euphemism. Irony.
Zeugma. Litote. Play on words and its varieties.

Pazgea 4. 2 yac. Stylistic potential of the syntax of the English language.
Syntactic stylistic means.

Tema 1. 2 gac. Stylistic syntax resources. Stylistic functions of different types
of sentences. Complete and incomplete structures. Elliptical sentences.
Transposition of syntactic structures. Syntactic parallelism and syntactic
repetitions (anaphora, epiphora), their compositional and expressive functions.
Antithesis. Stylistic functions of word order.

Paznen 5. 1 yac. Interpretation of text. Interpretation of literary text

Tema 1. 1 yac. Principles and types of foregrounding. Approaches to text
interpretation

Stylistic context and stylistic device. The concept of stylistic function and
functional style. Functional and stylistic coloring and stylistic function.
Foregrounding principles. Clutch foregrounding. Establishing a connection
between the whole and its parts. Similarity of elements and similarity of
positions. Foregrounding according to the principle of convergence-
accumulation of stylistic devices with a single stylistic function. Foregrounding
on the principle of a strong position, its role in determining the position of the
author. Foregrounding on the type of deceived expectations. The psychological
basis for the effect of deceived expectations. Inductive and deductive
approaches to the stylistic interpretation of the text.



4. CTPYKTYPA U COJEP)KXAHUE INPAKTUYECKOHW YACTH
KYPCA

INPAKTUYECKHUE 3AHSATUSA

IHPAKTHYECKOE 3AHSATHE 1. 2 yac. Functional Styles

Questions for discussion:

Style — different meanings of the term; functional style

Classifications of functional styles (use different textbooks — by Arnold and by
Galperin), similarities and differences of two classifications

Belles-lettres style — function, substyles, characteristics

Scientific style — function, substyles, characteristics

Publicistic style — function, substyles, characteristics

Newspaper style — function, substyles, characteristics

Style of official documents — function, substyles, characteristics

Characteristics of colloquial speech

Recommendations: Students are supposed to study the corresponding chapters
of the textbooks and the lecture material to be able to discuss the questions
above. Then they are given texts of different functional styles. In pairs or small
groups, they are supposed to identify the functional style their texts belong,
substyle, function and the most typical linguistic features.

Practice: These are the texts of different functional styles. In pairs or small
groups identify the functional style your texts belong to, their substyle, function
and the most typical linguistic features.

Samples:

34th Commencement

May 17, 2012

I never really expected to find myself giving advice to people graduating from an establishment of higher
education. | never graduated from any such establishment. I never even started at one. | escaped from school as
soon as | could, when the prospect of four more years of enforced learning before I'd become the writer | wanted to
be was stifling.

I got out into the world, | wrote, and | became a better writer the more | wrote, and | wrote some more, and nobody
ever seemed to mind that | was making it up as | went along, they just read what | wrote and they paid for it, or they
didn't, and often they commissioned me to write something else for them.

Which has left me with a healthy respect and fondness for higher education that those of my friends and family, who
attended Universities, were cured of long ago.

Looking back, I've had a remarkable ride. I'm not sure | can call it a career, because a career implies that | had some
kind of career plan, and | never did. The nearest thing | had was a list | made when | was 15 of everything | wanted
to do: to write an adult novel, a children’s book, a comic, a movie, record an audiobook, write an episode of Doctor

Who... and so on. | didn't have a career. | just did the next thing on the list.



So | thought I'd tell you everything I wish I'd known starting out, and a few things that, looking back on it, | suppose
that | did know. And that | would also give you the best piece of advice I'd ever got, which | completely failed to
follow.

First of all: When you start out on a career in the arts you have no idea what you are doing.

This is great. People who know what they are doing know the rules, and know what is possible and impossible. You
do not. And you should not. The rules on what is possible and impossible in the arts were made by people who had
not tested the bounds of the possible by going beyond them. And you can.

If you don't know it's impossible it's easier to do. And because nobody's done it before, they haven't made up rules to
stop anyone doing that again, yet.

Secondly, If you have an idea of what you want to make, what you were put here to do, then just go and do that.
And that's much harder than it sounds and, sometimes in the end, so much easier than you might imagine. Because
normally, there are things you have to do before you can get to the place you want to be. | wanted to write comics
and novels and stories and films, so | became a journalist, because journalists are allowed to ask questions, and to
simply go and find out how the world works, and besides, to do those things I needed to write and to write well, and
I was being paid to learn how to write economically, crisply, sometimes under adverse conditions, and on time.
Sometimes the way to do what you hope to do will be clear cut, and sometimes it will be almost impossible to
decide whether or not you are doing the correct thing, because you'll have to balance your goals and hopes with
feeding yourself, paying debts, finding work, settling for what you can get.

Something that worked for me was imagining that where | wanted to be — an author, primarily of fiction, making
good books, making good comics and supporting myself through my words — was a mountain. A distant mountain.
My goal.

And | knew that as long as | kept walking towards the mountain | would be all right. And when 1 truly was not sure
what to do, | could stop, and think about whether it was taking me towards or away from the mountain. | said no to
editorial jobs on magazines, proper jobs that would have paid proper money because | knew that, attractive though
they were, for me they would have been walking away from the mountain. And if those job offers had come along
earlier I might have taken them, because they still would have been closer to the mountain than | was at the time.

I learned to write by writing. | tended to do anything as long as it felt like an adventure, and to stop when it felt like
work, which meant that life did not feel like work.

Thirdly, When you start off, you have to deal with the problems of failure. You need to be thickskinned, to learn
that not every project will survive. A freelance life, a life in the arts, is sometimes like putting messages in bottles,
on a desert island, and hoping that someone will find one of your bottles and open it and read it, and put something
in a bottle that will wash its way back to you: appreciation, or a commission, or money, or love. And you have to
accept that you may put out a hundred things for every bottle that winds up coming back.

The problems of failure are problems of discouragement, of hopelessness, of hunger. You want everything to
happen and you want it now, and things go wrong. My first book — a piece of journalism I had done for the money,
and which had already bought me an electric typewriter from the advance — should have been a bestseller. It should
have paid me a lot of money. If the publisher hadn't gone into involuntary liquidation between the first print run
selling out and the second printing, and before any royalties could be paid, it would have done.

And | shrugged, and I still had my electric typewriter and enough money to pay the rent for a couple of months, and
I decided that I would do my best in future not to write books just for the money. If you didn't get the money, then
you didn't have anything. If | did work | was proud of, and | didn't get the money, at least I'd have the work.

Every now and again, | forget that rule, and whenever | do, the universe kicks me hard and reminds me. | don't
know that it's an issue for anybody but me, but it's true that nothing | did where the only reason for doing it was the
money was ever worth it, except as bitter experience. Usually | didn't wind up getting the money, either. The things
I did because | was excited, and wanted to see them exist in reality have never let me down, and I've never regretted
the time 1 spent on any of them.

The problems of failure are hard.

The problems of success can be harder, because nobody warns you about them.

The first problem of any kind of even limited success is the unshakable conviction that you are getting away with
something, and that any moment now they will discover you. It's Imposter Syndrome, something my wife Amanda
christened the Fraud Police.

In my case, | was convinced that there would be a knock on the door, and a man with a clipboard (I don't know why
he carried a clipboard, in my head, but he did) would be there, to tell me it was all over, and they had caught up with
me, and now | would have to go and get a real job, one that didn't consist of making things up and writing them
down, and reading books | wanted to read. And then | would go away quietly and get the kind of job where you
don't have to make things up any more.

The problems of success. They're real, and with luck you'll experience them. The point where you stop saying yes to
everything, because now the bottles you threw in the ocean are all coming back, and have to learn to say no.

I watched my peers, and my friends, and the ones who were older than me and watch how miserable some of them
were: I'd listen to them telling me that they couldn't envisage a world where they did what they had always wanted



to do any more, because now they had to earn a certain amount every month just to keep where they were. They
couldn't go and do the things that mattered, and that they had really wanted to do; and that seemed as a big a tragedy
as any problem of failure.

And after that, the biggest problem of success is that the world conspires to stop you doing the thing that you do,
because you are successful. There was a day when | looked up and realised that | had become someone who
professionally replied to email, and who wrote as a hobby. | started answering fewer emails, and was relieved to
find | was writing much more.

Fourthly, I hope you'll make mistakes. If you're making mistakes, it means you're out there doing something. And
the mistakes in themselves can be useful. | once misspelled Caroline, in a letter, transposing the A and the O, and |
thought, “Coraline looks like a real name...”

And remember that whatever discipline you are in, whether you are a musician or a photographer, a fine artist or a
cartoonist, a writer, a dancer, a designer, whatever you do you have one thing that's unique. You have the ability to
make art.

And for me, and for so many of the people | have known, that's been a lifesaver. The ultimate lifesaver. It gets you
through good times and it gets you through the other ones.

Life is sometimes hard. Things go wrong, in life and in love and in business and in friendship and in health and in
all the other ways that life can go wrong. And when things get tough, this is what you should do.

Make good art.

I'm serious. Husband runs off with a politician? Make good art. Leg crushed and then eaten by mutated boa
constrictor? Make good art. IRS on your trail? Make good art. Cat exploded? Make good art. Somebody on the
Internet thinks what you do is stupid or evil or it's all been done before? Make good art. Probably things will work
out somehow, and eventually time will take the sting away, but that doesn't matter. Do what only you do best. Make
good art.

Make it on the good days too.

And Fifthly, while you are at it, make your art. Do the stuff that only you can do.

The urge, starting out, is to copy. And that's not a bad thing. Most of us only find our own voices after we've
sounded like a lot of other people. But the one thing that you have that nobody else has is YOU. Your voice, your
mind, your story, your vision. So write and draw and build and play and dance and live as only you can.

The moment that you feel that, just possibly, you're walking down the street naked, exposing too much of your heart
and your mind and what exists on the inside, showing too much of yourself. That's the moment you may be starting
to get it right.

The things I've done that worked the best were the things | was the least certain about, the stories where | was sure
they would either work, or more likely be the kinds of embarrassing failures people would gather together and talk
about until the end of time. They always had that in common: looking back at them, people explain why they were
inevitable successes. While | was doing them, | had no idea.

I still don't. And where would be the fun in making something you knew was going to work?

And sometimes the things | did really didn't work. There are stories of mine that have never been reprinted. Some of
them never even left the house. But | learned as much from them as | did from the things that worked.

Sixthly. I will pass on some secret freelancer knowledge. Secret knowledge is always good. And it is useful for
anyone who ever plans to create art for other people, to enter a freelance world of any kind. I learned it in comics,
but it applies to other fields too. And it's this:

People get hired because, somehow, they get hired. In my case | did something which these days would be easy to
check, and would get me into trouble, and when | started out, in those pre-internet days, seemed like a sensible
career strategy: when | was asked by editors who I'd worked for, I lied. I listed a handful of magazines that sounded
likely, and I sounded confident, and I got jobs. | then made it a point of honour to have written something for each
of the magazines I'd listed to get that first job, so that I hadn't actually lied, I'd just been chronologically
challenged... You get work however you get work.

People keep working, in a freelance world, and more and more of today's world is freelance, because their work is
good, and because they are easy to get along with, and because they deliver the work on time. And you don't even
need all three. Two out of three is fine. People will tolerate how unpleasant you are if your work is good and you
deliver it on time. They'll forgive the lateness of the work if it's good, and if they like you. And you don't have to be
as good as the others if you're on time and it's always a pleasure to hear from you.

When | agreed to give this address, | started trying to think what the best advice 1'd been given over the years was.
And it came from Stephen King twenty years ago, at the height of the success of Sandman. | was writing a comic
that people loved and were taking seriously. King had liked Sandman and my novel with Terry Pratchett, Good
Omens, and he saw the madness, the long signing lines, all that, and his advice was this:

“This is really great. You should enjoy it.”

And | didn't. Best advice | got that | ignored.Instead | worried about it. | worried about the next deadline, the next
idea, the next story. There wasn't a moment for the next fourteen or fifteen years that | wasn't writing something in



my head, or wondering about it. And I didn't stop and look around and go, this is really fun. I wish I'd enjoyed it
more. It's been an amazing ride. But there were parts of the ride | missed, because | was too worried about things
going wrong, about what came next, to enjoy the bit I was on.

That was the hardest lesson for me, | think: to let go and enjoy the ride, because the ride takes you to some
remarkable and unexpected places.

And here, on this platform, today, is one of those places. (I am enjoying myself immensely.)

To all today's graduates: | wish you luck. Luck is useful. Often you will discover that the harder you work, and the
more wisely you work, the luckier you get. But there is luck, and it helps.

We're in a transitional world right now, if you're in any kind of artistic field, because the nature of distribution is
changing, the models by which creators got their work out into the world, and got to keep a roof over their heads and
buy sandwiches while they did that, are all changing. I've talked to people at the top of the food chain in publishing,
in bookselling, in all those areas, and nobody knows what the landscape will look like two years from now, let alone
a decade away. The distribution channels that people had built over the last century or so are in flux for print, for
visual artists, for musicians, for creative people of all kinds.

Which is, on the one hand, intimidating, and on the other, immensely liberating. The rules, the assumptions, the
now-we're supposed to's of how you get your work seen, and what you do then, are breaking down. The gatekeepers
are leaving their gates. You can be as creative as you need to be to get your work seen. YouTube and the web (and
whatever comes after YouTube and the web) can give you more people watching than television ever did. The old
rules are crumbling and nobody knows what the new rules are.

So make up your own rules.

Someone asked me recently how to do something she thought was going to be difficult, in this case recording an
audio book, and | suggested she pretend that she was someone who could do it. Not pretend to do it, but pretend she
was someone who could. She put up a notice to this effect on the studio wall, and she said it helped.

So be wise, because the world needs more wisdom, and if you cannot be wise, pretend to be someone who is wise,
and then just behave like they would.

And now go, and make interesting mistakes, make amazing mistakes, make glorious and fantastic mistakes. Break
rules. Leave the world more interesting for your being here. Make good art.

Mick Jagger wrote a 'masterpiece' memoir that has never been published
Rolling Stones manager has denied publisher John Blake permission to put out manuscript that includes tales of the
singer buying a mansion while high on LSD

Friday 17 February 2017 08.47 GMTLast modified on Friday 17 February 2017 09.08 GMT

Mick Jagger wrote a 75,000-word memoir in the early 80s, which remains unpublished, according to the publisher
John Blake. Writing in the Spectator, Blake says that three years ago he was handed “a pristine typescript Mick had
written”, after he had become tired of the number of books written about Jagger and the Rolling Stones.

Blake says the book features stories of Jagger buying his Hampshire mansion, Stargroves, while tripping on acid and
having to punch a horse between the eyes to slow it down when he decided to try “the life of a horse-riding country
squire”. The book, Blake says, “is a little masterpiece”.

The reason the book has never been published, Blake writes, is that “a publisher rejected the manuscript because it
was light on sex and drugs. In the early 1980s shock and awe was a vital part of any successful autobiography”.

Blake tried to secure the rights to publish the manuscript only to be told by Stones’ manager, Joyce Smyth, that
Jagger had no memory of it: “Once he saw it, he asked if he could write a foreword to establish that he wrote this
story long ago and far away. It seemed we were there. But then, as is the way with the Rolling Stones, life took over.
There was a tragic death, a tour, a film, a TV series, the Saatchi exhibition. | kept gently pushing but when,
eventually, | tried to force a decision, the steel gates clanged shut. Mick wanted nothing further to do with this
project. He never wanted to see it published.”

Smyth has since released a statement: “John Blake writes to me from time to time seeking permission to publish this
manuscript. The answer is always the same: He cannot, because it isn’t his and he accepts this. Readers will be able
to form a view as regards the matters to which John Blake refers when Sir Mick’s autobiography appears, should he
choose to write it.”


http://www.spectator.co.uk/2017/02/ive-got-mick-jaggers-lost-memoir/

Jagger’s is one of the most eagerly sought rock autobiographies. His bandmate Keith Richards was paid a $7.3m
(£4.8m) advance by Little, Brown and Co for his autobiography, Life. It became one of the best selling rock
memoirs ever, topping bestseller charts around the world and selling a million copies within a year.

Enzyme Inhibition

Enzymes are proteins that speed up the rate of a reaction by providing an alternate route to overcoming the
activation energy. The graph below shows the path of a reaction both with and without the presence of an
enzyme.

Introduction

The black line indicates the path a reaction would take in the absence of an enzyme while the yellow line
indicates the path a reaction would take with an enzyme.
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The general reaction of an enzyme is E+S=ES=E+PE+S=ES=E+P and the velocity of the reaction is given
by the Michaelis-Menten equation:
v=Vmax[S]km+[S]v=vmax[S]km+[S]

I is the concentration of the inhibitor and KiKi is the dissociation constant of the EIEI complex. A Lineweaver-
Burke plot of 1/V vs. 1/S shows us how the Km and the VmaxVVmax change as inhibitor concentration changes.
The red line corresponds to the reaction with no inhibitor present while the black lines are with various
inhibitor concentration. The black arrow shows an increasing inhibitor concentration. We see from the graph
that a competitive inhibitor changes the apparent value of K. but does not affect the Vmax.

=
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Figure 2: A Lineweaver-Burke plot of 1/V1/V vs. 1/S1/S

Noncompetitive Inhibition
In noncompetitive inhibition, the inhibitor binds to the enzyme at a location other than the active site in such
a way that the inhibitor and substrate can simultaneously be attached to the enzyme. The substrate and the
inhibitor have no effect on the binding of the other and can bind and unbind the enzyme in either order. The
inhibitor and the substrate are not binding to the same site. The general reaction for this is
E+S=ES=E+PE+S=ES=E+P
except at the same time other processes may occur:
E+I=EIE+I=EI

ES+I=EISES+I=EIS
and

El+S=EISEI+S=EIS

.The Michaelis-Menten equation for this becomes:
v=Vmax[S]km(1+[1]ki)+[S](1+[1]ki)v=vmax[S]km(1+[I]ki)+[S](1+[1]ki)

In uncompetitive inhibition, the inhibitor binds to the enzyme only after the substrate has bound. The general
reaction for this is

MPAKTUYECKOE 3AHSTHE 2. 4 yac. Phonetic and Graphic Stylistic
Means

Questions for discussion:

Sound instrumenting

Alliteration

Assonance

Onomatopoeia

a) Direct onomatopoeia


https://www.theguardian.com/books/2010/oct/31/keith-richards-life-rolling-stones

b) Indirect onomatopoeia
Italics

Hyphenation

Capitalization

Multiplication

Graphon, its types and functions

Recommendations: Students are supposed to study the corresponding chapters
of the textbooks and the lecture material to be able to discuss the questions
above. Then they are supposed to analyze different phonographical stylistic
devices in context, to be able to identify them and interpret the stylistic function
they may play in the text. If necessary, students are advised to use English-
English dictionaries to look up words they may not know or understand in the
given context.

Practice:

Analyze the cases of alliteration, assonance and onomatopoeia and comment
on the effect they create. For the cases of onomatopoeia, name the object
which produces the sound:

It all came back to him — the furtive sneak downstairs, the wary passage of the
lawn, the snip-snip-snip of the scissors blending with a strong man’s snores in
the silent night. [Wodehouse]

Comment on the functions of the phono-graphical stylistic means in the
following pictures:

State the type of graphical means used in the examples and comment on their
functions:

Henry..? Henreeeeee! Henry Lightcap!

The teacher stood in the open doorway of the one-room schoolhouse. [E.A., 1]

Define functional style for each example in the exercise and comment on the
function of graphon in each case. For belles-lettres style identify the
information about the speaker that graphon reveals:

“I am disgusted,” Paw said. “Absolutely disgusted. That any son of mine
would go fight in that rich man’s war. Would risk his neck for” — he put on his
fake Harvard accent — “foa this bullluddy” — rolling the r’s — “Buh-ritish...
Empah!” [Abbey]

Analyze the following texts from the point of usage of graphic and phonetic
stylistic means:
Let me say this: bein a idiot is no box of chocolates.



People laugh, lose patience, treat you shabby. Now they says folks sposed to
kind to the afflicted, but let me tell you — it ain’t always that way. Even so, I got
no complains, cause | reckon | done live a pretty interestin life, so to speak.

IMNPAKTUYECKOE 3AHATHE 3. 4 yac. Metaphor and metonymy
Questions for discussion:

Structure of metaphor, metaphor single and sustained

Types of metaphor according to its expectancy/inexpectancy
Personification

Functions of metaphor

Metonymy and synecdoche

Other types of metonymy

Recommendations: Students are supposed to study the corresponding chapters
of the textbooks and the lecture material to be able to discuss the questions
above. Then they are supposed to analyze metaphor and metonymy in context,
to be able to identify them, explain their imagery and interpret the stylistic
function they may play in the text. If necessary, students are advised to use
English-English dictionaries to look up words they may not know or understand
in the given context.

Practice:

Some of the following examples are metaphors, some are metonymies. For
each example, decide what it is, and then identify Target and Source for
metaphors (Target = Source), and what stands for what for metonymies (X
instead of Y):

The world had teeth and it could bite you with them anytime it wanted. [King,
S1]

The old city of Quebec is preparing for a siege. A 10-foot-high-chain-link
fence now encircles more than four kilometers of quaint cobblestone streets and
stone ramparts that have not seen action since redcoats stormed the city in the
18th century.

Metaphors are subject to interpretation. In this example: “According to the
latest microbe biologists my body is really nothing but a megapolis of
unicellular organisms. [Abbey]” target is “body” and source is “megapolis”.
The most evident characteristic of megapolis ascribed to body is that it is
populated by many citizens, “cells” for “body-megapolis” metaphor. Think of



other characteristics of megapolis which can be ascribed to body to develop
this metaphor.

INPAKTUYECKOE 3AHSATHUE 4. 4 yac.

Questions for discussion:

Antonomasia

Epithet. Difference between epithet and logical attribute
Semantic classification of epithets

Classification of epithets according to their structure and position
Irony. Verbal and non-verbal irony

Hyperbole

Oxymoron

Periphrasis. Difference between periphrasis and euphemism
Simile

Difference between simile and metaphor, simile and comparison
Pun

Zeugma

Recommendations: Students are supposed to study the corresponding chapters
of the textbooks and the lecture material to be able to discuss the questions
above. Then they are supposed to analyze different lexical stylistic devices in
context, to be able to identify them and interpret the stylistic function they may
play in the text. If necessary, students are advised to use English-English
dictionaries to look up words they may not know or understand in the given
context.

Practice:

Among the following sentences identify examples of different lexical stylistic
devices and be ready to justify your decision:

She grimly looked on the bright side of things [Maugham]

INPAKTUYECKOE 3AHSATHE 5. 4 yac.

Questions for discussion:

Stylistic potential of a length of the sentence

Stylistic potential of sentence structure

Inversion. Grammatical inversion and stylistic inversion
Detachment

Repetition. Different types of repetition. Parallelism
Asyndeton and polysyndeton



Rhetorical question
Litote

Climax

Antithesis

Recommendations: Students are supposed to study the corresponding chapters
of the textbooks and the lecture material to be able to discuss the questions
above. Then they are supposed to analyze different syntactic stylistic devices in
context, to be able to identify them and interpret the stylistic function they may
play in the text. If necessary, students are advised to use English-English
dictionaries to look up words they may not know or understand in the given
context.

Practice:

In the following sentences identify examples of different syntactic stylistic
devices and be ready to justify your decision:

| wake up and I'm alone and | walk round Warley and I'm alone; and | talk with
people and I'm alone and | look at his face when I'm home and it's dead.
[Braine]

IMPAKTUYECKOE 3AHATHE 6. 6 uac.

Recommendations: Students are supposed to study the corresponding chapters
of the textbooks and the lecture material to be able to perform stylistic analysis
of the texts. Then they are supposed to suggest the key tone of the text and
support their suggestion with the examples of different expressive means and
stylistic devices which contribute to creating the key tone of the text. It is
important to remember that naming expressive means and stylistic devices is
not enough as students are expected to comment on their stylistic function and
explain how it is realized in the context. If necessary, students are advised to
use English-English dictionaries to look up words they may not know or
understand in the given context.

Stylistic analysis of the texts belonging to belles-lettres style. Analyze the
following texts. Define the key tone for each and identify the linguistic means
that contribute to creating the key tone:

Sample:



1. This passage is from Susanna Kaysen’s “Far Afield”, whose main character is Jonathan
Brand He is a graduate student in anthropology, who decides to do his fieldwork in the
remote Faroe Islands in the North Atlantic. But, despite his Harvard training, he can barely
understand, let alone study, the culture he encounters.

The following day brought the predicted rain and, with it, a gray, leaden mood that drizzled
self-doubt on Jonathan’s head. Kicking the stove and snarling at the furniture wouldn’t
help; this was no access of petulance. His conscience — a composite figure with the body
of his father and the voice of doom — had decided to hold an inquisition.

A skilled torturer, his conscience moved deftly between the general and the particular,
between statement and question, obscuring the boundaries of reality and asserting —
often successfully — the black was white.

Who do you think you are? Was the first question, rapidly followed by an assertion
designed to invalidate any answer Jonathan could come up with: You don’t know anything.
Just what do you think you are doing. Do you have any plan? Jonathan didn’t have any
plan. Why didn’t you take notes last night? You didn’t even take your notebook to
Sigurd’s. All that staff Jon Hendrik was saying is gone. That was true, but he’d been half
asleep when he’d gone over there, for God’s sake. But you weren’t asleep when you got
home; you could have taken notes then. True. Well, now. Notes could be made now. He
pulled the notebook out of the drawer in the kitchen table to underscore his good
intentions. You didn’t take any notes on dinner at Petur’s either. And how about that
kinship information from Eyvindur? And what do you think you are doing, anyhow? You
haven’t got a clue.

Are you on some sort of cultural joyride here? He couldn’t be accused of having fun, really
now. You couldn’t be accused of doing any work, either. | know you think you just got
here —but you know, the truth is you’ve been here a month. And you haven’t done diddly-
shit. Pretty soon it’ll be September, and then November — All right, Jonathan interrupted.
But the conscience did not tolerate interruption. Then December, and you’ll be sitting in
your kitchen feeling sorry for yourself or jerking off in the middle of the afternoon — All
right! Jonathan said.

So, the conscience said. So. What have you done that you’re proud of? Split second of
silence for Jonathan’s answer; no answer; conscience rolled on. You are so smug and self-
deluding. You can’t think straight, that’s your problem.

You know what the real problem is? Jonathan was tired but fascinated; his conscience
was always announcing the “real problem”, and Jonathan could not relinquish his hope
that someday he would be enlightened by something the conscience said. The real
problem is, you don’t like these people. You don’t like this place. Now that’s just
completely wrong, Jonathan protested. This is a great place. Ifit’s such a great place, why
aren’t you doing any work? Jonathan knew this was drivel. That’s drivel, he said; that
doesn’t follow at all. [S.K., 106-107]

5. CTPYKTYPA, COAEP) KAHUE, YYUEBHO-METO/IMYECKOE
OBECHEYEHUE CAMOCTOSITEJIbHON PABOTHI OBYYAIOIIIUXCSI
PexoMeHaanuM 1o caMoOCTOATEIbHOM padoTe CTYAEHTOB
CamocrosiTenbHas paboTa MpecienyeT meib 0ojiee TIyOOKOro 03HAKOMIICHHUS CO
CTHUIMCTHYECKHM pPa3HOOOpa3ueM aHTJIMACKOTO S3bIKa M OBJIAJICHUS HaBBIKOM
WHTEpHpeTanuu TeKCcToB. CamMocTosATeNnbHas paboTa OCYIIeCTBIsETCS B (opme



paboThl C TUTEPATYPHBIMU MCTOUYHUKAMHU, JIEKCUKOTpahUUECKUMU UCTOYHUKAMM,
Hutepuer-pecypcamu. CamocTosTenbHas padoTa CTYIEHTOB IO TUCIUILIMHE
MPEIINOIaraeT pPeryjpHy0 MOATOTOBKY K MPAaKTUYECKUM  3aHATHSAM H
BBITIOJTHEHUIO KOHTPOJIBHBIX PadoT.

OcBoeHue MPaKTUYECKOTr0 Marepuajga U caMOCTOATENbHOE MPEeABAPUTENbHOE (10
COOTBETCTBYIOIIETO ayJAUTOPHOTO 3aHSATHS) BBIMIOJHEHUE 3aJJaHUN MPAKTUYECKUX
3aHATHI  SBISIETCS HEOOXOAMMBIM  YCIOBHEM JUIsl  YCIEIIHOTO OCBOCHUS
JUCUMIUIMHBL. [lepen kaxapIM NIPakKTUUECKUM 3aHITUEM CTYJIEHTY PEKOMEHIyETCs
npopadoTaTh JEKIMOHHBIA Marepual M COOTBETCTBYIOUIYID TEOPETUUECKYIO
JUTEpATYypy MO TeMe 3aHATHA. B XoIe CcaMOCTOATENBbHOW TMOJATOTOBKH K
MPAKTUYECKUM 3aHSATUSIM CTYJICHT JOJKEH:

-  YUTaThb AHIJIOSA3BbIYHBIE TEKCTBI M TEKCTbl HAa POAHOM  SI3BIKE IIO
COOTBETCTBYIOLIMM pas3feiaM U TEeMaM C LEJbI0 YSACHEHUS PA3JIMYHBIX TOYEK
3p€HUsT Ha KOHKPETHBIE BOIIPOCHI, KOPPEISALMU TEPMUHOJOTUHM, IIOUCKA
KOHKPETHBIX TPUMEPOB YMOTPEOJCHUS COOTBETCTBYIOIIUX CTHJIMCTUYECKHUX

CPEICTB,

- CaMOCTOATCIBbHO aHAJIU3HUPOBATH ClIydand HUCIIOJIB30BaTh COOTBCTCTBYIOIINX

CTUJIUCTUYECKUX CPEJICTB (110 TEME MPAKTUYECKOTO 3aHSITHS),

- OIIPCACIUTD UX BUJABI B PaMKaX CYHICCTBYIOIIIUX TI/IHOJIOFPlﬁ,

- YKa3aTb OCHOBHBIC (1)}/HKI_[I/II/I, BBITIOJIHACMBIC TaHHBIMU CPCACTBAMU B TCKCTC,

- JOITIOJIHHUTCJIBHO HaWUTU IMPUMCPHBI UCITOJIb30BaHUA JAaHHBIX CPCACTB B TCKCTC.

Ilinan-rpadguk BbINOJHEHHSI CAMOCTOSITEIbHON PadoThl 10 AUCHUILINHE

n/n

Bua camocrosaTe IbHOMH
padoThl

Jarta/cpokn
BBINIOJIHEHHS

IIpumepHbIe
HOPMBI
BpEMEHH HA
BbINOJIHEHHE

DopmMa KOHTPOJIS
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Approaches to text
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1 Henmens

1
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3amaHus 111 CaMOCTOATEILHOM
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2-3 wenens
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8-9 nenens
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stylistic means

3ananua mig camocrosrensHo | 10-12 "Henens 2 VYO-1
paboTHI K pa3zmeny 5.
Interpretation of text.
Interpretation of literary text

3amanus I caMOCTOATENbLHON padoThl K pasgeray 1. Approaches to text
interpretation and theoretical foundations of Stylistics.

[TogrotoBka k  YO-1:  H3ydyeHwe  TeopeTHMUECKOro  Marepuaia U3
PEKOMEH/IOBaHHBIX yUEOHBIX MOCOOMH W yUYEeOHHKOB 1O TEME pa3jelia, a TaKXkKe
JICKIIMOHHBIX MAaTEPHUAJIOB, JUISI MMOCIEAYIOMIEro 00Cy XK IEHUSI.

H@JIB — O3HAKOMUTBCA C IIOHATHEM (I)YHKLII/IOHEU'IBHBIX CcTHIeH AL UX
NOCJIEYIONEN UICHTU(PUKALNNA U OTTMCAHUSI COOTBETCTBYIOIIMX XapaKTEPUCTUK,
3ajaun — 03HAKOMUTHCSI C KK/BIM U3 BBIJICTSEMbIX (PYHKIIMOHAIBHBIX CTHIICH, UX
Kiaccuukanyen, MOJACTUISAMU KaXJIOr0 U3 (PYHKIMOHAIBHBIX CTUJIEH M HX
XapaKTEePHBIMUA OCOOEHHOCTSIMU JJIA MOCJeayIolel paboThl Ha 3aHSITHH.

3agaHusi I CAMOCTOSITEIbHOM padoThl K pa3aeay 2. Phonographic Stylistics
[TonrotoBka k  YO-1: H3ydyeHue  TEOpETHMYECKOrO  MaTepualia U3
PEKOMEHJIOBAaHHBIX Y4EOHBIX MOCOOMII M Y4YEOHUKOB MO TE€ME paslienia, a TakkKe
JICKIIMOHHBIX MaTepUalioB, JUIsl TIOCIEAYIONIETO OOCYXKIEHUsT B Kiacce u
BBITIOJTHCHHIO 33IaHUN TTPAKTHIECKOTO 3aHSATH.

[ToarotoBka k BbeIMosHeHUtO KypcoBoi paboter (Part I) mo Teme pasnmena
BBITIOJIHSETCSI CJICTYIONTUM 00pa3oM: CTYJEHT U3ydaeT TEOPETUUECKUN MaTepuai K
KypcoBOil paboTe © 3aTeM CaMOCTOSITENbHO TMPHUCTYMaeT K  TOUCKY
WUTIOCTPATUBHBIX TPUMEPOB CTHJIUCTHUYECKHX MPHEMOB COOTBETCTBYIOIIETO
YpOBHS. DTO MpeArnoiaracT IMpoCMOTPOBOE YTEHHE TEKCTOB Ha aHTIUHCKOM SI3BIKE
MPEUMYIIIECTBEHHO XY/I0O)KECTBEHHOTO ¢ MYOJIMIIUCTUYECKOTO CTHJICH, Kak
TIEYATHBIX, TaK ¥ 3JICKTPOHHBIX.

[lenp — pa3BUTHE KOMILICKCHOTO YMEHHUS CTHJIUCTHYECKOH WHTEpIpeTaluu
TEKCTOB Ha aHIJIMACKOM S3bIKe Yepe3 (OpMHpOBAHHE W pPa3BUTHE HABBHIKOB
WHTEPIPETAMA CTUIUCTHYCCKUX MpHUEeMOB (oHOTpadUuecKoro ypoOBHS, IS
nocieayoniero BoinoaHeHust Kypcosoit padotsr (Part I).

3ajanus Uis caMmoCTOosSITe/IbHONM padoThl K pa3aeny 3. The stylistic potential of
the English vocabulary. Lexical stylistic means (tropes)

ITonrotoBka k  YO-I1: N3yyeHne  Teopernueckoro - Marepuaia U3
PEKOMEHJIOBAaHHBIX Y4E€OHBIX MOCOOMI M y4eOHUKOB IO TE€ME paszenia, a TakkKe




JCKIIMOHHBIX MAaTEepPHaJIOB, IS MOCIEAYIOIEero OOCYXJCHHUS B Kilacce H
BBITIOJTHEHHIO 33IaHUN TTPAKTHUYECKOTO 3aHATHS.

[TonroroBka k BeimonHeHuo Kypcosoit paboter (Part II) mo Teme paszgena
BBITIOJTHSETCS CIEAYIOIUM 00pa3oM: CTYJEHT U3y4daeT TEOPETUUECKUN MaTepual K
KypcoBOii paboTe ¥ 3aTe€M CaMOCTOSITENIbHO TMPHUCTYMaeT K  TIOHUCKY
WUTIOCTPATUBHBIX TPUMEPOB CTHJIUCTHYECKHX IPHEMOB COOTBETCTBYIOIIETO
YPOBHsI. DTO MpeArnojaraeT IpoCMOTPOBOE YTEHHUE TEKCTOB Ha aHTJIUHUCKOM SI3bIKE
NPEUMYIIECTBEHHO XYyJI0)KECTBEHHOTO W IyOJUIIMCTHYECKOTO CTHJIEH, Kak
MIEYATHBIX, TaK U 3JICKTPOHHBIX.

[lenb — pa3BUTHE KOMIUIEKCHOTO YMEHHUS CTUJIMCTHYECKONH HHTEpPIpeTaluu
TEKCTOB Ha AaHIJIMICKOM s3bIKe uepe3 (OpMHpOBaHHE U pa3BUTHE HABBIKOB
UHTEPIPETAMA  CTHWJIMCTUYECKUX IPUEMOB  JIEKCUYECKOIO  ypOBHS,  JJIs
nocienyroiero BeinoiaHenus Kypcosoit padotsr (Part I1).

3amaHus 1J151 CaMOCTOATENbHOI padoThl K pasaeny 4. Stylistic potential of the
syntax of the English language. Syntactic stylistic means

[TonrotoBka k  YO-1: H3ydyeHue  TEOpETHMYECKOrO  MaTepualia U3
PEKOMEHJIOBaHHBIX Y4E€OHBIX MOCOOMII M y4eOHUKOB MO TEME pa3/iesia, a TaKxKe
JEKIMOHHBIX MATE€pHaJIOB, JJIs MOCIEAYIOIIEro O0OCyXJeHHs B Kiacce H
BBITIOJTHEHUIO 33JJaHUI PAKTUYECKOTO 3aHSTHSI.

[ToarotoBka k BbeimonHEeHHIO KypcoBoit paboter (Part III) mo Teme pasnpena
BBITIOJIHAETCS CIEAYIOIUM 00pa3oM: CTYJEHT U3y4aeT TEOPETUUECKUN MaTepual K
KOHTPOJIbHOM paboTe U 3aTeM CaMOCTOATEIbHO MPUCTYHaeT K IOUCKY
WUTIOCTPATUBHBIX MPUMEPOB CTUIMCTUYECKUX MPUEMOB COOTBETCTBYIOLIETO
YPOBHsI. DTO MpeANnojaraeT NpoCMOTPOBOE UTEHHUE TEKCTOB HAa AHTJIUHCKOM SI3bIKE
MPEUMYIIECTBEHHO XYJ0KECTBEHHOT0 M MyOJMIIMCTUYECKOr0 CTHIICH, Kak
MEYATHBIX, TAK U AJEKTPOHHBIX.

[lenp — pa3BUTHE KOMIUIEKCHOTO YMEHHSI CTUJIMCTUYECKOW WHTEpIpeTauuu
TEKCTOB Ha AaHTJUHCKOM S3bIKe dYepe3 (opMupoBaHME U Pa3BUTHE HABHIKOB
WHTEPHPETALUA CTUIMCTUYECKUX TPUEMOB CHUHTAKCHYECKOTO YPOBHS, IS
nocnenytouiero BeimosHenus Kypcosoit padotst (Part I11).

3ajanus 1J1s1 caMOCTOATEILHOM padoThl K pasaeay S. Interpretation of text.
Interpretation of literary text

[TogroroBka K  HHTEpPNpETANMU  XYJOXKECTBEHHOTO  Tekcra. M3yueHue
TEOPETUUECKOTO0 MaTepuajja JIEKIMU, PEKOMEHJOBAHHBIX YUEOHBIX IMOCOOHHA H
y4eOHUKOB T10 TeMe pazzesia. UTeHUe U CTUIIMCTUYECKUN aHaIu3 TEKCTOB pasjelia
Part IV. Texts for Stylistic Analysis (ITonpmmnaa, FO.A. AHraudckuii si3bIK
npakTukyM 1o ctuiuctuke / FO.A. Tlonsmmua. — BraaguBoctok : M3maTenbcTBO



HansHeBocTouHoro (enepanbHoro yHuBepcutera, 2021, ctp. 23-33) nmua
JanbHeimero o0cyxaeHus B kiacce. Llenb — pa3BuTHe yMEHHsI CTHIIMCTHYECKOU
WHTEPIIPETAllMM TEKCTAa HA AHIVIMMCKOM S3BIKE 4YEpPEe3 OIPEIEIICHHUE KIKYEBOU
TOHAJIBHOCTA TEKCTa W BBISABICHUE JMHIBUCTHYECKUX CPEACTB JOCTHKEHUS
JTAHHOM TOHAJIBHOCTH.

Kpurepun onieHKH BBIIOJIHEHHS CAMOCTOSTEIbHOI padoThI:

» CamocTrosTenbHass paboTa OLIEHUBAETCS Ha «OTJIMYHO», €CJIM OOJbLIasi 4acTb
CaMOCTOATENIBbHON PA0OThl BBINOJHEHA, CTYAEHT JIEMOHCTPUPYET IPEKPACHOE
BJIQJICHHE MaTEpUaJOM TUCIUIUIMHBI, OPUTHHAIBHOCTh M TBOPYECKHUI MOIXOMA K
BBIMIOJTHEHUIO 33JaHMid, OTpabOTKa HEOOXOJUMBIX YMEHUH H (QOpMHUpPOBaHUE
TpeOyeMbIX HABBIKOB MPOBOAMJIUCH B TIOJHOM OOBEME, BBIIIOJIHEHBI BCE
TpeOOBaHUS K NPEICTABICHUIO U OPOPMIICHHUIO PE3yJIbTaTOB CAMOCTOSTEIBHOU
paboTHI.

» CamocTrosiTenbHass paboTa OLCHUBACTCS Ha «XOPOLIO», €CIH 3HAYUTEJbHas
YacTh CAMOCTOSITEBHOU paOOThI BBINIOJHEHA, CTYACHT JEMOHCTPUPYET YBEPEHHOE
3HaHWE MaTepualia JUCHUIUIMHBI, OTpabOTKa HEOOXOAMMBIX yMEHHH U
(dbopmupoBaHre TpeOYEeMbIX HAaBBIKOB NMPOBOJMIIMCH B HEMOJHOM 00BbEME, OJHAKO
CTYIACHT B LIEJIOM HE JIEMOHCTPUPYET OPUTMHAIBHBIM IMOAXOA K BBIIOJHEHUIO
3aJJaHuil, HE BBIIOJHEHO Kakoe-Iu0o TpeOboBaHWE K MPEACTABICHUIO U
0 OPMIICHUIO PE3YIHTATOB CAMOCTOSTEIIHLHONU PAaOOTHI.

* CamocTtosTenbHass paboTa OLEHUBACTCS HAa «YAOBIETBOPUTEIBHO», €CIH
CTYJICHT BBINOJHWI 3HAYUTEIBHYI0 YacTh CaMOCTOATENbHON pabOoThl, OJHAKO
JEMOHCTPUPYET HEYBEPEHHOE 3HAHUE MaTepuaja JAUCIMIUIMHBIL, a OTpaboTKa
HEOOXOIUMBIX YMEHHH U (popmupoBaHue TpeOyeMBbIX HABHIKOB MPOBOIMINCH B
HEJOCTATOYHOM O0ObEME, HE BBINOJHEHbl TPeOOBaHUS K TMPEACTABICHUIO U
o(pOpMIIEHUIO PE3yIbTATOB CAMOCTOATEIBHOW pabOThl, Yy CTYIEHTa BO3HUKAIOT
3HaYUTENIbHbIE ~ TPYJHOCTHM C  WJASHTUQUKaUuMeld W  HHTepIpeTauuei
CTWJIMCTUYECKUX IPUEMOB Pa3HOTO YPOBHSI.

* CamocrosiTenbHass paboOTa OLEHUBAETCS HAa «HEYIOBIECTBOPUTEIBHO», ECIH
CTYJIEHT HE BBIMOJHUI OOJBIIYI0 YaCTh CAMOCTOSITENILHONW pabOThl MO OCBOEHUIO
MaTepuana AUCLHMIUIMHBI, OTpabOTKa HEOOXOJUMBIX YMEHHMA U (opmMupoBaHHe
TpeOyeMbIX HABBIKOB HE MPOBOIUIIHCD.



6. KOHTPOJIb JOCTUXKEHUSI IIEJIEM KYPCA

(tropes)

JIEKCUYECKOT0 ¥ CHHTAKCUYECKOTO YPOBHS U
OTIpeNeIATh UX QYHKINUU

Brnageer HaBbIKaMu CIIOCOOHOCTBEO
AHAJIM3UPOBATH CTHIINCTHYECKNE TIPUEMBI
(hoHOTrpadhmIecKoro, ISKCUIECKOTO U

Ne Kontponupyembie Kox u HaumeHoBaHue Pe3yabTaThl 00yueHus OueHo4yHbIe CpeIcTBa
n/n pa3aesnbl / TeMbl HHAUKATOPA T0CTUKEHUSI TeKymuii NPOMEKYTOYHAS
AUCIHUIIJINHBI KOMIIETCHIIUN KOHTPOJIb aTrrecTanusa
1 Approaches to text OIIK -2.2 OcyecTBisieT 3HaeT OCHOBHBIC METO/IbI CTHINCTUYCCKON YO-1 OK3aMmeH,
interpretation and nepeBo. u (Min) MHTEPIPETAIMHA TEKCTOB Pa3IHIHOM Bompocsl 1-7 (YO-1)
theoretical foundations of | uHTEpIpeTanUiO TEKCTOB (bYHKIIMOHAIBLHOHN HANPaBICHHOCTH
Stylistics Pa3INYHBIX THIIOB VMeeT aHaIu3UpOBaTh TEKCTHI PAa3IHYHBIX
(YHKIIMOHAIBHBIX CTHIICH
BrnaneeT HaBBIKAMU CTHIIMCTUYECKOTO aHAIIN3a
OIIK -3.2 Onpenensier 3HaeT OCHOBBI (PYHKIIMOHAJILHON CTHUIIMCTHKHY, YO-1 OK3aMeH,
YKAaHPOBYIO CIIEITUPUKY KJaccupuKanuy QpyHKINOHATHHBIX CTHIICH, Borpocsl 8-9 (YO-1)
fr— 6 Kypcosas padora
PaTYPHOTO SIBIICHUS cTuieoOpasyromue GyHKIMN U XapaKTePUCTHKA IP-5 (Part |
. . OTICNBHBIX (YHKIMOHAIBHBIX CTHIICH -5 (Part1)
Phonographic Stylistics
2 YMeeT BBIICIATh U ONHUCHIBATH OT/ICIBHBIC
XapaKTePUCTUKH PA3INIHBIX (PYHKIIHOHAIBHBIX
CTUIIEH
Braneer HaBbIKaMy aHAJIN3a TEKCTHI C TOYKH
3peHHs UX PYHKIUOHAILHON MPUHAIIC)KHOCTH
OIIK -3.3 KoppekTHo 3HAEeT OCHOBHBIE CTHIIMCTUICCKUES TTPUEMBI YO-1 DK3aMmeH,
OCYIIECTBISET (oHOrpaguUEcKoro, IEKCHIECKOro U Bonpocet 10-13, 17,
. . oubanorpaduyecKue CHHTAaKCHYECKOTO YPOBHS 18 (YO-1) Kypcosas
The stylistic potential of 60ta ITP-5 (Part Il
. pa3bICKaHWsl U ONMCAHUSA YMeeT uiaeHTUPHUIIUPOBATh OCHOBHBIC paGora ITP-5 (Part 1)
the English vocabulary.
- o CTHJIMCTUYECKHE MTPHUEMBbI POHOrpadUEcKoro,
3 Lexical stylistic means




CHUHTaKCUYECKOI'0 YPOBHA

OIIK -4.1 OcymecTBisieT 3HaeT OCHOBHBIC THITHI BBIBI)KEHUS VO-1 DK3aMEeH, BOIPOCHI
Stylistic potential of the (hHIIONOrMYECKUH aHAIU3 TEKCTA | YMeeT OnpeesisTh CTHIMCTHICCKYEO 14-16 (YO-1)
syntax of the English pasHOi CTENECHH CII0XKHOCTH TOHAIBHOCTB TEKCTA, PA3IMYHBIC THUIIBI KypcoBas pabota
language. Syntactic BBIJIBUKCHUS, CTHITUCTUICCKUE OCOOCHHOCTH ITP-5 (Part 1)
stylistic means TEKCTa Ha JEKCHYECKOM M CHHTaKCHYECKOM
ypOBHE
Brasieet HaBbIKAMH CTUITHCTHYECKOTO aHAIH3a
OIIK -4.2 UnTepnpetupyet 3HAeT OCHOBHBIE AITOPUTMBI CTUIIUCTUUECKOTO VO-1 Crunuctudeckuit

Interpretation of text.
Interpretation of literary
text

TEKCThI Pa3HBIX THIIOB U KaHPOB
Ha OCHOBE CYIIECTBYOIIUX
METO/IUK

aHaJIM3a XyJOKE€CTBCHHOI'O TCKCTa

YMmeer IIPUMECHATH OJIUH U3 AJITOPUTMOB
CTUIIMCTUYCCKOI'O aHaIN3a XyIO0XKECTBECHHOI'O
TCKCTa

Brameer HaBbIKaMU aHATH3a XYI0KECTBEHHBII
TEKCT C IMO3UIUHN CTUIIMCTUKA JEKOTUPOBAHUS

aHaJIN3 TEKCTA,
KonrtponbHas pabota
I1P-2

TunoBble KOHTPOJBHBIE 3aJaHUS, METOJWYECKHE MATEpHUAIIbl, ONPEACIISAIONIME INPOLELypbl OLICHWBAHUA 3HAHUN, YMEHUU H
HAaBBIKOB U (MJIM) ONBITA IEATEIIHOCTH, a TAaK)KE€ KPUTEPUHU U MOKa3aTeau, HEOOXOIMMBbIE JUIsl OLICHKU 3HaHUM, YMEHHI, HAaBBIKOB
U XapaKTepU3yIolIre pe3yabTaThl 00yueHus, mpeacTaBieHsl B [Ipunoxenun



7. CIMCOK YYEBHOM JIUTEPATYPHI U HHOPOPMAIIMOHHO-
METOANYECKOE OBECIIEYHEHHUE JUCIUIIJINHBI
OcHoBHas JuTepaTypa
(onexmponnvie u neuammvie uz0anus)

. I'ypeBuu, B.B. English stilistics. CTuinctrka aHTTUHACKOTO A3bIKa: Y yeOHoe
nocobue / I'ypeuu B.B., - 8-e uzn., crep. - M.:®nunTa, 2017. - 68 c. -
Pexxum moctyna: http://znanium.com/catalog/product/465610

. Kaiina, JL.I'. Ctunuctuka TeKcTa: OT TEOPUN KOMITO3HUIIMH - K

nexkoaupoBannio: Yueonoe nocobue / Kaiina JI.I'., - 4-e u3., crep. -
M.:®nunta, 2017. - 208 c. - Pexxum gocrymna:
http://znanium.com/catalog/product/465641

. Kpoxanega, JI.C., bypnak, T.®., Hucras. C.O. CTUIMCTUKA aHTJIMIACKOTO SI3bIKA =
English Stylistics: Yueonoe nmocooue / Kpoxanesa JI.C., bypnak T.®., Yucras C.D.
- Mu.:PUTIO, 2017. - 122 ¢. - Pexxum goctyna:
http://znanium.com/catalog/product/977873

. Kyxapenxko, B.A. IIpakThKyM MO CTUIIMCTUKE aHIJIMICKOTO S3bIKA. Seminars
in Stylistics / Kyxapenko B.A., - 8- uzn. - M.:®@nunTa, 2016. - 184 c. -
Pesxum noctyna: http://znanium.com/catalog/product/406221

. [Honbmuna, KO.A. AHMHICKUHN S3BIK : MPAKTUKYM 10 cTuiuctuke / FO.A.

[TonpmmHa. — BanaguBocTok : M3aarenbcTBO JJaibHEBOCTOUYHOTO
dbenepanpHoro yausepcuteta, 2021. =35 ¢. — ISBN 978-5-7444-5027-4. —
Pexxum moctyna: https://www.dvfu.ru/science/publishing-
activities/catalogue-of-books-fefu/

JlonosiHUTEIBLHAS JIUTEpaTypa
(newammvle u snexmponHvle U30aHUs)

1. Apuonsa, W. B. Crunmuctuka. COBpEeMEHHBIH aHTIIMACKUN  SI3BIK
[DnexTponnslii pecypc|/ U. B. Apnonba. - 10-e u3zn., crep. - M.: @nunra,
2010. - 384 C. - Pexxum JOCTyIA:
http://znanium.com/catalog/product/495859

2. bonotnoBa, H.C. KommyHuKaTuBHas cTuiaucTuka Tekcra: ClioBapb-
tezaypyc / H.C. bonotHosa. - M.: ®nunra: Hayka, 2009. - 384 c. -
Pexxum nocryma: http://znanium.com/catalog/product/199910

3. bonotnoBa, H. C. ®unonornueckuii aHanmu3 TeEKCTa [DICKTPOHHBIN
pecype] : Yu. nmoco6. / H. C. bonotHoBa. - 4-¢ u3a. - M. : ®nunTa :
Hayxka, 2009. - 520 C. - Pexxum JOCTyIA:
http://znanium.com/catalog/product/405905


http://znanium.com/catalog/product/465610
http://znanium.com/catalog/product/465641
http://znanium.com/catalog/product/977873
http://znanium.com/catalog/product/406221
https://www.dvfu.ru/science/publishing-activities/catalogue-of-books-fefu/
https://www.dvfu.ru/science/publishing-activities/catalogue-of-books-fefu/

4, Taneniepun, M. P. CTunucTuka aHTIMHUCKOTO S3bIKa : YYEOHUK IS
WHCTUTYTOB M (DaKyJIbTETOB WHOCTPAHHBIX S3BIKOB (HA aAHTJIMACKOM
s3pike) / W.P. Tampmepun. - MockBa : Kpacann, 2014. — 332 c.
http://lib.dvfu.ru:8080/lib/item?id=chamo:745187&theme=FEFU

5. Jlammmmmuaa, M.H. CruiucTuka COBPEMEHHOTO aHTJIMHCKOTO sI3bIKa

yueOHoe mocobue s By3oB / M.H. Jlanmmuua. - Caunkrt-IlerepOypr :
N3a-Bo ®dumonorunyeckoro ¢akynsrera CIIOIY MockBa : Akagemus ,
2013. - 271 C.

http://lib.dvfu.ru:8080/lib/item?id=chamo:715973&theme=FEFU

6. Pomanosa, H.H. Ctunuctuka n ctiom [DneKTpoHHBIN pecypc] : yueo.
nocobue; cimoB. / H. H. Pomanora, A. B. ®wmmmnmos. - 2-e u3a., crep. -
M.: ®nunta,  2012. - 416 c. - Pexum  pgocryna:
http://znanium.com/catalog/product/455698

Ilepedyennb pecypcoB nHGOPMANIMOHHO-TEJIEKOMMYHHUKAIIMOHHOM ceTH
«AHTepHeT»

. Glossary of Literary Terms [DnekTpoHHBIM pecypc] - Pexum mocrtyma:
https://literaryterms.net/glossary-of-literary-terms/

. Goodreads [D71eKTPOHHBIM pecypc] - Pexum JoCTyma:
https://www.goodreads.com/

. Literary Devices and Terms [DnexkTpoHHBIN pecypc] - Pexum nocryna:
https://literarydevices.net/

. Oxford Dictionary of Literary Terms App [DnektpoHHsIii pecypc] - Pexum
JOCTYyTa:
https://play.google.com/store/apps/details?id=com.mobisystems.msdict.emb
edded.wireless.oxford.oxfordliteraryterms&hl=en

. Project Gutenberg [OnextpoHHBII pecypc] - Pexum  gocryna:
https://www.gutenberg.org/

. The Concise Oxford Dictionary of Literary Terms [3aexkTpoHHbIi pecypc] -

Pexunm JIOCTYyIIA:
http://armytage.net/pdsdata/%5BChris_Baldick%5D The Concise Oxford
Dictionary _of L(BookFi.org).pdf

. The Routledge Dictionary of Literary Terms [DnekTpoHHBIH pecypc] -
Pexum JOCTyIa:
https://www.uv.es/fores/The Routledge Dictionary of Literary Terms.pdf

Ilepeyenb nHGPOPMALUMOHHBIX TEXHOJIOT UM
U IPOTPaMMHOI0 00ecrevYeHust


https://literaryterms.net/glossary-of-literary-terms/
https://www.goodreads.com/
https://literarydevices.net/
https://play.google.com/store/apps/details?id=com.mobisystems.msdict.embedded.wireless.oxford.oxfordliteraryterms&hl=en
https://play.google.com/store/apps/details?id=com.mobisystems.msdict.embedded.wireless.oxford.oxfordliteraryterms&hl=en
https://www.gutenberg.org/
http://armytage.net/pdsdata/%5BChris_Baldick%5D_The_Concise_Oxford_Dictionary_of_L(BookFi.org).pdf
http://armytage.net/pdsdata/%5BChris_Baldick%5D_The_Concise_Oxford_Dictionary_of_L(BookFi.org).pdf
https://www.uv.es/fores/The_Routledge_Dictionary_of_Literary_Terms.pdf

[Ipu  ocymecTBieHnn 00pa30BaTENILHOTO TpoIlecca CTyJACHTaMH |
po(heccopcKo-IPenoaBaTeIbCKUM ~ COCTAaBOM  HCIIOJIB3YETCS  CIIeAYIoIee
nporpammHoe obecreuenue: Microsoft Office (Excel, PowerPoint, Word u 1. n),
Open Office, mporpaMmmHOe obecrieueHre AIEKTPOHHOTO pecypca caita JIBDOY,
BKtovasi ObC [IBOY.

8. METOJMYECKHUE YKA3AHUSI 10 OCBOEHUIO
JUCHUTLIIMHBI
HpI/I OCBOCHHUU JUCIHUITIINHBI «CTI/IJ'H/ICTI/IKa aHFHHﬁCKOFO A3bIKa n
HHTCPIPCTANA TCKCTOB» PCKOMCHAYCTCA YUUTBIBATH CIICAYIOIICC:

1. Bce 3aganust kypca, Kak B YCTHOH, TaKk W B NMHCHbMEHHOU Qopme,
BBITIOJTHSIFOTCS] HA aHTJIMHACKOM SI3BIKE.
2. JI1st moyyeHust dK3aMeHa 10 JUCIUIUIMHE HEOOXOJIUMO BBIMOJIHUTH

BCe 3aJaHusA, MPEIyCMOTPEHHBIE KypcoM. B CBSI3M C 3TUM pPEKOMEHIYETCS
BBITIOJTHSATD 3a1aHUsl B YCTAHOBJICHHBIE CPOKH, 0€3 3a/IepHKEK.

3. [lepen  BBIMOJHEHHEM  KaXkJAOro  3aJaHUs  PEKOMEHIYETCs
BHUMATEIbHO 03HAKOMUTBHCS C MHCTPYKIIUEH O €0 BHITIOJHEHUIO, TPEOOBaHUSIMU,
NPEABABISIEMbIMA K 33JIaHUI0, KPUTEPUSIMU OLICHKHM M 00pas3liaMu BBIOJTHEHUS
3aJlaHuM.

4, Bce nucbMeHHBbIE 3aaHUs], MPEIyCMOTPEHHBIE KypCOM, CHAIOTCS B
AIIEKTPOHHOM (hopMmare.

5. B pabore ¢ UWCTOYHMKAMU  WJUTIOCTPATUBHOTO  MaTepualia
MPUBETCTBYETCSA TPHUBJIICUCHUE MPOU3BEACHUN COBPEMEHHOM JHUTEpaTyphl Ha
aHTJIMMCKOM SI3bIKE, Ta3eT U JKypHAJOB, WJUIIOCTpalUi (pekiamMa U pa3iudHas
nevyaTHasi MpOyKIIMs, BEIBECKH, OOBSIBICHUS ), BUJICO U ayAMO0-MaTEPUAJIOB.

6. [Ipu aHaauze MIPUMEPOB PEKOMEHYETCS MOJIb30BATHCS
OJTHOSI3BIYHBIMU CJIOBapsiMU. [IepeBoHbIE CTOBapU MPUBJIEKAIOTCA TOJBKO B TOM
cily4yae, €Cclid CTYJEHTY HE€ YyJAaeTcs MOHITh 3HAYEHHUE CJI0BA W3 AHIJIOA3BIYHOTO
HMCTOYHUKA.

7. B koHTponbHBIX  paboTax  pPEKOMEHIYETCS  HUCIOJIb30BaTh
COBPEMEHHbBIC UCTOUHUKUA M OTOMPATh KOHTEKCTHI, TOCTATOYHBIC JJISI TIOHUMAHUS
CTWJIMCTUYECKOTO IIOTEHUHMAaNa TOW WM WHOW eauHuIlpl. B ciydasx, koraa
CTyIEHTY HE YyJaeTcsl HaWTH WJUIIOCTPATUBHBIM MaTepuaa CaMOCTOSITEIBHO,
JIOTTYCKAETCs UCIIOJIb30BAaHUE CIIPABOYHBIX MAaTEPHAIOB M YUeOHUKOB, HO HEe OoJiee
30% ot Bcero oOveMa paboOThl. PaboThl B 0053aT€bHOM TMOPSIKE BKIIOYAIOT
CCBUIKM Ha UCTOYHMKM MaTepuaja B COOTBETCTBUM C HOPMAaTUBHBIMHU
nokymenramu  (URL:  https://www.dvfu.ru/upload/medialibrary/d2e/gost-7-1-



https://www.dvfu.ru/upload/medialibrary/d2e/gost-7-1-2003.pdf

2003.pdf). B cnydae wucCIoib30BaHHUS JJIEKTPOHHBIX HMCTOYHHKOB CCBUIKA Ha

HNCTOYHHUKH JOJIDKHBI OBITH AKTUBHBIMH, NX BKIIIOYCHUC B JOKYMCHT 0053aTCIIBHO.

9. MATEPUAJIBHO-TEXHUYECKOE OBECIIEYEHHUE

JUCHMUILIAHBI

VYyeOHble 3aHATUS 1O JUCIUIUIMHE MOTYT TPOBOJUTHCA B CIEAYIOIIUX
MOMEINICHHIX, OCHAIIIEHHBIX COOTBETCTBYIOIUM 00OPY/I0BAHUEM U MPOTPAMMHBIM
oOecrieyeHneM, pacrloiioKEeHHbIX o ajipecy [Ipumopckuii kpaii, r. BnaamBocToK,

®pyH3eHcKul p-H r., Pycckuit OcTtpos, yi. Asike, i, A. 10:

IlepeyeHp MaTepUaIbHO-TEXHUYECKOTO W IMPOrPAMMHOIO
JTUCITUTIIMHBI IPUBEJICH B TAOJIHIIE.

obecrieueHus

Ne momenieHus o HanmenoBanue IIepedeHb NULIEH3MOHHOTO
mnary BTH :[g;]‘;mg;;;i OCHaIIEHHOCTH CIIENUATbHBIX ri)%i?:g{f:;;()
HOMeH.lH;HI/Iﬁ it TIOMCLICHHI 1 IOMCIICHHI 113 PexBU3UTEI .
. CaMOCTOATENHHON PabOTEI
CaMOCTOSITENILHOU MOJATBEPKAAIOLIETO
paborsr* JIOKYMEHTa
Y4eOHbIE ayTUTOPUH AJIs IPOBECHNUS yUeOHBIX 3aHITHIL:
D208/347, D303,
D313a, D401, D453,
3;18519' g%g B;gil Jlekunonas ayuTopus 000pyA0BANA | 311 Cp NOTIOTHUTCS
' ' ' MapKepHOH 10CKO1,
D762, D765, D766, JIMITEH3WMOHHBIM I10

D771, D917, D918,
D920, D925, D576,
D807

ayAUOINPOUTPhIBATEIEM

D229, D304, D306,
D349, D350, D351,
D352, D353, D403,
D404, D405, D414,
D434, D435, D453,
D503, D504, D517,
D522, D577, D578,
D579, D580, D602,
D603, D657, D658,
D702, D704, D705,
D707, D721, D722,
D723, D735, D736,
D764, D769, D770,
D773, D810, D811,
D906, D914, D921,
D922, D923, D924,
D926

MynbTumeuitHas ay AMTOpHUs:
[poekrop Mitsubishi EW330U, Dxpan
npoekuoHHbIH Screenline Trim White

Ice, npodeccuonanphas XKK-nanens 47",
500 Kn/m2, Full HD M4716CCBA LG,
MOJICUCTEMa BUJ/ICONCTOYHHKOB
nmokymeHT-kamepa CP355AF Avervision;
MOJICUCTEMA BUICOKOMMYTallHH;
MOJICUCTEMa ayIMOKOMMYTAIHH 1
3BYKOYCHIICHUSI; ITOJICUCTEMA
HHTEPAKTHBHOTO YIIPABICHUS

D207/346

MynsTHMeUHHAS ay AUTOPHSL:
Ipoexrop 3-chip DLP, 10 600 ANSI-mM,
WUXGA 1 920x1 200 (16:10) PT-
DZ110XE Panasonic; skpan 316x500
cM, 16:10 ¢ 1. MPUBOIOM; KpETITICHHE
HacteHHo-TioTosouHoe Elpro Large
Electrol Projecta; mpodeccrnonanbaas
KK-manens 47", 500 Kn/m2, Full HD
M4716CCBA LG; moacucrema
BHJICOMCTOYHUKOB JIOKYMEHT-KaMepa
CP355AF Avervision; mojcucremMa

1B coorerctBuy ¢ m1.4.3.1 ®IOC



https://www.dvfu.ru/upload/medialibrary/d2e/gost-7-1-2003.pdf

BUJCOKOMMYTALIUU; IOACUCTEMA
ayJMOKOMMYTALlUU U 3ByKOYCHJICHUS;
MoJCHCTeMa UHTEPAKTUBHOTO
yIpaBJIeHusl),

D226

MynbTumeuiiHas ay AMTOPHS:
Ipoekrtop Mitsubishi EW330U, Dxpan
npoekioHHbIi Screenline Trim White

Ice, mpodeccrnonanpuas KK-manens 47",
500 Kn/m2, Full HD M4716CCBA LG,
MOJICUCTEMa BUACOKOMMY TallHH;
MOZICUCTEMa Ay JHOKOMMYTAIIH 1
3BYKOYCWJICHHS; TIOICHCTEMA
WHTEPAKTHBHOTO yIpaBieHus), D362
(mpodeccuonanphas XKK-manens 47",
500 Kn/m2, Full HD M4716CCBA LG,
MOJICUCTEMa Ay JMOKOMMYTAIMH 1
3ByKoycuieHus; KoMnploTepHblii Kiacc
Ha 15 mocaJo4HBIX MecT

D447, D448, D449,
D450, D451, D452,
D502, D575

MynbTumeuiiHas ay AMTOpHs:
[Ipoextop Mitsubishi EW330U, Dxpan
npoekunoHHbIi ScreenLine Trim White

Ice, moncucTeMa BUICONCTOYHUKOB
nmokymeHT-kamepa CP355AF Avervision;
MOJICUCTEMa BUACOKOMMY TallHH;
MOZICUCTEMa Ay JTHOKOMMYTAIIH 1
3BYKOYCHJICHHS; TIOJICUCTEMA

WHTEPaKTHBHOTO YIIPABJICHHS

D446, D604, D656,
D659, D737, D808,
D809, D812

MynbTumeuiiHas ay AMTOpHs:
[Ipoexrop Mitsubishi EW330U, Dxpan
npoekioHHbIi Screenline Trim White

Ice, npodeccuonansuas KK-nanens 47",
500 Kn/m2, Full HD M4716CCBA LG,
MOZICUCTEMa BU/ICONCTOYHHKOB
nmokymeHT-kamepa CP355AF Avervision;
MOJICUCTEMa BUICOKOMMY TallHH;
MoJICUCTEMa Ay JHOKOMMYTAILIUH U
3BYKOYCWJICHHS; TIOJICCTEMA

MHTEPAKTHBHOTO YIIPABJICHHUS;
KommnsrotepHslii kiace; Pabouee mecto:
Kommeroteps! (TBepaoTeNbHBIN ANUCK -

oobemoM 128 I'b; XKecTkuii quck -
o6bem 1000 I'b; Dopm-dakrop —
Tower); KOMIUIEKTYyeTCSI KIIaBUATypOH,
Meibio. MoruTopoM AOC i12757Fm;
KOMIUIEKTOM IITHYPOB 3JI. TUTAHUS)
Mognens - M93p 1; Jluarad)oHHEIH Kace,
KOMITBIOTEPBI OCHAIIIEHBI IPOTPAMMHBIM
kommutekcoM Sanako study 1200

D501, D601

MynsTHMeAUHHAS ay AUTOPUSL:
Ipoekrop Mitsubishi EW330U, Dxpan
npoekuoHHbIA ScreenLine Trim White

Ice, mpodeccuonanvuas XK-nanens 47",
500 Kn/m2, Full HD M4716CCBA LG,
MOJICHICTEMAa BHCOMCTOYHHUKOB
nokymeHnT-kamepa CP355AF Avervision;
MOJICHICTEMa BHCOKOMMYTAIIHH;
MOJICKCTEMA ayTMOKOMMYTAIHH U
3BYKOYCHWJICHUS; TOJICUCTEMA

WHTEPAKTHBHOTO YIIPABJICHUS;
KommbrotepHslii kitace Ha 26 pabounx

MecT. Pabodee mecto: MoHOOIOK
Lenovo C360G-i34164G500UDK




HOMGHICHI/IH JJIA CaMOCTOSTEIIbHOMI pa6OTI>IZ

A1042 ayguropus s
CaMOCTOSITEIbHOM
paboTHI CTYIEHTOB

Momno61nok Lenovo C360G-
i34164G500UDK — 115 mwrt.;
WHTerpupoBaHHbIi CEHCOPHBIN TUCIUIEH
Polymedia FlipBox; Konup-npunrep-
L[BETHOM cKaHep B e-mail ¢ 4 noTkamu
Xerox WorkCentre 5330 (WC5330C;
ITonHONBETHBIN KONUP-IIPUHTEP-CKAHED
Xerox WorkCentre 7530 (WC7530CPS
O6opynoBaHue JIsi MHBAJUAOB U JIUIL C
OTpaHUIECHHBIMH BO3MOXHOCTSIMH
3mopoBbs: Jucmeit Bpaitnsa Focus-40
Blue — 3 wrr.; ducnneit bpaitns Focus-80
Blue; Pa6ouas cranmus Lenovo
ThinkCentre E73z — 3 mir.; Buneo
yBemuuurtesns ONYX Swing-Arm PC
edition; Mapkep-auktodon Touch
Memo 1udpoBoii; YCTpoicTBO
MOPTAaTUBHOE ISl YTEHUSI
IJI0CKOIEYaTHRIX TekcToB PEarl;
CkaHHpYIOIIAs M YNTAIOLIAsl MallliHa
JUTSL HE3pSTIHUX U CIa0OBHASIINX
nosb3oBareneit SARA; [lpunrep bpaiins
Emprint SpotDot - 2 mur.; [TpunTtep
Bpaiins Everest - D V4; Buneo
yBemmauterb ONYX Swing-Arm PC
edition; Buneo yBenmuurens Topaz 24”
XL crauvoHapHbII 3J€KTPOHHBIH;
OO6yuarormias cucteMa Jjis AeTen
TaKTUIBHO-pedeBast, JIM0O0 1 Jitosieit ¢
OrpaHUYEHHBIMH BO3MOMXKHOCTSIMH
3710pOBbsI; Y BEJIMUUTEIb PyYHOU BUIEO
RUBY noprartuBHbiii — 2 1wT.; DKpaH
Samsung S23C200B; Mapxkep-auktopoH
Touch Memo mudpoBoii.

Microsoft Windows 7 Pro
MAGic 12.0 Pro, Jaws for
Windows 15.0 Pro, Open
book 9.0, Duxbury
BrailleTranslator, Dolphin
Guide (koHTpakT Ne A238-
14/2);
HeuckmouuntenbHble
IpaBa Ha UCIIOJIb30BAHHE
1O Microsoft pabouamnx
CTaHLMH MOJIb30BaTeNIENH
(xoHTpakT JA-261-18 o1
02.08.2018): - nuieH3us
Ha KJIMEHTCKYIO
OIIEPALUOHHYIO CUCTEMY;
- IMIEH3KS Ha TTaKeT
O(UCHBIX TPOIYKTOB ISt
paboTHI ¢ JOKyMEHTaMU
BKII04as ¢opmar.docx ,
Xlsx, .vsd , .ptt.; -
JMLCH3HS T1a TIPaBO
TOKJTFOYEHHS
TIOJTb30BATEIIS K
CEpBEPHBIM
OINCpallMOHHBIM CUCTEMaM
, ucroap3yeMbIM B [[BOY
: Microsoft Windows
Server 2008/2012; -
JIMOCH3U Ha IIpaBO
MOJIKIIFOUEHHS K CepBEpy
Microsoft Exchange
Server Enterprise; -
JMLEH3HS T1a TIPaBO
TIOJKJTIOYEHHS K
BHYTpEHHEH
HHPOPMATMOHHOM
cucreme
JIOKYMEHT0000pOTa U
MOPTaIy C BO3MOXKHOCTBIO
moucka MH(popMaIuu Bo
MHOXECTBC YAAJICHHBIX U
JIOKJIBHBIX XPAaHWIHIIAX,
pecypcax, OubimoTexax
nH(pOpMannH, BKIIOYast
MOpTabHBIC XPAHWININA,
ucnoisibzyemoii B IBOV:
Microsoft SharePoint; -
JIMOCH3WA Ha IIpaBO
IIOAKIIFOYCHUA K CUCTEME
LEHTPATU30BAHHOTO
yHIpaBieHus pabounMu
CTaHUMSMU,
ucnoaszyemoii B IBOV:

Microsoft System Center.

X. ®OHAbI OHEHOYHBIX CPEACTB

(DOHIH)I OICHOYHELIX CPCACTB IIPCACTABJICHLI B HpI/IJ'IO)KeHI/II/I.
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HepequL (l)OpM OLCHUBAHMSA, IPUMEHACMBIX HA PA3JIUYHBIX 3Tanax (l)OpMI/IPOBaHI/IH KOMHeTeHHI/Iﬁ B X0/J1¢ 0CBOCHMUSA
AUCHUIIIMHBI / MOaYyJIsd

Ne Kontponupyembie Kon u HaumeHoBaHue Pe3yabTaThl 00yueHus OueHo4yHbIe CpeIcTBa
n/n pa3aesnbl / TeMbl HHAUKATOPA T0CTUKEHUSI TeKymuii NPOMEKYTOYHAS
JUCIHUIIJINHBI KOMIIETCHIIUHN KOHTPOJIb aTrecTanus
1 Approaches to text OIIK -2.2 OcyecTBisieT 3HaeT OCHOBHBIC METO/IbI CTHINCTUYCCKON YO-1 DK3aMmeH,
interpretation and nepeBo U (Min) HHTEPIPETAIMHA TEKCTOB Pa3IHIHOM Bompocsl 1-7 (YO-1)
theoretical foundations of | uHTEpIpeTanUiO TEKCTOB (bYHKIIMOHAIBLHOHN HANPaBICHHOCTH
Stylistics Pa3IHYHBIX TUIIOB YMeeT aHaTU3UPOBaTh TEKCThI PA3IMIHBIX
(YHKIIMOHAIBHBIX CTHIICH
BrnaneeT HaBBIKAMU CTHIIMCTUYECKOTO aHAIIN3a
OIIK -3.2 Ompenenser 3HaeT OCHOBBI ()YHKIIMOHAJILHOM CTUIIMCTHKH, YO-1 DK3aMeH,
YKAaHPOBYIO CIIEITUPUKY kiaccupuKauy GyHKIUOHABHBIX CTHIICH, sonpocet 8-9 (YO-1)
fr— 6 Kypcosas padora
PaTypHOTO SIBIICHUS cTuiieoOpasyromue GyHKIMN U XapaKTEePUCTHKA IP-5 (Part |
. . OTICNBHBIX (YHKIMOHAIBHBIX CTHIICH 5 (Part1)
Phonographic Stylistics
2 YMeeT BBIICIATh U ONHMCHIBATH OT/ICIBHBIC
XapaKTePUCTUKHU Pa3INIHBIX (YHKIIHOHAIBHBIX
CTUIIEH
Braneer HaBbIKaMy aHAJIN3a TEKCTHI C TOYKH
3peHHs UX PYHKIUOHAILHON MPUHAIIC)KHOCTH
OIIK -3.3 KoppekTHo 3HAET OCHOBHBIE CTHIIMCTUICCKUC TTPUEMBI YO-1 DK3aMmeH,
OCYIIECTBISET (oHOrpaguUEcKoro, IEKCHIECKOro U Bonpocet 10-13, 17,
. . oubanorpaduyecKue CHHTAaKCHYECKOTO YPOBHS 18 (YO-1) Kypcosast
The stylistic potential of 6ota ITP-5 (Part Il
) PasbICKAHUSA ¥ ONUCAHHUS YMeeT HIeHTHGHLIPOBATh OCHOBHBIC paborta ITP-5 (Part I1)
the English vocabulary.
. o CTHJIMCTUYECKHE MTPHUEMBbI POHOTpadUECcKOro,
3 Lexical stylistic means

(tropes)

JIEKCUYECKOT0 ¥ CHHTAKCUYECKOTO YPOBHS U
OTIpeNeINATh X QYHKINUU

Brnageer HaBbIKaMu CIIOCOOHOCTBEO
AHAJIM3UPOBATH CTHIINCTHYECKHE TIPUEMBI
(hoHOTrpadhIecKoro, ISKCUIECKOTO U




CHUHTaKCUYECKOI'0 YPOBHA

OIIK -4.1 OcymecTBisiet 3HaeT OCHOBHBIC THITHI BBIBI)KEHUS VO-1 DK3aMEeH, BOIPOCHI
Stylistic potential of the (hHIIONOrMYECKUH aHAIU3 TEKCTA | YMeeT OnpeesisTh CTHIMCTHICCKYEO 14-16 (YO-1)
syntax of the English pasHOi CTENECHH CII0XKHOCTH TOHAIBHOCTB TEKCTA, PA3IMYHBIC THUIIBI KypcoBas pabota
language. Syntactic BBIJIBUKCHUS, CTHITUCTUICCKUE OCOOCHHOCTH ITP-5 (Part 1)
stylistic means TEKCTa Ha JEKCHYECKOM M CHHTaKCHYECKOM
ypOBHE
Brasieet HaBbIKAMH CTUITHCTHYECKOTO aHAIH3a
OIIK -4.2 UnTepnpetupyet 3HAeT OCHOBHBIE AITOPUTMBI CTUIIUCTUUECKOTO VO-1 Crunuctudeckuit

Interpretation of text.
Interpretation of literary
text

TEKCThI Pa3HBIX THIIOB U KaHPOB
Ha OCHOBE CYIIECTBYOIIUX
METO/IUK

aHaJIM3a XyJOKE€CTBCHHOI'O TCKCTa

YMmeer IIPUMECHATH OJIUH U3 AJITOPUTMOB
CTUIIMCTUYCCKOI'O aHaIN3a XyIO0XKECTBECHHOI'O
TCKCTa

Brameer HaBbIKaMU aHATH3a XYI0KECTBEHHBII
TEKCT C IMO3UIUHN CTUIIMCTUKA JEKOTUPOBAHUS

aHaJIN3 TEKCTA,
KonrtponbHas pabota
I1P-2




OueHo4YHbIEe CPeACTBA VISl TEKYIIEr0 KOHTPOJIS

Texymas arrectanuss mo auciuruiiHe «CTUIMCTHKA AaHIJIMMCKOTO SI3bIKa U
UHTEPIIpEeTalns TEKCTOB» MPOBOAUTCA B (OpME KOHTPOJBHBIX MEpPONpPUATUI
(cobecenoBanme, KOHTPOJbHAs paboTa) 1O  OIEHUBAHWIO  (DAKTUICCKUX
pe3yJIbTaTOB OOYUYECHHSI CTYACHTOB M OCYIIECTBIISIETCS BEIyIIUM IperogaBaTesieM.
CobecenoBanne (YO-1) - cpeacTBO KOHTPOJIS, OPTraHU30BAHHOE KaK CIICIIHATbHAS
Oecena mpenogaBarenss ¢ OOydYarOIIMMCA Ha TEMBbI, CBSI3aHHBIE C H3ydaeMOM
JTUCHUIUIMHOM, M PACCUUTAHHOE Ha BBISICHEHUE 00beMa 3HaHUM 00y4aronIerocs 1o
OTIpEICTICHHOMY pa3felly, TeMe, MpodiieMe U T.11.

CobOecenoBanre U OleHKa oObeMa 3HaHUW Mo jaucuuIiiuHe «CTHIMCTHKA
aHTJIMHACKOTO sI3bIKa U MHTEPIIPETAIUsI TEKCTOBY» MPOUCXOAUT B XOJE BBITOJIHEHUS
CTYJICHTOM MPAaKTHUYECKUX 3aJlaHUi Ha 3aHsITHH. Borpocs! s cobecenoBanus 1o
JUCHMIUIMHE COOTBETCTBYIOT T€MaM/pa3ieliaM COJIEpKaHusl MPAKTUYECKON yacTu
Kypca (CoAepKaHUI0 MPAaKTUYECKUX padoT).

TeMbl AJIsA c06eceu0BaHml
Functional Styles

Questions for discussion:

Style — different meanings of the term; functional style

Classifications of functional styles (use different textbooks — by Arnold and by
Galperin), similarities and differences of two classifications

Belles-lettres style — function, substyles, characteristics

Scientific style — function, substyles, characteristics

Publicistic style — function, substyles, characteristics

Newspaper style — function, substyles, characteristics

Style of official documents — function, substyles, characteristics
Characteristics of colloquial speech

Phonetic and Graphic Stylistic Means
Questions for discussion:
Sound instrumenting
Alliteration

Assonance

Onomatopoeia

a) Direct onomatopoeia

b) Indirect onomatopoeia
Italics

Hyphenation

Capitalization

Multiplication

Graphon, its types and functions



Metaphor and metonymy

Questions for discussion:

Structure of metaphor, metaphor single and sustained

Types of metaphor according to its expectancy/inexpectancy
Personification

Functions of metaphor

Metonymy and synecdoche

Other types of metonymy

Tropes

Questions for discussion:

Antonomasia

Epithet. Difference between epithet and logical attribute
Semantic classification of epithets

Classification of epithets according to their structure and position
Irony. Verbal and non-verbal irony

Hyperbole

Oxymoron

Periphrasis. Difference between periphrasis and euphemism
Simile

Difference between simile and metaphor, simile and comparison
Pun

Zeugma

Syntactic stylistic devices

Questions for discussion:

Stylistic potential of a length of the sentence

Stylistic potential of sentence structure

Inversion. Grammatical inversion and stylistic inversion
Detachment

Repetition. Different types of repetition. Parallelism
Asyndeton and polysyndeton

Rhetorical question

Litote

Climax

Antithesis

Interpretation of texts



Stylistic analysis of the texts belonging to belles-lettres style. Analyze the
following texts. Define the key tone for each and identify the linguistic means
that contribute to creating the key tone

Kpurepuu oueHku codece10BaHMs:

- 100-85 GanyoB BBICTABIIAETCS CTYAEHTY, €CIU CTYJIEHT JEMOHCTPUPYET 3HAHUE
TEOPETUYECKUX OCHOB CTHWJINCTUKU U YMEHME B IOJHOM Mepe NPUMEHATh UX MpHU
IPAKTUYECKOM aHaJIM3€ 3aJaHuil, yKa3biBasg (PyHKLUUU CTUIMCTHUUECKUX CPEACTB U
IPUEMOB, U 3(PPEKT, KOTOPHIE OHU CO3/1AI0T;

- 85-76 6annoB BBICTABISACTCS CTYACHTY, €CIU CTYIEHT JEMOHCTPUPYET 3HAHUE
TEOPETUYECKUX OCHOB CTWJIMCTHKM M YMEHHUE MPUMEHATHh UX NPHU MPAKTUYECKOM
aHalv3e 3aJaHuid, B OOJIBIIMHCTBE CIIy4aeB BEpPHO yKasbiBas (PyHKUIUU
CTHJIMCTHYECKHUX CPEJICTB U MPUEMOB, U 3P(HEKT, KOTOPbIE OHU CO3/IaI0T;

- /5-61 Oanu BICTABISACTCS CTYACHTY, €CIIH CTYACHT HE IEMOHCTPUPYET 3HAHUE
TEOPETHUYECKUX OCHOB CTHJIMCTUKHU M YMEHHUE B MMOJHOW Mepe NPUMEHSTh UX MPU
MPaKTUYECKOM aHAIMU3€ 33JIaHU, HE MOXKET yKa3aTh QyHKINUU OOJIINHCTBA
CTHJIMCTHYECKHUX CPEICTB U MMPUEMOB, U 3P(HEKT, KOTOPbIE OHU CO3/1A0T;

- 60-50 6ayIOB BBICTABISAETCS CTYACHTY, €CIIU CTYACHT UHTEPIPETUPYET OOJIBIIYIO

49aCTb BOIIPOCOB AJIA CO6€CGI[OB3HI/IH HCIIPABUJIBHO.



OneHovHblie cpeacrea nJjas HpOMe)l(yTOqHOﬁ arTrecranmmmu

Koa u HamMeHOBaHHUe
HHIUKATOPA
KOMIIeTeHIIHH

Pe3yabTarhbl 00yuyeHus

IIIkaJya oueHNBAHUA IPOMEKYTOYHOM aTTeCTALMU

HeynosiiersopureibHO

YoBieTBOPUTEIHbHO

Xopouo

OT1an4HoO

OIIK -2.2 OcymectBinsieT
nepeBos 1 (1)
MHTEPIPETAINIO TEKCTOB
Pa3IMYHBIX TUTIOB

3HaeT OCHOBHBIC METOIBI
CTUJINCTUYECKOM
WHTEPIPETAIUN TEKCTOB
pasnugHON (HYHKITMOHATHHOM
HaIlpaBJICHHOCTHU

3uaeT ocHoBHBIE PC, HO
3aTPYAHAECTCS OTBETUTH
Ha BCE JIPYTHE BOIIPOCHI

3HaeT onpeaeicHue
(yHKIMOHATBHOTO
CTHWIIAA, 3HACT
ocHOBHEIE OC, nx
(YHKIWU B TIOJCTHIIH.
3aTpyaHsAETCS HA3BATh
OCHOBHBIE
XapaKTepUCTUKU
otnenpHbeXx ©C w/unmm
NPUBECTH
WILTIOCTPaTHBHBIE
pUMepBI, O0BSICHUTH
POOJIEMBI BBIICICHHUSI

oC

3HaeT onpeneicHue
(yHKIMOHATBHOTO
CTHJISI, 3HAET
ocHOBHBEIE OC, X
(YHKIWU B TIOJCTHIIH.
3HaeT OCHOBHBIE
xapakrepuctuku OC u
MOYET MPUBECTU
KOHKPETHbIE
WILTFOCTPATUBHEIE
MIPUMEDBI.
3arpyaHseTcs
OOBSICHUTH MTPOOIIEMBI
Beienenust OC

3HaeT omnpeneneHue
(YHKIMOHAIBEHOTO
CTHJISI, 3HAET
ocaoBHEIE DC, nx
(GYHKIUY U
MOJCTWIN. 3HAET
OCHOBHBIE
xapakrepuctuku OC
U MOXKET PUBECTH
KOHKpPETHEIE
WITIOCTPaTUBHBIE
MpUMepHI. 3HaET, B
YeM 3aKITI04aeTCs
mpobiiema
BeIgesienns OC

YMeeT aHaIu3upOoBaTh TEKCTHI
PasIn4HBIX (PYHKIHOHATIBHBIX
cTuiei

Mosxet onpenenuts OC
KOHKPETHOTO TEKCTa, HO
3aTpyAHSIETCS] OTBETUTH
Ha BCE JpYrue BOMPOCHI
OTHOCHUTEJILHO JAHHOTO
TEKCTa

MoxxeT onpenennTb
@®C KOHKPETHOTO
TeKCTa M Ha3BaTbh €ro
OCHOBHBIE
CTHIIMCTHYECKHE
XapaKTEePUCTUKH,
OJIHaKO 3aTpyIHACTCS
MIPUBECTH
WJUTIOCTPATHBHBIE
IpUMEpPBI

MoxxeT onpenennuTb
@®C KOHKPETHOTO
TeKCTa M Ha3BaTh €ro
OCHOBHBIE
CTHIIUCTHYECKHE
XapaKTEepPUCTUKH,
MIPUBECTH
WJUTIOCTPATHBHBIE
MIPUMEPBI, OJTHAKO
3aTpyIHAETCS
IIPOKOMMEHTHPOBATh
WX CTWIMCTUYECKYIO

MoxeT onpenennTb
@OC KOHKpPETHOTO
TEKCTa ¥ Ha3BaTh €ro
OCHOBHBIE
CTHJINCTHYECKHE
XapaKTEePUCTUKH,
MIPUBECTU
WJUTIOCTPATHBHBIE
pUMEPHL U
MIPOKOMMEHTHPOBATh
UX CTHIIMCTUYECKYIO
¢byHKUIUIO




(hyHKIIIO

Bnaneet HaBpIKAMU
CTIWINCTUYECKOTO aHaJIN3a

He nemoncrpupyer
YCTOWYMBOTO BIAJCHUS
HaBBIKOM
CTHJINCTHIECKOTO
aHanu3a TeKCTOB
pazIuYHON
(YHKITMOHAIBHON
HaTIPaBIEHHOCTH

HeMoHCcTpUpyeT
0a30BBIl YPOBEHb

BJIQJICHUS HABBIKOM
CTHJINCTUYECKOTO
aHaJIn3a TeKCTOB
pa3IuyHOM
(yHKIMOHATBHOM
HAIpaBIeHHOCTU

HeMoHCTpUpyeT
XOpOIIHNHA YPOBEHb

BJIQJICHUS HABBIKOM
CTHJINCTUYECKOTO
aHaJIn3a TeKCTOB
pa3InyHOM
(yHKIMOHATBHOM
HaIpaBIeHHOCTH

JeMoHCcTpupyeT
IIPOABUHYTHII
YPOBEHB BIIAJCHU
HaBBIKOM
CTUJIIMCTUYECKOIO
aHaJlN3a TEKCTOB
pa3IUYHON
(YHKITMOHATBHOM
HaIpaBIEHHOCTH

OIIK -3.2 Omnpenenser
XKAHPOBYIO CIIEITUPHUKY
JUTEPaTypHOTO SBICHHS

3HaeT OCHOBBI
(GYHKIIMOHAIBHOM CTHIMCTHKH,
KITACCH(UKAITIH
(YHKIIMOHATBHBIX CTHIIEH,
cTriieobpa3yromue GyHKIUA U
XapaKTEePUCTUKU OT/ACITBHBIX
(YHKIIMOHAIBHBIX CTUIICH

3Haet ocHoBHBIE DC, HO
3aTPYAHSACTCS OTBETHTh
Ha BCE JIPYTHE BOIIPOCHI

3HaeT ompeneacHue
(hyHKITMOHATBHOTO
CTHIISA, 3HAET
ocHoBHBIE DC, nx
(hyHKITUH | TTOJICTHIIH.
3aTpyaHsIeTCs Ha3BaTh
OCHOBHBIE
XapaKTePUCTUKH
otnenbHbIX OC n/unu
MIPUBECTH
WUTIOCTPATUBHBIC
MIPUMEPHI, OOBICHUTH
POOJIEMBI BBIICTICHHSI
oC

3HaeT ompeneacHue
(hyHKITMOHATBHOTO
CTHJISL, 3HAET
ocHoBHBIE DC, nx
(yHKUMHU M IOACTUIIH.
3HaeT OCHOBHBIE
xapakrepuctuku OC u
MOJKET IIPUBECTH
KOHKpPETHEIE
WJUTIOCTPATUBHBIE
MIPUMEDHI.
3arpynHseTcs
OOBSICHUTH MTPOOIIEMBI
Beigesennst ©C

3HaeT onpeneneHue
(hYHKITMOHATBHOTO
CTHJISI, 3HACT
ocHoBHBIE DC, nX
GyHKIUH 1
MOACTHIH. 3HAET
OCHOBHBIE
xapakrepuctuku OC
W MOXKET MPUBECTH
KOHKpETHbIE
WJUTIOCTPATHBHBIE
MpUMepHL. 3HAET, B
9YeM 3aKII0YaeTcs
mpobiema
BeIfenenns OC

VMeeT BBIACTATE B OITUCHIBATE
OTJEIbHBIC XapaKTEPUCTHKH
Pa3IMYHBIX PYHKIIMOHAIBHBIX
CTHIICH

Mosxet onpenenuts OC
KOHKPETHOTO TEKCTa, HO
3aTpyIHSAETCS OTBETUTH
Ha BCE IPYTHE BOIIPOCHI
OTHOCUTEJILHO JaHHOTO
TEeKcTa

MosxeT onpenenuThb
@®C KOHKPETHOTO
TEKCTa ¥ Ha3BaTb €ro
OCHOBHbIE
CTUJIMCTUYECKHUE
XapaKTEepPUCTHKH,

MosxeT onpenenuThb
@®C KOHKPETHOTO
TEKCTa M Ha3BaTb €ro
OCHOBHbIE
CTUJIMCTUYECKHUE
XapaKTEepUCTHKH,

MosxeT onpenenuThb
@OC KOHKPETHOTO
TEKCTa U Ha3BaTh €TO
OCHOBHbIE
CTHJINCTUYECKUE
XapaKTEePUCTHUKH,




OJIHAKO 3aTPyNHACTCS | IPUBECTU MPUBECTH
IIPUBECTU HJUTFOCTPATUBHBIE WJUIFOCTPATUBHbIE
HJUTIOCTPATHBHBIE MIPUMEPEL, OTHAKO HIpUMEPHI U
IPUMEPEI 3aTpyIHAETCS MIPOKOMMEHTHPOBATH
IIPOKOMMEHTUPOBATh | UX CTUIIUCTUYECKYIO
WX CTHIMCTHYECKYIO ¢byHKUUIO
(byHKIHIO
Biraneer HaBbIKaMu aHanM3a He nemonctpupyer HeMoHCcTpUpyeT [emMoHcTpUpyeT JeMoHcTpupyet
TEKCTBI C TOYKHU 3pEHUS UX YCTOWYHMBOTO BIACHUS 0a30BbIl YPOBEHb XOpOIIHil ypOBEHB MPOJBUHYTHIN

(YHKITMOHATBHON
NPUHATIKHOCTH

HaBBIKOM
CTHIIMCTUYCCKOI'O
aHaJIn3a TCKCTOB

BJIaACHUS HABBIKOM
CTHIIMCTUYCCKOT' O
aHaJjin3a TCKCTOB

BJIaACHUS HABBIKOM
CTHIIMCTUYCCKOT' O
aHalin3a TCKCTOB

YPOBEHb BlaICHUS
HaBBIKOM
CTHJINCTUYECKOTO

pa3IU4HON pa3IM4HOM pa3IM4HOM aHaliM3a TEKCTOB

(YHKITMOHATBHON (hyHKITMOHATBHOM (hyHKITMOHATBHOM pa3Iu4YHOM

HaIpPaBJIEHHOCTH HaMpPaBICHHOCTH HaMpPaBICHHOCTH (YHKIMOHAIBEHOM

HaIpaBJIeHHOCTH

OIIK -3.3 KoppekTHO 3HaeT OCHOBHBIE 3HaeT HEKOTOPhIE 3HaeT HEKOTOPBIE 3HaeT OOJIBIIMHCTBO 3HaeT Bce
OCYIIECTBIISIET CTHJINCTHUYECKHE TIPUEMBI CTHJINCTUYECKHE TIPUEMBI | CTUIIMCTUYECKHE CTHJIMCTHYECKUX CTHJINCTHYECKHE
oubnmorpapuyeckre ¢doHOTpaduIecKoro, (oHOTpaduIecKoro, TIPUEMBI IIPHUEMOB MIPUEMBI
Pa3bICKAHMS U ONUCAHUSL | JIEKCHYECKOTO U JIEKCUYECKOT0 U ¢donorpaduueckoro, ¢donorpaduueckoro, ¢donorpaduueckoro,

CHHTaKCHUYECKOI'O YPOBHS

CHHTaKCUYECKOTO
YPOBHsI, HO HE MOXET
JIaTh ONPEIEICHUS U
MOSICHATD UX (DYHKITHIO

JIEKCUYIECKOTO U
CHUHTAKCHUYECKOTO
YPOBHS, MOXKET 1aTh
OTIpeICTICHUS U
MOSICHUTD UX (YHKLUIO

JIEKCHUYECKOT0 U
CHHTAKCHYECKOT O
YPOBHS, MOXET JaTh
ONpENEICHUS U
MOSCHUTD UX

JIEKCUYECKOI0 U
CHHTaKCHUYECKOTO
YPOBHS, MOKET J1aTh
onpeneneHus u
MOSICHUTB UX

(byHKIHIO (byHKITHIO
YmeeT uaeHTuUIIPOBaTh Ymeer YnMmeer YnMmeer Ymeer
OCHOBHBIE CTHIJIICTUYECKHUE UACHTHPHULINPOBATD HWACHTU(PHULINPOBATD HWACHTUPHULINPOBATD UACHTHPULIUPOBATH
npuemMbl POHOTpaPrUEcKOro, HEKOTOpHIE HEKOTOpBIE OOJIBIITMHCTBO BCE CTHIIMCTHYECKHE
JIEKCHYECKOTO U CTHJIICTUYECKHE TPUEMBl | CTHIMCTUYECKHUE CTHIIICTUYECKUX MPUEMBI
CHHTaKCHYECKOTO YPOBHSI H (dhoHOTrpaduIecKoro, TIPHEMBI TIPUEMOB ¢doHorpadhuIecKoro,




OTIpEeTATh X (yHKIHH

JICKCHYCCKOI'o U
CHHTaKCH4YCCKOI'O
YpPOBHA, HO HE BCETAa
MOXET OIIPEACIINTD UX

(hoHorpadugecKoro,
JICKCUYECKOTO U
CHHTaKCUYECKOT0
YPOBHS U MOXKET

(hoHorpadugecKoro,
JICKCUYECKOTO U
CHHTaKCUYECKOT0
YPOBHS U MOXKET

JICKCHYCCKOI'0 U
CHHTaKCHYCCKOI'O
YPOBHA U MOXKET
OIIpE€aCIIUTD UX

¢byHKIHIO OTIPEAETUTh UX OTIPEAETIUTh UX (GyHKIUIO B
(YHKUIHMIO B KOHTEKCTE | (PYHKIHIO B KOHTEKCTE | KOHTEKCTE
Bnaneer HaBbIKaMu He nemonctpupyer HeMoHCTpUpyeT HeMoHCTpUpyeT JeMoHcTpupyet
CIOCOOHOCTBIO aHATTU3UPOBATh | YCTOHYMBOTO BIIAJICHUS 0a30BbIl YPOBEHb XOpOIIMH YPOBEHb IIPOJIBUHYTHII

CTHJIUCTUIECKHE TIPHEMbI
(oHOrpahuIecKoro,
JIEKCHYECKOTO U
CHHTAKCHYECKOTO YPOBHS

HaBBIKOM aHAJIM3a
CTHJIIMCTUYCCKUX
PUEMOB
¢oHOTpaduIecKoro,
JIEKCUYECKOro U
CHHTAaKCHYECKOT'0 YPOBHS

BJIQJICHUSI HABBIKOM
aHanM3a
CTHJINCTHYECKHUX
MIPHUEMOB
(dhoHorpaduyeckoro,
JIEKCHYECKOTO U
CHHTaKCHYECKOTO
YPOBHA

BJIQJICHUS] HABBIKOM
aHanM3a
CTHJINCTHYECKHUX
MIPHUEMOB
(dhoHorpagpuyeckoro,
JIEKCHYECKOTO U
CHHTaKCHYECKOTO
YPOBHA

YPOBEHb BIIaJICHHS
HABBIKOM aHAIIN3a
CTHTUCTUIECKHX
PHEMOB
(oHorpaduyIecKoro,
JIEKCHYECKOTO U
CHHTaKCHYIECKOTO
YPOBHA

OIIK -4.1 Ocywmectisier
(UIIONOTMUECKHA aHATIN3
TEKCTa Pa3HOH CTETIeHU
CJIO)KHOCTH

3HaeT OCHOBHBIC THUIIBI
BBIIBMXKCHUS

MoskeT Ha3BaTh
OCHOBHBIE THITBI
BBIIBIDKEHUS, HO HE
BCErJa TOYHO MOKET
MTOSICHUTE TIPUHITAITHI UX
(YHKITMOHUPOBAHUS

MoskeT Ha3BaTh
OCHOBHBEIE THIIBI
BBIIBIDKEHUS U
MTOSICHUTD TTPHHIIUTIBI
uX
(hyHKITMOHUPOBaHUS,
HO 3aTPYIHSICTCS
MIPOILITIOCTPUPOBATH
UX IpUMepaMu

MoskeT Ha3BaTh
OCHOBHBEIE THIIBI
BBIIBIDKEHUS U
MTOSICHUTD TTPHHIIUTIBI
uX
(hyHKITMOHHUPOBaHUS,
MIPOLITIOCTPUPOBATH
X TIpUMEpPaMU

MoxeT Ha3BaTh
OCHOBHBIC THITBI
BBIJIBIJKCHUS, HO HE
BCErIa TOYHO MOXKET
TTOSICHUTE TTPUHITATIBI
X
(YHKITMOHUPOBAHUS

Ywmeer onpenenarb
CTHJIUCTHYECKYIO TOHATBHOCTh
TEKCTA, Pa3THYHbBIC TUITHI
BBIJIBIDKEHUS, CTHIINCTHIECKUE
0COOEHHOCTH TEKCTa Ha
JIEKCHYECKOM 1

Bepno onpenensier
CTHIJIMICTUYECKYTO
TOHAJBHOCTh TEKCTA,
OJTHAKO MOXET JIMIIb
¢parmeHTapHO
NPOAHATIM3UPOBATh

Bepno omnpenensier
CTUJIMCTUYECKYIO
TOHAJIBHOCTDH TEKCTA,
MOXXET JOCTATOYHO
MOJIHO
MIPOaHAIU3HPOBATH

Bepno onpenensier
CTUJIMCTUYECKYIO
TOHAJIBHOCTDH TEKCTA,
MOJKET TIOJTHO
MPOAHAU3UPOBATH
CpencTBa ee

Bepno onpenensier
CTHJIUCTUYECKYTO
TOHAJIBHOCTD TEKCTA,
OJTHAKO MOXET JIMIIb
¢dparmeHTapHO
MPOAHAIM3UPOBATh




CUHTaKCHYECKOM YPOBHE CpEACTBA €€ JOCTHKEHUS | CPEICTBA €€ JOCTHKEHUS CpeAcTBa ee
JIOCTHUKEHHUS JIOCTHXKEHHUS
Bnaneer HaBbikaMu JemoHcTpupyer 06a30BbIi | JleMOHCTpUpPYET HemoHcTpupyet JemoHcTpupyer
CTUJIMCTHYECKOrO aHaIu3a YPOBEHb BJIaJICHUS XOpOIIHH YPOBEHb NPOJABUHYTHII 0a30BbIil YpOBEHB
HaBBIKOM BJIAJICHUS YPOBEHD BIIAICHUS BJIaJICHUS] HABBIKOM
CTUJIMCTHYECKOIO CTUJIMCTHUYECKOTO HaBBIKOM CTUJIMCTHUYECKOIO
aHajau3a aHanu3a CTUJIMCTHUYECKOTO aHanusa
aHanusa

OIIK -4.2
HHTepnpeTupyeT TEKCThI
Pa3HbIX TUIIOB U XaHPOB
Ha OCHOBE
CYILLIECTBYIOIIUX METOUK

3HaeT OCHOBHBIC AJITOPUTMBIL
CTUJIMCTHYCCKOI'O aHaJIn3a
XYO0XKXCCTBEHHOI'O TCKCTa

3HaeT OCHOBHEIC
aJITOPUTMBI
CTUJIIUCTHUYCCKOT' O
a”ajau3a
XYJIO)KECTBEHHOT'O TEKCTAa,
HO HE MOXXET MOSICHUTH

3HAaeT OCHOBHEIE
AJITOPUTMBI
CTUJIIUCTUYECKOT'O
aHalIn3a
XYI{O)KCCTBCHHOFO
TEKCTa, MOXKET

3HAaeT OCHOBHEIE
AJITOPUTMBI
CTUJIIUCTUYECKOT'O
aHalIn3a
XYI{O)KCCTBCHHOFO
TEKCTa, MOXKET

3HaeT OCHOBHBIC
aJITOPUTMBI
CTUIIMCTHUYCCKOI'O
aHam3a
XYI[O)KGCTBCHHOFO
TEKCTa, MOXKET

UX CYTh MOSICHUTD UX CYTh B MOSICHUTD UX CYTh MOSCHUTD UX CYThb U
o0ImuX yeprax MIPOMJITIOCTPUPOBATD
YMeeT NpuMeHsITh OJIUH U3 He mMoxeT npuMeHnTh MoseT IpUMEHUTH YBepeHHO U YBepeHHo,

AJITOPUTMOB CTUJIMCTHYECKOIO | aJITOPUTM aIrOpUTM MIOCIIEIOBATEIIBHO MIOCIIEOBATENBHO U
aHAJIN3a XYJOKECTBEHHOTO CTUIIMCTUYECKOIO CTUJIIMCTUYECKOTO IIPUMEHSET OJIUH U3 IIOJIHO ITPUMEHSIET
TeKcTa aHaJIN3a K KOHKPETHOMY | aHanu3a, HO BBIOpPaHHBIX OJIMH U3 BBIOPAaHHBIX
XYy I0KECTBEHHOMY (parmMeHTapHO aITOpPUTMOB aJIrOpUTMOB
TEKCTY HEIIOCJIE10BATEIbHO CTUJIIMCTUYECKOTO CTUIUCTUYECKOIO
aHanusa aHanusa
Bunaneer HaBbIkaMu aHanu3a HemoncTpupyer 6a30Bb1ii | JleMOHCTpUpYET HeMoHCcTpupyer JeMoHcTpupyet
XyIOKECTBEHHOI'O TEKCTA C YPOBEHb BJIAJICHUS XOpOILINil ypOBEHB MIPOJBUHYTHIN 0a30BBIl YPOBEHb
MO3ULIAN CTUITUCTUKU HaBBIKOM BJIAJICHUS YPOBEHb BJIaJICHUS BJIAZICHUS] HABBIKOM
JIEKOUPOBAHMS CTUJIMCTHYECKOIO CTUJIIMCTUYECKOTO HaBBIKOM CTUJIIMCTUYECKOIO
aHanaus3a aHanusa CTUJIIMCTUYECKOTO aHanusa

aHaJIn3a




[To maHHO¥ MUCHUIUIMHE MPETYCMOTPEH dK3aMeH, KypcoBasi paboTa, KOHTPOIbHAS
paboTa B ceaIpbMOM ceMecTpe. DK3aMeH MPOBOAMUTCS B GopMe coOecemoBaHuUs TI0
TEOPETUYECKOMY BOMPOCY U CTUIMCTUYECKOMY aHain3y Tekcta. O0s3aTeabHbIM
YCIIOBUEM [IJIsl TIOJIyYE€HHS HK3aMEHa SBIISIETCS BBIMOJHEHHE KOHTPOJIBHON U
KypCOBOi1 paboT.

IK3aMeH
Conep:xanue 3K3amMeHa
CoOecenoBanue
a. TeopeTnueckui BOIpoc

b. IlpakTudeckoe 3ajaHWe MO CTHJIMCTHYCCKOW WHTEPIPETAINN
TekcTa (stylistic analysis of the text where you are supposed to find
stylistic means and interpret their function in the text, defining the
key tone/tones in which the text is written)

Tembl 15151 codeceroBaHus 1O TeopeTHyeckomy Bonpocy (List of questions):
Subject of stylistics. Different notions of style.

Functional style. Different classifications of functional styles.
Belles-lettres style.

Publicistic style.

Newspaper style.

Scientific style.

Official style.

Phonetic stylistic means.

Q. Graphic stylistic means. Graphon.

10. Metaphor. Structure, functions and types of metaphor.

11. Metonymy. Types of metonymy.

12. Epithet. Epithet vs logical attribute. Semantic and structural types of
epithet.

13.  Simile. Metaphor, simile and comparison: similarities and differences.
14. Repetition as stylistic device. Types of repetition and their functions.
15.  Inversion, detachment, rhetorical question, asyndeton and polysyndeton.
16.  Climax, antithesis and litotes.

17.  Hyperbole. Irony.

18. Oxymoron. Zeugma. Play on words.

ONOThwWDE

Oo0pa3zen TekcTa 1J1s1 CTHJINCTHYECKOT0 AaHAJIM3A

Henry...?

Hen-reeeeee! Henry Lightcap!

The teacher stood in the open doorway of the one-room schoolhouse,
looking out. A woman in her fifties, thin, anxious, exasperated. She wore a
cotton print dress that came down to her ankles, a light sweater; her pale



hair was drawn tightly to a bun on the top of her head. In one hand she held
a brass bell with iron tongue, the wooden handle of the bell polished by
years—by decades—of use.

She advanced to the doorstep of the building, stopped and looked up

and down the dirt road before her. To the east a quarter mile away the road
passed between the house and barn of the nearest farm; westward the road
wound through a second-growth forest of hardwoods, disappearing into
deep shade. On either side of the schoolhouse lay open fields of grass,
beaten down by the running feet of children, intersected with pathways still
muddy from recent rain. Both fields and roadway were empty of any human
form.

The teacher stared intently into the woods of the hillside above the road
—a scrubby growth of sapling trees barely beginning to leaf out, tangled
jungles of sumac and laurel, dogwood and wild grape, the rotting remnants
of a split-rail fence. Nobody there? The shadows of afternoon clouds folded
slowly across the hill. Impatiently, angrily, she shook the heavy bell. The
jangle of brass rippled outward through the soft and humid air. Nobody
answered.

Shading her eyes with her free hand, the teacher peered far off into the
shadows, toward the blue ridges of the Allegheny Mountains rising steeply
into a hazy smoke-colored sky.

Hen-reeeeeee! the woman shouted, into the silence the trees the

distance. No reply. She paused, took another deep breath, chest expanding.
You, Henry Lightcap! she yelled—You...get...in...here....

She waited.No response but the whispering of the leaves, the insects in the brush, a
breath of air in motion—and from the farm up the road the rattle of team
and wagon coming off the barn ramp.

The teacher waited. From behind the window near the door a cluster of
hovering children stared out through the glass. Large-eyed faces, freckleskinned
and towheaded—solemn little girls with bright hair and ribbons,

smirking little boys in bib overalls and blue chambray shirts buttoned
formally to the throat.

For one last time, as she had often done before, the teacher hollered up

at the woods on the hill, pitching her voice toward the paired ears she
thought were up there somewhere, toward that boy she imagined hidden
under the laurels, hugging himself in mingled fear and delight. Henry! she
cried—and her voice, trained by the years, carried well, carried all the way
to the top of the hill—You there, Henry Lightcap!...

And one last time she jangled the bell.

But there was no answer from the green and vernal, the deep and

haunted, the dark transpiring forests of the Appalachian hills.

KpnTepm/I BBICTABJICHHUSA OLHCHKHU CTYACHTY HaA 2K3amene 1o JTMCHUIIJINHE
«CTHWJIMCTHKA aHTJIMHACKOI0 I3bIKAa U HHTEPIPETALIUA TEKCTOB».
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Ounenka 3x3aMeHa
(crangapTHast)

TpeboBanns k chopMHPOBAHHBIM KOMIETEHIIUAM

86-100

«3avmeHno»

O1eHKa «3a4TEHO» BBICTABIISIETCS CTYACHTY, €CII OH ITTyOOKO U IIPOYHO
YCBOWJI IPOTPaMMHBIN MaTepHal, UCUEpPIBIBAOLIE, TOCIEI0BATENbHO,
94eTKO U JIOTUYECKH CTPOMHO €ro U3JIaraeT, yMeeT TECHO yBSI3bIBAaTh
TEOPHIO C IPAKTHKOM, CBOOOTHO CIIpaBIIseTCs C 3aa4aMu, BOIIPOCAMH 1
JpYTHMH BHIAMU IPUMEHEHHS 3HAHUH, IPUUEM HE 3aTPYJHSIETCS C
OTBETOM NP BUAOM3MEHEHNH 33aJaHUH, IPABUIEHO 0OOCHOBBIBACT
MPUHATOE PEIICHNE, BIaJeeT Pa3HOCTOPOHHUMH HABBIKAMHU M IPHEMaMHU
BBITIOJTHEHHS IPAKTHIECKUX 3a/1ad.

76-85

«3avmero»

OHeHKa «3a4YTCHO» BBICTABJIACTCA CTYACHTY, €CJIM OH TBEPJO 3HACT
MaTte€puall, rpaMOTHO U IO CYHICCTBY U3JIarac€t €ro, HE JOITyCKas
CYIIECTBCHHBIX HETOYHOCTEH B OTBETE Ha BOIPOC, MTPABUIIBHO
MNPUMCEHACT TCOPCTUICCKHUC MMOJIOKCHUS ITPHU PCIICHUU MIPAKTHICCKUX
BOIPOCOB U 3aJ1a4, BJIaACCT H€O6XO,I[I/IMBIMI/I HaBbIKaMHW 1 IIPpUECMaMU UX
BBITNIOJTHCHHA.

61-75

«3aumeHo»

OI_IeHKa «3a4YTCHO» BBICTABJIACTCA CTYACHTY, €CJIM OH UMECT 3HAHUA
TOJILKO OCHOBHOTO MaTepHaia, HO He YCBOMII €ro JeTajeH, J0mycKaeT
HETOYHOCTH, HEJIOCTATOYHO MPaBUIIbHbIC ()OPMYITHUPOBKHU, HAPYIICHUS
JIOTUYECKOM TOCIIE0BATEIBHOCTH B H3JI0KEHUH POrPAMMHOTO
MaTe€purajia, UCTIbITBIBACT 3aTPYAHCHUS IIPH BBINIOJTHECHUU NPAKTHICCKUX
pabor.

<6l

«He 3a4YmeHo»

OLeHKa «HE 3aU4TEHO» BBICTABIISIETCS CTYACHTY, KOTOPBII HE 3HAET
3HAYUTEJILHOM YaCTH MPOrpaMMHOI0 MaTepuaia, JOMyCKaeT
CyIIeCTBEHHBIC OMMOKH, HEYBEPEHHO, C OOJIBIINMU 3aTPYTHCHUIMHU
BEITIOJTHSET MpakTHIeckue padoTel. Kak mpasmio, omneHka
«HEYJOBJIETBOPUTENBHO» CTABUTCS CTYJEHTaM, KOTOPbIE HE MOTYT
MPOJOIHKUTE 00y4eHHe 0e3 TOMOTHUTENbHBIX 3aHATHH TI0
COOTBETCTBYIOLIEN JUCIUTUIMHE.

KourpoJubHas padora

KontponbHas pabora coctroutr u3 AByx yacted. llepas udacte copepxkut 20
3aJJaHA Ha OMNPENCIICHUE CTUIMCTHYECKHX NPUEMOB, BTOpas — 5 3aJaHuil Ha
OTIpEJICICHUE CTPYKTYpPbI MeTadOPHI.
OO0pa3sen 3a1aHus NepBoOM 4YaCTH:
l. In the given sentences choose ONE stylistic device, underline it and in
the line below write the corresponding term:
1. While her older sister Venus was winning the WTA event in Auckland, New

Zealand, Serena Williams was losing two of four singles matches at the Hopman Cup
—and then her cool in the final.

Oo0pa3zen 3a1aHusi BTOPOH YaCTH:
Il.  For the following metaphors, define TARGET and SOURCE:




1. Ijust happen to think that there are times in our lives when we have to let ourselves
be carried along by the current of events, as if we didn’t have the strength to resist,
but there comes a point when we suddenly realize that the river is flowing in our
favor.

Target: Source:

Kpurepuu onieHUBaHMsI KOHTPOJLHOM PadoOThHI
86 - 100% - oTiau4HO

76 - 85% - xoporo

61 - 75% - ynoBneTBOpUTEIHHO

Memnee 61% - He 3auTeHO

KypcoBas padora
KypcoBas paboTa nocBsIleHa ONUCAHUIO CTUIMCTUYECKUX MPUEMOB aHTJIMICKOTO
A3bIKA U PA3BHMBACT HABBIKH HIIGHTI/I(i)I/IKaL[I/II/I " aHaJIn3a IMPUMCPOB HUCIIO0JIb30BaAHUSA
@OHOFpa(bH‘{eCKI/IX, JCKCUYCCKNX W CHHTAKCHYCCKUX CTHIIMCTHYCCKHUX CPCIACTB.
Brimonnsiercs CJICayOmuM o6pa30M: CTYACHT CaMOCTOATCIIbHO HAXOOUT ITPHUMCPBI
HCIIOJIB30BaHUA CTHIIMCTHYCCKUX CPCACTB q)OHOPpaq)I/ILIeCKOFO, JICKCHUYCCKOI'0O U
CHUHTAKCHYCCKOI'O YpPOBHA B aYyTCHTHYHBIX TCKCTAaX, KaK Ha 6YMa)KHI>IX, TaK U Ha
QJICKTPOHHLIX HOCHUTCIIAX, W IIPCAOCTABICT HX IIPCIIOAABATCIIIO C YKAa3aHHUCM
HCIIOJIB30BAHHOI'O CTHJIIMCTHYCCKOI'O IIpUCMa W HCTOYHHKA, MW dHAJIMW3a JIA
OTACJIbHBIX ITPUEMOB.
CtpykTypa KYpCcOBOH  padoThl: (IEPEUMCICHbl  HEOOXOJIUMBIE  BUJbI
CTUIIMCTUYCCKUX CPCIACTB N UX KOJ'II/I‘I@CTBO)I
Part |
Find different examples of graphic and phonetic stylistic means to illustrate the
following. In your sentences underline the corresponding stylistic device:
Alliteration (4: prose, poetry, advertising, newspaper headlines)
Assonance
Onomatopoeia (3 direct, 1 indirect)
Italics (2 examples for different functions)
Hyphenation (2)
Capitalization (2)
Multiplication (2)
Graphon (6 examples)
Oobpa3zen opopMiieHUsI MPUMEPOB:
Italics:
Quite satisfactory,” he said. “Thank you.”
“Good-bye,” said Mr. Wayne. “And thank you.” (Sheckley, R. Store of the Worlds.
— New York, 2012. —
315pp., p. 245).
Function: shift of logical meaning.

Part 11



Find different examples of lexical stylistic means to illustrate the following. In
your sentences underline the corresponding stylistic device:

Metaphor (1 trite, 1 genuine, 1 sustained, pattern "Target is Source" for each)
Metonymy (3 different types, pattern "Something instead of Something" for each)
Antonomasia

Epithet (4 different structural types)

Oxymoron

Simile

Comparison

Hyperbole

Irony (Pattern "Dictionary meaning — contextual meaning'™)

Pun

Zeugma

Oopa3zen opopMiieHHsI MIPUMEPOB:

Metaphor

Type — Sustained

“In November a cold, unseen stranger, whom the doctors called Pneumonia,
stalked about the colony, touching one here and there with his icy fingers. Over on
the east side this ravager strode boldly, smiting his victims by scores, but his feet
trod slowly through the maze of the narrow and moss-grown "places.”

(Henry, O. The Last Leaf. // 25 Best Stories. — “IKAR” publishing house, 2014. —
120-127 pp., p.120-121.)

The initial image: pneumonia (target) is a stranger/ravager [person] (source).
Hence, the kind of metaphor we see in this example can be called personification.
Supportive images:

1. the verbs that are usually applied to persons are applied to pneumonia: it is
called [so, it has name or surname], it stalks, touches [people], strides, smites
[victims];

2. some parts of human body are “given” to pneumonia: fingers, feet;

3. possessive pronoun “his” (not “its”) is used: his fingers, his victims, his feet.

Part 111

Find different examples of graphic and phonetic stylistic means to illustrate the
following. In your sentences underline the corresponding stylistic device:

Inversion (2 examples — one complete and one partial)

Detachment (2 examples — one in the middle of the sentence and one at the end)
Repetition (3 examples, different types, for each type — what kind of repetition it is
and what is its function)

Parallelism

Asyndeton

Polysyndeton

Rhetorical question

Litote

Climax



Oopa3zen opopMiieHHSI IPUMEPOB:

Ordinary repetition:

To never, never wonder why at all

No, no, no, no, no, no, no, no

To never, never, wonder why at all

To never, never, never, wonder why

It’s gotta be, it has to be, way across the country where the hillside mountains glide
(Morrison, V. (1968). Beside you. Warner Bros. Records).

Function: to emphasize both the logical and the emotional meanings of the
repeated units

Kpurepuu oneHkn KypcoBoii padboThI:

KypcoBasi pabGoTa oOIleHWBAaeTCI Ha «OTIMYHO», €CIU CTYJISCHTOM IPABHIHHO
OTOOpaHbI, UACHTHU(HUIIMPOBAHBI W OIMHCAHBI BCE CTUIUCTHYCCKHE IPUEMBI, B
KaueCcTBE MarTepuaja HCIOJb30BaHbl OPHUTHHAIBHBIC WCTOYHUKH, ITUTHPOBAHHUE
0(OpPMJIEHO B COOTBETCTBUHU C 0OPa3LIOM.

KypcoBasi paboTa oreHMBaeTCsS Ha «XOpOIIO», €CIH CTYACHTOM IPaBHILHO
OTOOpaHbl, HUACHTHU(GHUIIUPOBAHBI ¥ OMKMCAHBI OOJBIIMHCTBO CTUIUCTHICCKUX
MPUEMOB, HO TPU ITOM JAOMyIieHo 1-2 omuOku, B KayecTBE MaTephaia B
OCHOBHOM HCIIOJIb30BaHbl OPUTHHAIBHBIE HCTOYHHUKH, OJHAKO B OTJICJIbHBIX,
UCKITFOUUTETBHBIX CITydasix CTYJICHT UCIIOJIb3YyEeT y4eOHUKHU u
CHEIUAIN3UPOBAHHBIE CAaWThl MO CTUJIUCTUKM U PUTOPUKE, LUTUPOBAHUE
0(OPMIICHO B COOTBETCTBUH C 0OPA3IIOM.

KypcoBasi pabota OIeHMBAeTCs Ha «YyJIOBJIECTBOPUTEIHHO», €CIH CTYJIEHTOM
MpaBUIBHO  OTOOpaHbl, WIAECHTU(GUIUPOBAHBI W  OMUCAHBI  OOJBIITMHCTBO
CTIUINCTUYECKNX TPUEMOB, HO TMPH OTOM JOMyIeHo 2-3 omuOku, a
HE3HAUNUTEILHOEC KOJUYECTBO MPUMEPOB TMPHUBEICHBI 0€3 COOTBETCTBYIOIIETO
omucaHus. B kauecTBe Marepuana HCIOJIb30BaHBl OPUTHHAIBHBIC WCTOYHHKH,
OTHAKO B  HEKOTOPBIX  CIy4asX CTYIEHT HCIONB3yeT YUYCOHUKH W
CHEIMAM3UPOBAHHBIC CAWThl TO CTWINCTUKA W PHUTOPHKE, IMTHPOBAHHE
opOpMIJICHO B COOTBETCTBUU C OOpas3lioM, OJHAKO B OTACJIBHBIX CIIydasx
HaOJII0/TaI0TCS HECOOTBETCTBUS.

KypcoBasi paGoTa orieHuUBaeTCs Ha «HEYIOBJICTBOPUTEIHHO», €CIU CTYJIEHTOM
MpaBUIBLHO OTOOpaHbl, WACHTU(MUIIMPOBAHBI ¥ OINKUCAHBI MEHEE TMOJIOBUHBI
CTWJIMCTUYECKHUX MPUEMOB, HO TIPH 3TOM JIOMYIICHO 2-3 OmMMUOKH, a 3HAYUTEIILHOE
KOJIMYECTBO MPUMEPOB MPUBEIEHBI 0€3 COOTBETCTBYIONIETO ONMKcaHus. B kauecTBe
MaTepHuaya UCIOIh30BaHbl B OCHOBHOM YUE€OHUKH U CIIEIUATU3UPOBAHHBIC CAUTHI
M0 CTWJIMCTUKH W PUTOPUKE, IIUTHPOBAHNE OGOPMIIEHO C OOJBIIUM KOJIUYECTBOM
HETOYHOCTEM.



