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1.HEJIM OCBOEHUSA JTUCIHUITJIMHBbI

[lenbto ocBoeHUs AUCLUIUIMHBI «MHTeprpeTanys Xyl10)KECTBEHHOTO TEKCTa» SIBISETCS
(dopMHpOBaHUE TPEACTABICHUNH O POCCHUHCKUX W 3apYOEKHBIX TEOPUSAX B OOJACTH M3Y4EHUS
TEKCTa, U3yYeHHE OCHOBHBIX KaTErOpUH TEKCTa C YYETOM DPA3JIMYHBIX TEOPUN B JIMHIBUCTHUKE;
U3YyYEHUE MPHUHIIMIIOB TUIIOJIOTUH TEKCTOB U THUIOB TEKCTOB B PA3IMYHBIX (DYHKIIMOHAJIBHBIX
CTWJISIX; U3Y4YE€HNE OCHOBHBIX IIOJIXOJJ0B K MHTEPIPETAL[UU TEKCTA.

2. MECTO JUCIIMIIJIMHBI B CTPYKTYPE OOII BI1IO

Jucuunnuna «/HTepnperanus Xym0KeCTBEHHOIO TEKCTa» OTHOCUTCS K BapUaTUBHOM
gactu npodeccuonanpsaoro nukna (b.3.JIB8). [ns ocBoenust nucumrumnabl «MHTEpripeTanus
XYI0KECTBEHHOI'O TEKCTa» CTYJACHTHI UCTIONb3YIOT 3HAHUS, YMEHUS, HABBIKU, C(HOPMUPOBAHHBIE
B 1porecce wu3ydeHus aucuuiuimH. CopepkaHWE AUCLUIUIMHBL SIBISETCA JIOTUUECKUM
IPOJOHKEHUEM COJIEpKaHUA JUCHUIUIMH «BBegenue B s3piko3HaHWe», «lIpakTtuueckas
donerukan, «llpaktuyeckas rpammatuka» «Teopernueckas QoHeTuka», «JIeKCUKOIOTHI,
«Teopernyeckas rpammatukay, «Ctumuctukay, «Teopus W MpakTUKa MEPEBONA» M CIYKUT
OCHOBOH [UIsl OCBOEHHUs IUCHUIUIMH <«JIuTepaTypa cTpaHbl HM3y4yaeMoOro S3bIKa», a TaKkKe
JucuuIuInH Moayiisa «lIpakTuka yCTHON M MUCBbMEHHOM peumn.

2.1. TpeGoBanus K pe3yabTAaTaM OCBOCHHS IMCUMILIUHBI:
[Iporiecc wm3ydeHUs AUCHUIUIMHBI HampaBieH Ha (OpPMHUpOBAaHHE — CIEIYIOIIUX

KOMIIETECHITNH:
¢ BJIAICHUCM HABBIKAMH BOCIIPUATHS, IOHUMAHUA, a4 TAKKC MHOTOACIICKTHOI'O aHaJIn3a yCTHOﬁ
Y TMCbMEHHOW PEYH Ha M3y4aeMbIX HHOCTpaHHBIX si3bikax (CK-1);
o CHOCO6HOCTBIO HCIIOJIB30BAaTh A3BIKOBBIC CPCACTBA I JOCTUKCHHA KOMMYHUKATHBHBIX

1esieil B KOHKPETHON CUTYyally OOIICHUS Ha U3y9aeMbIX HHOCTpaHHBIX si3bIkax (CK-2);

2.2. B pe3yabTare 0CBOCHUS AUCHHUILUIMHBI CTYIEHT 10JI2KEH
3HATh:

® OCHOBHBIC TIPUHITUIIBI BBIJEICHUS PA3TUYHBIX TEKCTOB, ONPEICISITH KATETOPUU TEKCTa,

® OCHOBHBIC TIOHSATHS KaTEropuajbHOTO ammapara JHHTBO-CTUIUCTUYCCKOTO aHaIn3a
TEKCTa;

®  aCIEKTHI M METOJOJIOTHIO (PMIIOJIOTHYECKOTO aHAlIN3a TEKCTa;
yMeTh:

® yYCTaHAaBJIMBATh  B3aWMOCBS3b  MEXIY  CEMAaHTHKOHM  TEeKCTa W CHCTEMOH
PENPE3ECHTUPYIOIMX €€ TUHIBUCTUYECKUX EMHAL] TEKCTA;

® BBIICIATh U CHUCTEMATU3UPOBATh Pa3HBIC BHUJBI JUHIBUCTUYECKUX 3HAKOB B TEKCTE W
pa3HbIe BUJIBI TEKCTOBON MH(MOpMAITUH;

BJIAJETh:

e HaBBIKAMHU KOMILJIEKCHOT'O JIMHTBHCTHYECKOTO aHAJIM3a TEKCTA, BEIABICHHEM U aHAIM30M
CTUJIMCTUYECKUX TIPHEMOB B Pa3IUYHBIX THUMAX TEKCTa, NpUEMaMy aHajiu3a o
peanmaunu CUCTCMHBIX U HECUCTEMHBIX HOTGHLII/Iﬁ S3BIKOBBIX €IUHHUI] B TCKCTC,

® BJIAQJCTh 3HAHUSIMH IO CTUIUCTHIECKOMY O(OPMIICHHIO PA3IMYHBIX THIIOB TEKCTA.



[lepeuncnennsie pe3ynbTaThl 00pa30oBaHUs SBIAIOTCS OCHOBOM Uit (hOpMUPOBAHMS

cinenyromux komrereHuuit CK-1 - BrajgeeT HaBbIKaMKM BOCHPHUSATHS, MMOHUMAHHUS, a TaKKe

MHOI'OACIICKTHOI'O aHaJIn3a YCTHOI>'I U IHUChMEHHOU PCur Ha U3Yy4aCMOM HHOCTPAHHOM A3bIKEC;

CK-2 - cmoco0eH HCHOoJIb30BaTh S3BIKOBBIE cpeactBa A OOCTHXKCHUSA KOMMYHHKATHBHBIX

1esnel B KOHKPETHOW CUTyalluu OOIIEHHS Ha N3y4aeMOM HHOCTPAHHOM SI3bIKE;

6 coomeemcmeuu ¢ PIOC BIIO u mpebosanusmu K pe3yibmamam 0C80€HU OCHOBHOU

oopaszosamenvrou npoepammol (OOII).

B TaGJII/II_IG MNPUBCACHDBI MPCAMICCTBYIOMUC U MOCIICAYOIINEC NUCIIUIUINHBI, HAITPAaBJICHHBIC
Ha (bOpMHpOBaHHe KOMHGTGHHHﬁ, 3asBJICHHBIX B pa3aciic ((HG.HI/I OCBOCHHA JUCHUIIIIUHBI» .

Ne i/m

HauMenoBanue
KOMIIETeHIH U

IpenmecrByromue
AMCHMUILINHBI

IMocaenyromme QT CHUTIITHHBI
(rpynnbl 1M CHMILIHH)

Cl’lelzﬂztaﬂbele Komnemernyuu

CK-1 BJIAJICHUE HABBIKAMHU «IIpakTuka yCTHOU H «IIpakTuka ycTHOU U
BOCHPUSATHS, MUCbMEHHOU peuny, MUCHbMEHHOU peun», «Teopus
IIOHMMAaHHs, a TaKXKe «BBenenue B U IIPAKTHKA IIEPEBOIAY,
MHOT'0aCIIEKTHOT'O SA3BIKO3HAHKEY, IIPOXOKICHUS
aHaIM3a yCTHOU U «IIpakTnyeckas [1€JarOTHYECKOMN IIPAKTUKH,
IIMCBMEHHOW peun Ha (boHeTHKaY, IIOATOTOBKH K HTOTOBOU
U3Yy4aeMBbIX «IIpakTnueckas aTTeCTallUu.

MHOCTPAHHBIX SI3bIKaX. | IpaMMaTHKa»
«Teopernueckas
(hoHeTuKay,
«JIekcukonorus»

CK-2 CIIOCOOHOCTh «[IpakTrka ycTHOM U «[IpakTrka ycTHOU U
HCIIOJIb30BATh IIACbMEHHOU peuny, IMAUCbMEHHOU peun», «Teopus

SI3LIKOBBIE CPEJICTBA
JUUISL TOCTHIKCHUS
KOMMYHHUKATHUBHBIX
Leaed B KOHKPETHON
CUTyaIMH OOIIEHHUS Ha
M3y4aeMbIX
WHOCTPAHHBIX S3BIKAX.

«IIpakTrueckas
rpaMmaruka», «Beenenue
B SI3BIKO3HAHUEY,
«Teopernueckas
rpaMMaTHKa»,
«CTunucTuka»

Y MPAaKTHKa NIEPEBOIAY,
MPOXOKICHUS
MeIaroru4ecKon MpakTUKH,
MOJATrOTOBKH K UTOTOBOM
aTTeCTallMH.

3. CTPYKTYPA U COAEP KAHUE JUCIHUIIVINHBI

OO01mmas Tpy10eMKOCTh JUCIUTUTMHBI COCTaBIISIET 3 3a4eTHbIe enuHuIlpl, 108 gacos.
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1.1 . e e ge . 1. 6 10 16

linguistic discipline
12. | Interpretation and 4 10 14




Stylistics.
Currents of criticism
13. | A Notion of a Genre 6 10 16
)1 Structural features of the 6 10 6
o text
22 | Imagery in a text 6 10 16
Tropes and figures of
2.3. 8 12 20
speech
Total 36 72 108
3.1. Coneprkanue (IMIAKTHKA) U CHUILINHBI
No HaumMmeHoBaHue
I /;[ pa3iesion Conep:xanue pa3iesoB
JTACHUILTHHBI
NHTepnperanus Xy/10:KeCTBEHHOI0 TEKCTAa B CUCTEMe JJUHTBUCTHYECKUX
1 JTUCIUILIHH
3ajaun ¥ MECTO Kypca HHTEPIIPETaIlUN TeKCTa CPeu APYTHUX
JTUCIUIUIAH y4eOHOTO TuiaHa. BaxkKHOCTh TaHHOMN
1.1. | Beeneuue JTUCHUTITUHBI JIJ11 TOHUMaHUs UIEHHO — XYJI05KECTBEHHBIX
0COOEHHOCTEN TEKCTA.
BzanMopelicTBue JaHHOU TUCHUIIIIMHEL CO CTHUINCTUKOMN
Bsanmocss3s o
AHTIJIMICKOTO S3bIKa, 0COOCHHOCTAMH TepeBoia. OCHOBHBIC
|, | AMCUMIIIHEI C
" | IpyrumMu HayKaMu TEUEHUS, IITKOJIBI KPUTHUKH, PACKPBIBAIOIINE OCOOCHHOCTH
OCHOBHEBIE TEUECHUS
XyJI0)KECTBEHHOT'O TEKCTA.
Teopus TekcTa, pa3IMuHbIE OMPEACIICHUS] TEPMUHA KAHPY.
Onpenenenne IToHsTHE TUPUYECKOTO, IUPUKO-ITUYECKOTO,
1.3, | MOHATHUSA <OKAHP» JpaMaTHIeCKOTro KaHpOoB. JKaHpoBast MPUHAAJICKHOCTh
XYJ0KECTBEHHBIX TEKCTOB U €€ 0COOEHHOCTH.
2.
CTpyKTypa TeKCTa B ero 0CO0eHHOCTH
2.1. | dyHkuum, OO0m¥e MPUHIKITBI TOCTPOSHUS XYT0KECTBEHHBIX TEKCTOB:
NPUHIUBI TEKCT PEKYpPEHIIUsI, aHAJIOTUsI, KOHTPACT, YaCTHUYHAS
MO3THYECKOM perpe3eHTalus KaK 4aCcTh 3HAKOBOM CUCTEMBI S3bIKA.

CTPYKTYPBI TEKCTA

@OyHKIUU TOATUYECKON CTPYKTYpPBI TEKCTA:

KOMMYHHKAaTHBHAas, KOTHUTHBHAA, SMOTUBHAs,




uH(pOpMaTHUBHAS.

2.2. | Xyno:xecTBeHHast O6ast Teopusi oopasa. O6pa3 kak uHpopmanus. CTpykTypa
AeTajlb, n ¢yHKIUMU o6pasza. Tpombl Kak 4YacTHBIM ciaydail oOpasa.
XY/10:KeCTBEHHBbIH KBanrtoBanue wuHpopmanuu. XyJqoKeCTBEHHass JETajb.
o0pa3 Hepapxusi 00pa3oB B XyJOXXECTBEHHOM IPOU3BEICHUU.
VYCcTaHOBIIEHHE CXOJCTBA B Pa3iIMUHBIX JJIEMEHTAX TEKCTa U
paznuuMe B MOXOXKHX  JJIEMEHTaX MNP  HAIUYUHU
CHHTarMaTH4ecKux cBs3eld. KorepeHTHOCTh (Koresms) —
OCHOBHOW NPU3HAK TECHOM B3aMMOCBS3H COCTABIAIOLIMX
TekcTa. MexaHusM  CcO3laHMs  XYINOKECTBEHHOM U

CTHJINCTUYECKOW 00pa3HOCTU MPH y4aCTUU KOHTEKCTA.

2.3. | ®durypsl peun [Tonsitue ¢urypsl peun. Ourypbl pedd, OCHOBAaHHBIC Ha
JICKCUYECKOM B3aHUMOJICHCTBUU KOMIIOHEHTOB (CpaBHEHHE,
urpa cIJioB, 3€BI'Ma, OKCIOMOpPOH U T.A.). durypsl peun,
OCHOBAaHHBIE ~ Ha  CHUHTAaKCUYECKOM  B3aMMOJCHUCTBHUHU
KOMIIOHEHTOB  (Tpajamus, MapauleJbHble KOHCTPYKIUH,
CUHTAKCUYECKHM MOBTOP U Ap.). PUTypbl peun, OCHOBAaHHBIE
Ha CUHTAKCHMYECKOM CMEIIEHUH KOMIIOHEHTOB (BBOJHBIE
CJIOBa, WHBEPCHS, PUTOPUUYECKHN BOMPOC H Ap.). PUTYpHI
peur, OCHOBAHHBIE Ha CHUHTAKCHUYECKON HEIOJIHOLIEHHOCTH
YYaCTHUKOB (JUTMIICUC, ACHHAETOH, yMmoidaHue). Durypsl
peud, OCHOBAHHBIE HAa CHUHTAKCHMYECKOW M30BITOUHOCTH

(TTOBTOP, MOJIMCHUH/IETOH, aJUTUTEPALIHS).

Pasznea (moayib 1) BBeaeHue B mpeaMeT

ﬂeﬂb MOAYJIA — Pa3BUTHC KOMIICTCHTHOCTU B BOCHPUATHU XYJOKCCTBCHHOI'O TCKCTAa U
IMOHUMAaHHU €ro, 4TO B CBOIKO OUCPCIAb ABJIACTCA OCHOBHBIM MPCIMCETOM HCCICAOBaAHUA ,Z[aHHOfI
JUCIHUITIIUHBI. BOCHpI/IHTl/Ie Q)aKTOB WHOSI3BEIYHON KYJIbTYpbl B TCKCTC XaApPaKTCPU3YCTCs
HaHI/IOHaJ'[BHO—CH€HI/I(1)I/I‘—ICCKI/IMI/I pasimuusaMu, CYHICCTBYHOIIMMH MCKAY pOI[HOﬁ n LI}/)KOI‘/'I

KyJIbTypamMu. 37ech TIpoOjemMa TMOHUMaHMUsA BCTaeT Hambojee OCTpO, TaK KaK HMMEHHO 3THU



pasimuust CO34ar0T OMPCACICHHBIC TPYAHOCTH B IIPOLUCCCE BOCIPUATUA HHOASBIYHOTO TCKCTA,

YTO MOXKET IPUBECTU K HEAJCKBATHOW UHTEPIIPETALIUN UYKOU KYJIBTYPBI.

Conep:xanue MOIYJIf:

1.1. Interpretation as a linguistic discipline - Cornacno Ilomo Pukepy, mnonsitue
MHTEPIIPETALIMU TTOJIy4aeT ONpEeIEHHOEe 3HAUCHHUEe: UHTEpIpeTals — 3T0 paboTa MBILIUICHUS,
KOTOpasi COCTOMT B pAacIU(POBKE CMBICIA, CTOSIIETO 32 OYEBUIAHBIM CMBICIOM, T.€. B
PacKpBITUU YPOBHS 3HAUYCHUS, 3aKIIFOUEHHOTO B OyKBAITHLHOM 3HAYCHHH.

C NUHTBUCTUYECKON TOYKHM 3pEHUS] MHTEPIPETALUs MOXKET ObITh YCHEIIHOM, TOJIbKO €CIU
OHa OCHOBaHA Ha 3HAHMM TOTO, KaK YCTPOEH TEKCT, 3HAYUT, aHAJU3 BCEr/Aa IpeaBapseT
UHTEpIpeTanuio. JIMHTBOCTUIIMCTUYECKUI aHAIN3 MPEACTABISAET cO00M paboTy MO BBISBICHUIO
B TEKCTaX XYJI0KECTBEHHOMN JUTEPATYPHI SI3BIKOBBIX €IUHULI, 3aKPEIJICHHBIX 3a TOW WM MUHOU
(GYHKIIMOHAJIBHOW PA3HOBUAHOCTHIO SI3bIKA: JIUTEPATYPHBIM SI3bIKOM (KHHXKHOTO M Pa3TOBOPHOTO
TUTIOB) M JKUBOW Pa3rOBOPHOM peubi0 (MPOCTOpEUHs, TUAJEKTOB, )KAPTOHOB), a TaK)Ke aHau3
COOTHOUICHUSI B JAHHOM TEKCTE YKa3aHHbIX eAuHull. [Ipu ananu3e TEKCTOB yCTaHABIMBAIOTCS
CBSI3M MEXKIY IpeIMeTaMu ACHCTBUTEIHLHOCTH M 00pa3aMu XYA0KECTBEHHOTO MPOU3BEICHUS,
UCCIIEYIOTCSI UHIUBUyalbHble MaHepbl 00pa3HOTO MbIIUIEHUS (T.e. UHAUBUIYaIbHBIA CTHIIb
nucartens). [lpaktuueckas noTpeGHOCTh UCTOJIKOBAHUS TPYJHBIX TEKCTOB ObLIa MEPBOMPUUNHON
BO3HUKHOBEHHUS (UIONOTHH. B pOMaHTHYECKONW TepMEHEBTHKE (DHIIONOTHUS DPACIIUPUTEITHHO
omnpeensiiach Kak MCCIEeNOBAaHUE KIACCUMYECKOTO MHPA B LIETOCTHOCTH €r0 MCKYCCTBA, HAYKH,
OOIIECTBEHHOW W YacCTHOW JKM3HHM. B IIeHTpe BHUMAaHHMS HAXOAWICS IyX JIPEBHOCTH,
OTpaXaeMbI TpyJlaMH JAPEBHUX NHUCATEICd U YaCTHOM KU3HBIO “‘KJIACCUYECKUX HaApOJIOB’ .
BremrHee mposiBlIeHHE KU3HU CUUTANIOCH COJIEPKAaHWEM, a IMPEICTaBICHUE U SI3BIK — (opMOU
KJIACCUYECKOU KU3HU.

B sTOoM mpencraBieHny MOKHO BBIIEIUTH 1BE CTOPOHBI:

- ¢uosor gaeT CyObEeKTUBHOE HCTOJIKOBAHHUE TEKCTY;

- MHUpP TOJKYEMOTO TEKCTa OTAAJIeH OT HMHTEPIPETaTopa BO BPEMEHU U B IPUHIIMIIC
HEIOCTYIIEH.

JlutepaTypoBeneHue U SI3bIKO3HAHHE KaK BETBU (DHIJIOJIOTMU JOIMYCKAIOT ILTIOPAIN3M
KOHIICTIIINH, HO “‘B pa3HOW CTETICHU: JIUTEPATYpPOBEACHUE B OOJBINCH CTEIICHHU, SI3bIKO3HAHUE — B
MmeHblel. [IpuunHa — Ta *xe, 4To U y JII000To ITI0paTu3Ma KOHUIEHIMNA: HUKaKas Mmapajgurma J0
CHUX TIOp €Ille He pelIaeT MOJHOCTBIO CTOSIIUX Mepe] NTaHHOW AUCIHUILTUHON 3a71a4, 0oJiee Toro,
Ha HEKOTOpBIE BOIMPOCHI OTBET OTCYTCTBYET MOJHOCTHIO WJIM HACTOJILKO HEYAOBICTBOPHUTEIIEH,
YTO HaNpalIMBaeTCcsl BBIBOA O TOM, YTO B 3TOM BHHOBAThI MapaJurMaTUyecKhe pPaMKH, B

KOTOPBIX mpoodsiema popmynupyercs’”.



SI3BIKO3HAHUE, COCPETOTOUCHHOE TOJIBKO Ha MpoOjIeMax OMUCAHUS SI3bIKA, OTIIOYKOBAIOCH
OT (UJIOJIOTUM U HA BpPEMs BBIHECIO CYOBEKTUBHOCTh KU BHESI3BIKOBBIE (PAKTOPHI 3a CKOOKU
ucronkoBanus. Ho k Hauamy 20 B. rpaHuIbl MEXIY JIMTEPATypOBEICHHEM W JIMHTBUCTHKOU
BHOBb CTalM pa3MbIBaThes. OmnmcaHue JEeKCHKOrpaduuecKod padoThl JaeT BCEro JIHIIb
YIIPOIIEHHOE MPEACTaBICHHE O JIEKCUKOTPapHUSCKUX MPOdIeMax, BUAUM, UTO K HHTEPIIPETANU
JUHTBUCT  JIOJDKEH  mpuberarb  OyKBaJIbHO  Ha  BCEX  JTalax  (CUHMAKCUYECKAsl
unmepnpemayus mekcma, Mmopghonocuueckas uHmepnpemayus, CeMaHmu4ecKkas
unmepnpemayus, NPazmMamuyeckas uHmepnpemayus)
1.2. Interpretation and Stylistics. Currents of criticism - HWurepnperanusa Tekcra
npeCTaBIsieT coOOi cBoeoOpa3HOEe B3aUMOJCICTBHE JIBYX MHPOB: BHYTPEHHETO MHPA
JUTEPATypHOTO TPOU3BEACHHMS M MHpa 4YMTaTeNs. YUeHble OTMEYaloT, YTO B IpoLecce
UHTEPIIPETANN PEIUITUEHT CTPOUT CBOIO IMPOEKIHIO TEKCTa, B KOTOPYIO Hapsay ¢ 00pazoMm
U/ICATBHOTO XYJ0)KECTBEHHOTO TEKCTa M MEXaHM3MaMH CIMYECHUS HICATbHOTO TEKCTa C
IpeUlaraéMbIM, BXOJSIT MEXaHM3Mbl AKCHOJOTHYECKOW MHTEPIIPETAllH, I103BOJISIOLINE
PELUITUEHTY J1aBaTh Ty WM MHYIO HHTETPAIBbHYIO OLEHKY TeKCTa. BeiencTBue akTUBHOM poiu
pennnueHTa, IPUBHOCSIIETO B Xy/JOKECTBEHHBIN TEKCT COOCTBEHHBIE TIPE/ICTABICHUS O KU3HHU U
’KU3HEHHBIX IIEHHOCTSIX, CTAHOBHUTCS BO3MOJXXHBIM CYIIECTBOBAHHE HECKOJIBKHX Pa3INYHBIX
UHTEpIpETaluid OJHOTO TEKCTa, YTO OOBACHSACTCS TaKXKe pPa3HbIM YPOBHEM T'OTOBHOCTH K
MOHUMAHHIO U PA3HBIMH XaPaKTEPUCTHKAMHU S3BIKOBBIX JTHYHOCTEH.

CymiecTByromue B HACTOSIIEE BPEMsI METOIbI HHTEPIIPETAIINN XYI0’KECTBEHHOTO TEKCTa
IpeAarafoT YUTATENI0 LEIYyI0 CHCTEMY Pa3IMYHBIX IPHEMOB, HANPABICHHBIX HA BBIABICHUE
[NIyOMHHOTO CMBbICTIAa JIUTEPATYpHOTO MPOM3BEACHUS, IMOCTHIKEHHWE €ro OCHOBHOM uAeH H
3aMbicia aBTopa. JluTeparypHoe NpPOHM3BEACHUE PACCMATPHUBAETCS KaK OTPE30K pPEalbHOM
JCUCTBUTEIFHOCTH. DTO Ta ILEJIOCTHOCTb, KOTOpas JelaeT OYEBUIAHBIM IPOUCXOXKICHUE U
OCHOBHBIE BOIPOCHI YEIOBEUECKOTO CYIIECTBOBAHUS. DTHUCCKHE, PEITUTHO3HBIC, TOJTUTHIECKUE
U MHUPOBO33PEHYECKHE IPE/CTABICHHUS YUTATENs, Ybe CYOBEKTHBHOE CYXJIEHHE OCOOEHHO
BOXHO TPHU SK3UCTCHLUUOHAIBHOM METOJAE, CTAJKHBAETCS 3/1eCh C M3JIaTaéMbIMH B TEKCTE-
BOIIpocaMu W mpobieMamu. [Ipu paccMOTpeHHHM JUTEpaTypHOrO MHPOM3BEACHUS YHTATEIb
CTPEeMHUTCS 4epe3 COOCTBEHHbIE CYOBEKTHBHBIC OLICHKH, Ye€pe3 OCO3HAHHE BKIIOUCHHOW B TEKCT

nHPOPMALIUU HAUTH OOBEKTUBHYIO IIPABIY.

1.3. A Notion of a Genre - oxcanp — OIHO W3 BaXHEHIIMX MOHATHI JUTEpPaTypOBEIECHUS,
o0o03Hauaro1ee JIMTepaTypHbIi BUA. THUIT HOITHUECKON CTPYKTYPBI, BBIPAXKAIOMINUN COOOU Ty MK
MHYI0O CTOPOHY COLMaJIbHON ICUXOUACOIOIMM HA OIPEIEICHHON CTaJud €€ UCTOPHUYECKOIrO

pa3BUTHA ©W OOHMMArOUMK coOoi Oojiee WM MEHEe 3HAYUTEIbHOE KOJUYECTBO



JUTEPaTypPHBIXBIX Mpou3BeAeHU. J[s jkaHpa 00s3aTeNbHBI CIIeI0BAaTEIbHO TPH CTPYKTYPHBIX
NpU3HAKA: OPraHMYHOCTh BCEX KOMIIOHEHTOB “KaHpa, OOpa3zyroIuX CcO0O0I0 MOITHUECKOE
€/IMHCTBO, OBITOBAHME 3TOT'O €IUHCTBA B ONPEICICHHBIX MCTOPUUYECKUX YCIOBHUSX U IIUPOKOE
€ro pacrnpoCcTpaHeHWE, TUIUYHOCTh BHJAA I MAacCOBOM JuTeparypHod mnpoaykuuu. Ilox
KAHPOM 4YacTO TOHHUMAIOT poObl MOITUYECKUX MPOU3BEACHUNH — JHUPUKY, SIOC U Jpamy.
HecmoTpst Ha 3THMOJIOTHYECKH MPaBHIBHBIA MEpeBo (HpaHIly3CKOro MOHATHS (genre — pon),
€My JOJDKHO OBITh MPHIAHO TOpa3no Oojiee y3KOe 3HAYCHHE — KOHKPETHOH M YacTHOU
Mou(UKaAIMKM O3TUYECKOr0 pona. Tak, sowcanpom snoca SIBISIOTCS SIONEsl, pOMaH, HOBEJUIA,
OUEPK; JHCAHp NUPUKU — POMAHC, OJla, TMECHS, AJETUSl; HCAHp Opamvl — Tpareaus, KOMeaus,
MeloipaMa, BOJIEBIWIb U T. A. Bce 3TH jxaHpoBBIe 00pa30BaHUS OTHOCATCS K 3I0CY, JTUPUKE U
npame, Kak euovl K pony. IIpobnmemy »xaHpa cieqyeT MO3TOMY PEUIMTENbHO OTTPAaHHUYUThH OT
npoOJeMbl TeHe3uca TMOITUYECKHX POJOB, WX auddepeHIanui B Mpeenax MepBOOBITHOTO
CHHKPETHU3Ma, CTEMEHW WX HCTOPHUYECKON JaBHOCTH, B3aMMOOTHOUICHWH MEXIy COOOMH,
ruOpuIHBIX OOpazoBaHuii U T. A. IIpobimemartuka nUTEpPaTypHBIX >KaHPOB. IOJDKHA OBITH
pa3BepHyTa B MHOM TeopeTHueckol rockocT. Kimaccudukarms skanpa — 0JiHa U3 BaXKHEUIITNX
3aJa4 JIMTEpaTypHOW CHUCTEeMAaTUKM — JOJDKHA TIOKOUTHCA Ha TBEPAbIX COIHAIbHO-
UCTOPUYECKNX OCHOBaHUAX. JKaHp — JKUBOE €IMHCTBO JINTEPATYpPHOTO MpOLecca, MOIIHOE
OpyZHe KJIacCoBOM OOpHOBI B THTEpaType.

Pa3zgen (moxyJib 2) OCHOBHBIE pa3/iesibl Ta3eTHOI0 CTHJIS

Paszgea (MoayJib 2) CTPYKTVPA TEKCTA M €r0 0COOCHHOCTH

ﬂeﬂb MOAYJId — Pa3BUTUC KOMIICTCHTHOCTU B HCCICAOBAHHUU BaKOHOMepHOCTeﬁ CTPOCHUA
TCKCTa KaK A3bIKOBOI'O (beHOMeHa, TaK U XYHOKCCTBCHHOI'O; YMCHHC pPa3ACIUTh TCKCT Ha

CTPOEBBIC SUHUIIBI M TaJIbHEUINAsE XapaKTEPUCTHUKA dTUX CIUHHII.

Conep:xanue MOayJIs:
2.1. Structural features of the text — XyHoXKecTBEHHBI TEKCT MpPEACTABISET COOOU
KOMMYHHUKaTUBHOE, CTPYKTYpHOE U CEMAHTHMYECKOE €IMHCTBO, YTO IMPOSBIETCS B €ro
KoMnosuuu. KoMmosunusi XynoKeCTBEHHOTO TEKCTa — «B3aUMHas COOTHECEHHOCTb U
pacroyioKeHUe eJUHHI] H300pakaeMoro U XyA0KECTBEHHO-PEUYEBBIX CPEJCTBY. DTO MOCTPOEHHE
IIPOM3BEACHUS, OINPENENAONIee ero IeIOCTHOCTh, 3aBEPLUICHHOCTh M eIuHCTBO. Heobxomumo
IPEKIE BCEro pasrpaHUUYUTh BHELIHIOK KOMIIO3MIMIO M BHYTpEHHIOH. Pasnmnuarorcs nBa
OCHOBHBIX BHJIa WIEHEHMs TeKcTa: OOBEMHO-NIParMaTHYecKoe U KOHTEKCTHO-BApUATHBHOE.
BeienenHble B pe3ynbpTaTe WIEHEHMsI OTPE3KH (YacTH) TEKCTa COOTHOCATCS APYT € APYTOM,
«CUEIUIAIOTCS» HAa OCHOBE OOIIMX 3JIeMEHTOB. Pa3nuuaroTcs 1Ba BUAA CBA3HOCTU: KOTE3Hs U

KOTepEeHTHOCTh. Koee3us — CBS3HOCTh JIMHEHHOTO THMA, BbIpakaemas (OpMalbHO,
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MPEUMYIIECTBEHHO S3bIKOBBIMU cpefcTBamMu. KocepenmHnocms — CBI3HOCTh, HETMHEHHOTO THTIA,
00BeIMHSIIONIAST AJIEMEHTHI PA3HBIX YPOBHEH TeKCTa (Hampumep, 3ariaBue, snurpad u ap.).

[lonsiTe «CTPYKTypa MOBECTBOBAHMS» CBA3AHO C TAKUMHU KaTETOPUAMH TEKCTa, KaK
MOBECTBOBATEbHASl TOYKA 3pEHMs, CYOBEKT pedyd, THUI TOBeCcTBOBaHUsA. Dukcanus
MOBECTBOBATEIHHON TOUYKHU 3PEHUS MOXKET OBITh CBsi3aHa ¢ OOpallleHHEM K peun ee HocuTens. B
3TOM CJIy4ae B TEKCT€ IPOM3BEJIEHUS YCTAaHABIMBAECTCS JUHAMUYECKOE COOTHOLIEHHUE PAa3HBIX
CyOBEKTHO-PEUEBBIX IUIAHOB, HAONIOACTCS KOPPENALUS PeYd MOBECTBOBATENS M PEUU T'epOEB,
KOTOpasi MOXKeT ObITh MpeACTaBiieHa B pa3HbIX Gopmax (IpsiMasi pedb, KUBOMHCHAST KOCBEHHAs
peyb, BHYTPEHHSISI peub, HECOOCTBEHHO-TIPSIMAsT PEYb ).

CTpykTypa MOBECTBOBAHMSI IPO3aMUYECKOT0 TEKCTa OTpakaeT TaKUe CBOMCTBA, Kak

JUAJIOTUYHOCTh U MHOXECTBEHHOCTh TOUYEK 3PEHHUSI U «TOJIOCOBY», B HEM IIPE/ICTABIICHHbBIX.
CTpykTypa TMOBECTBOBaHMSI BO MHOTOM MOTHBHUPYETCSI THIIOM IOBECTBOBAHUS. THIIBI
MOBECTBOBAHUS B IMPO3aMYECKUX TEKCTaxX IMPEICTaBISIOT COOOM OTHOCHUTEIBHO YCTOHYMBBIE
KOMITO3UIIMOHHO-pEeYEeBbIe (POPMBI, CBS3aHHBIE C ONpeAeieHHON Qopmoil wu3noxenus. B
IIPOU3BENICHUSAX, KOTOPBIE CTPOSATCS KaK ITOBECTBOBAHHME OT TPETHETO JIUIA, ITOBECTBOBATEID
MPOTUBONOCTABJIEH APYTUM IEPCOHAXKEM Kak (QUrypa HHOrO MPOCTPAHCTBEHHO-BPEMEHHOIO
JaHa, UHOro ypoBHS. OH MOXKET BBICTYNATh KaKk OOBEKTUBHBIM HAOJI0IaTeNIb WM BCE3HAIOIINUN
paccKazyuK, TOATOMY OTIHYUTETbHBIMH OCOOCHHOCTSIMH JaHHOTO THIA [OBECTBOBAHUS
SIBJISIETCSL OOJbIIAs CTEIIeHbh OOBEKTUBHOCTH, OTHOCUTENIbHAS TIOJIHOTA B MEpe/iade BHYTPEHHETO
MHpa JPYTUX NMEPCOHAKEHN, B OMMMCAHUHN OKPYKAIOIIECH UX KU3HU.
2.2. Imagery in a text — «Xy/I0)XKeCTBEHHBII 00pa3»— 3TO OCHOBHAs €IMHHIIA XYI0KECTBEHHON
¢dopmbl, Bomuomalomas (GpParMeHT XyJOXKECTBEHHOTO COJEepKaHHUs, KOTOpPOE IpEACTaeT B
IIPOU3BEICHUN MCKYCCTBA CEHCOPHO-HAIVISIIHO U CO3JAETCS € IOMOILNBIO BBIPA3UTEIBHO-
n300pasuTenbHbIX  cpeactB. JlioOoit  o0Opa3 ecTh  pe3yibTaT  ONOCPEIOBAHHOTO U
TpaHCPOPMHUPOBAHHOTO OTPAKEHUS peabHON JeCTBUTEILHOCTH.

[ToHsiTHE «XYNOKECTBEHHBIH 00pa3» paccMaTpUBACTCI C JUTEPATYPOBEAUYECKHX H
JMHTBUCTUYECCKUX mo3unMid. KadecTBeHHOE cBoeoOpasue JMTepaTypHO-XYI0KECTBEHHOTO
o0Opa3a mpoOsBISETCS B TOM, YTO OH CO3/Ia€TCSi C IMOMOIIbI0 E€CTECTBEHHOI'O YeJOBEYECKOIo
A3bIKa, KOTOPBIN SIBIISIETCS MaTEpPHAIOM JUIsl XyJI0’KHUKA ciioBa. JIutepaTypoBebl U JIMHTBUCTHI
paccMaTpuBarOT COAEP>KAHUE ITOTO MOHATHS C Pa3HBIX CTOPOH.

Jliss  OTeUeCTBEHHBIX WCCIEAOBAHUN TI0 JIMTEPATYpPOBEACHHUIO TJIaBHBIM (DakTOpoM
OKa3bIBaeTCsl CoOJIep)KaTelbHasi CTOPOHA oOpa3a M €ro MecTo B CTPYKType IpOU3BEIEHUs
CJIIOBECHO-XYJIO’)KECTBEHHOTO TBOPUYECTBA; MpPU ITOM JJs JIUTEPATypOBEAOB OCOOEHHO
XapaKTepeH MOoIX0/] K 00pa3y Kak K KHBOMY U I[€JIOCTHOMY OPTaHU3MYy, B HAMOOJIBIIECH CTETIeHN

CIIOCOOHOMY K OTPaXEHUIO TOJHOW HUCTHHBI OBITHS, MOCKOJIBKY OH HE TOJBKO €CTh (Kak
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IpeIMeT) U HE TOJbKO 3HAUUT (KaK 3HaK), HO €CThb TO, YTO 3HAUUT. [JIaBHBIM MOCTYIaToM
SIBIISICTCS. MBICJIb O TOM, 4TO 00pa3 €CTh CIOCO0 OTpakeHUs JeHCTBUTEIFHOCTH U MPENICTABISACT
co00ii, TIpexJe BCEro, KApTUHY YEIIOBEUYECKOW KU3HU WM O00OOUICHHBIH MOPTPET, MMEIOIINUN
acTeThueckyto. W, XoTd «XymoxKecTBEHHBIH 00pa3 B JHUTEpaType» MOHUMAeTcs, MPEexXJIe BCEro,
KaK XapakTep 4YejoBeKa, BBICKA3BIBETCS MBICIb U O TOM, YTO IMOHSTHE «00pa3 B JMUTEpaType»
IpernonaracT U300pakeHHEe BCEro BELIHOTO, KMBOTHOTO M BOOOIIE MPEAMETHOTO MHpA, B
KOTOPOM Y€JIOBEK HAXOJHUTCS U BHE KOTOPOTO OH HEMBICIHM. B OTEUeCTBEHHBIX HCCIIEAOBAHUIX
TPAKTOBKHU TOHATHS «00pa3» sBIsSIETCA TO, YTO B HUX YTOYHSETCS KauyeCTBEHHOE cBoeoOpasue
JIAHHOTO THIa 00pasa Mo CPaBHEHUIO C APYTUMH BO3MOKHBIMU ((PHII0COMCKUME, TOTUYECKUMH,
NCUXUYECKUMU M T.[.), a TaKkKe 4YTO «o0pa3» U «0Opa3HOCTh» SIBISIOTCS KIIOUYEBBIMU
MOHSITUSIMH SI3bIKA Xy105KECTBEHHOU TUTEPATYPHI.

B anrmo-amepukaHCKUX HCCIEAOBAaHUSAX TEPMHUH «image» («obpas3») mMeeT ropasao Oosee
Y3KUA W CHEIMaIbHBIM CMBICI, YeM B OTEUECTBEHHOM JUTepaTypoBeAcHUU. Bced monHoTa
3HAUEHUSl TIOHATUS «00pa3» TMOKPHIBACTCS JHUIIb IEIBIM PSAIOM AHTJIOS3BIYHBIX TEPMHHOB:
«symboly»; «copy»; «figure», «icon» u ap..

XynoKeCTBEHHasl pedb UMEET COOCTBEHHYIO IIEHHOCTb UMEHHO MOTOMY, YTO «OHA €CTh
He mpocTo ¢opMa, HO U OMpEeNIEHHOE coJepKaHue, cTaBiiee Gopmoii oopaszay. [lomyqaercs,
YTO OJHO COJEpXKaHUE, BHIpAyKAIOIIeecss B 3BYKOBOM (opme (CIOBE), CIYXUT (HOPMON APYroro
conepxanus (o06paza). B psny «unes-o0pa3-a3b1k» 00pa3 sBisieTcss GOpMOI 1O OTHOLICHHUIO K
uJee M CONEp)KaHHEM TI0 OTHOIICHHMIO K CJIOBY (s3bIKYy). B 1emom o00pa3 — copjepskareiabHas
CTOpOHA.

XyIO)KECTBEHHBI 00pa3 OTIMYaeTcs TEeM, YTO OH TpeAcTaBiIsgeT coboil crmocod
KOHKPETHO-4YBCTBEHHOTO BOCHPOHM3BEACHUS JCUCTBUTEIBHOCTH C MO3UIMUA OINPENETIeHHOTO
ACTETHUYECKOTO Haeana. B ocHOBe XyH0KEeCTBEHHOT0 00pa3a JISKUT MEepeHOC 3HAYCHHSI, OJTHAKO
3TOro OBIBA€T HENOCTATOYHO, HYKHO €Il YTO-TO HHOE, 4YTO JIeKUT 3a MpefesiaMu Kak
OYKBaJbHOT'O 3HAUEHUS CJIOBA, TAK U IEPEHOCHOTO.

@OUIOIOTHMUYECKUI aHAIN3 TEKCTa HEMBICIUM 0e3 pacCMOTpeHHus: ero o0pa3oB CTPOS H,
CJICIOBATENILHO, T€X S3BIKOBBIX CPEJICTB, KOTOPBIE CIykaT ux ¢opmoid. CroBecHbIi oOpa3 He
CBOJIUTCS K TPOITY, XOTSl TPOIIBI U UTPAIOT OTPOMHYIO POJIb B CO3/IaHUU XY/I0KECTBEHHOT'O MHpa
IPOM3BEICHUSI.

2.3. Tropes and figures of speech - Xyn0XeCTBEHHbI TEKCT CTPOMUTCS HAa HUCIOJIb30BAHUU
00pa3HO0-accOIMAaTUBHBIX KauecTB peun. OOpa3 371ech KOHEUHas 1eJIb TBOPUECTBA, TOT/Ia KaK B
HEXYJ0XECTBEHHOM TEKCTE CJIOBECHas OOpa3HOCTh NPUHLMIIMAILHO HE HeoOXoauma M Ipu
HAJIMYMHU SBJSIETCS JIMIIB CPEJICTBOM Iepenayuu (00bsicHeHus) nHpopmarmu. B xynoxecTBeHHOM

TEKCTE Cpe/iCTBA OOPa3HOCTH MOIYMHEHBI 3CTETUYECKOMY UAeaTy XYIA0KHHUKA (XYy10)KECTBEHHAS
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JUTEpaTypa — BUJ UCKYCCTBA); BTOPOCTENIEHHAs POJIb CIOBECHOTO 00pa3a B HEXY0KECTBEHHOU
auTeparype (Hampumep, HaydHO-TIOMYJISIPHOIM) OCBOOOXKIAET aBTOpa OT TaKOM MOJYMHEHHOCTH:
OH o03a00o4eH JApyruUM — C TIOMOIIbIO oOpa3a (cpaBHeHHus, MeTadophl) NepeaaTh
MH(POPMALMOHHYIO CYIIIHOCTb MOHATHSI, SIBJICHHUS.

Jlexcuko-¢ppa3eonornyeckue CTUIMCTUYECKHE CPEICTBA COBPEMEHHOIO aHITIMICKOTrO
S3bIKa  TPEJACTABIAIOT  CcO000M  pa3HOOOpa3Hble  BBIPA3UTEIbHBIE CPEACTBA  SI3bIKA |
CTHJIUCTUYECKHE TIPUEMBI, B OCHOBE KOTOPBIX JICKUT MCIIOJIB30BAHUE CEMaHTHUYECKHUX,
CTHJIMCTUYECKHX U JPYTUX OCOOCHHOCTEH OTAEIBHOIO CJI0Ba WK (Pa3eoIOrn4ecKOi e JMHHILIBI.

HaGntoneHuss Hajg JMHTBUCTHYECKOW HPUPOJOH M (YHKLIMAMHU STHX BBIPA3UTEIbHBIX
CPEZCTB S3bIKa M CTUJIMCTUYECKUX IMPHEMOB ITO3BOJISIIOT Pa30UTh UX HAa HECKOJBbKO rpymi. CioBa
B KOHTEKCTE MOTYT MpUOOpETaTh NOMOJHUTEIbHBIC 3HAYCHHS, 00YCIOBIEHHBIE KOHTEKCTOM, HE
anpoOupoBaHHbIE €llle 00LIECTBEHHBIM YIOTPEOIeHNEM. DT KOHTEKCTyalbHbIE 3HAUCHHSI MOTYT
MHOIZIa HACTOJBKO JAEKO OTXOIUTb OT MPEIMETHO-JOIMYECKOrO 3HAYeHUs CJIOBa,
yIOTpeOICHHOTO BHE KOHTEKCTa, YTO HWHOI/IA MPEACTABISAIOT cOO0OW 3HaueHHs, OOpaTHbIC
npeaMeTHo-1orudeckoMy. OCOOCHHO JalIeKO OTXOMIAT OT IMPEeIMETHO-JIOTHYECKOTO 3HAYCHHUS
CJIOBA, TaK Ha3bIBa€Mbl€ NIEPEHOCHBIE 3HaUeHUs. TO, YTO U3BECTHO B JIMHTBUCTHKE KAaK MEPEHOC
3HA4YeHUsl (PAKTUYECKH SIBJIAETCS OTHOILEHHEM MEXAY ABYMs THUIIAMH JIEKCHUYECKMX 3HAYCHMM:
OJTHOTO W3 TPEIMETHO-JIOTHYECKUX 3HAUEHHH M KOHTEKCTYaJlbHOTO 3HAYCHMs, BO3ZHHUKIIETO B
CHJIy T€X WM WHBIX acCOLMATUBHBIX CBS3€H MEXIy IaHHBIMHU SIBICHUSMH OOBEKTUBHOU
nercTBuTeNbHOCTU. Tak, HarpuMep, B nipeaioxkeHun He is now in the sunset of his days cioBo
sunset, MPEAMETHO-JIOTMYECKOE 3HAYEHHWE KOTOpPOro — 3axX0jd COJIHIA, MpHOOpeTaer
KOHTEKCTYaJIbHOE 3HaUY€HHUE — KOHEII, MO3/IHsIsI Topa (3KU3HU).

O06a 3HaueHus, Kak U 00a TMOHATHUSA, COCYILIECTBYIOT B JaHHOM KoHTekcTe. O0a 3HaYeHHs
JIOCTAaTOYHO YETKO BOCIPUHHMMAIOTCS cO3HaHWeM. [IpeameTHo-noruueckoe 3Ha4eHUe BBIPAXKAET
o0miee MOHATHE 3axo/a COJHIA, KOHTEKCTYaJbHOE 3HAYEHUE BBIABIAET TOJBKO OJIUH U3
NPU3HAKOB O3TOrO TOHSTHS, a HMMEHHO, NPHU3HAK OKOHYaHMsA, KOHIA. OTHOIIEHUS MEXITy
IPEIMETHO-TIOTMYECKUM M KOHTEKCTYAJIbHBIM 3HAUCHHUSMU SBISIOTCS OJHUM W3 CPEJICTB
CO3J1aHUs 00Pa3HOrO NMPEACTABICHNUS O SBJICHUAX KU3HHU.

JlelicTBUTENPHO, B NPUBEACHHOM BBIIIE IpUMEpe CJIOBO sunset co3gaeT oOpaszHoe
npezcTaBieHre 00 aOCTPaKTHOM IMOHATUM KOHIL@A, OKOHuYaHHs. (CpaBHM BBIIIETPUBEACHHBIN
IPUMEp C €ro «IOrMYecKuM skBHUBajieHTOM» He is now rather old wim His life is coming to an
end). OTHOIIEHWE 3HAYCHHUH SIBISAETCS OOIICSI3BIKOBBIM CPEICTBOM OOOTAICHHS CIOBAPHOTO
cocTaBa s3blka. MHOrMe IMpeJMETHO-JOIMUYECKUE 3HAUEHMs CJIOB COBPEMEHHOTO AHIVIMHCKOrO
SA3bIKA SIBJSIFOTCS. PE3YJIbTaTOM IPOLIECCOB M3MEHEHHUS 3HAUCHUS, B OCHOBE KOTOPBIX JICKUT

B3aMMOJIEIICTBHE pa3HbIX TUIIOB JIEKCMUYECKUX 3HaueHUi. Hampumep, turnkey — Tropemiuk, to
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grasp — mnoHuMaTh, handle — pykosiTka u 1p. DTO OOMICA3BIKOBOE CPEACTBO OOpa3OBaHUS
HOBBIX CJIOB UCITIOJIB3YCTCA U KaK CTHJINCTUYCCKUN IIpUCM.

OTHoLIEHUS MCXKAY pPa3IMYHbIMA THUIIAMU JICKCHYCCKUX 3Ha‘IeHHﬁ, HCIIOJIb3YCMBIC B
CTHJTUCTHYECKHX IIETISIX, MOTYT OBITh pa3JIeJIeHbI Ha CIICIYIOIINE BHIBL:

- Figures ofco-occurrence:

Simile — a figure of speech which draws an imaginative comparison of two unlike objects
belonging to two different classes. The one which is compared is called the tenor, the one with
which it is compared, is called the vehicle.

Her face was as white as snow. She is as beautiful as a rose.

Play on words (pun) — ambiguity based on homonymy, paronymy or polisemy. It is produced
by the use of homonyms (words which sound or are spelt the same), paronyms (words which
sound or are spelt similarly) or two meanings of a polysemantic word. Play on words usually
brings about a humorous effect.

E. g. Seven days without water make one weak (week).

Zeugma — a figure in which one and the same verb is connected with two semantically
incompatible subjects or objects, or one adjective with two semantically incompatible nouns.
The resultant effect is humorous or ironical.

e.g. She possessed two false teeth and a sympathetic heart.

Paradox — 1)a seemingly self-contradictory statement, presenting a fact in a new light,2)a
statement that contradicts some assumed belief, a self-evident or proverbial truth.

e.g. There is only one thing in the world worse than being talked about, and that is not being
talked about [Wilde].

Oxymoron — a semantic opposition of two words, one of which is a modifier and the other is
modified. Oxymoron expresses internal contradiction of something or, sometimes, an opposition
of what is real to what is pretended.

« attribute and noun (cruel kindness, sweet sorrow),

* noun and noun (sweetness of pain),

* verb and noun (doomed to liberty),

* verb and adverbial modifier (nicely rotting),etc.

Antithesis — a semantic opposition of two homogeneous words or parallel syntactical structures.
Its purpose is to express contrast or confrontation of some notions or ideas. Cf. lexical antitheses
through thick and thin, to hunt for something high and low, syntactical antitheses: e.g. The
prodigal robs his heir, the miser robs himself. They are not beautiful: they are only decorated.

They are not clean: they are only shaved and starched [Shaw ].
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Synonymous repetition — the reiteration of a lexical meaning by means of synonyms. Synonyms
in a text are more often occasional (okkazuoHanbHble), than usual (y3yanbHble),i.e. they are
synonyms in parole (speech),but not necessarily synonyms in langue (language as a system of
signs). Therefore they were termed in text stylistics synonymous replacers (CHHOHHMBI-
3ameHuTeNn ),meaning words different in sound-form and similar in semantic features in a text
used for some reasons: to avoid monotonous repetition, to provide more emphasis or additional
shades of meaning.

E.g. The little boy was crying. It was the child's usual time for going to bed, but no one paid
attention to the kid.

- Figures based on syntactical arrangement of words, phrases, clauses sentences

Gradation (climax) — an arrangement of parallel words or statements in ascending scale of
importance or intensity.

e.g. Only a moment; a moment of strength, of romance, of glamour — of youth![Conrad ]

Bathos (anticlimax) — an arrangement of parallel words or statements in descending scale of
importance in an abrupt or ludicrous manner.

e.g. The explosion completely destroyed a church, two houses and a flowerpot.

Parallellism - syntactic repetition of structures proximate in a text, with similar syntactic
patterns, but different or partially different lexically.

Chiasmus — reversed syntactic repetition, by which the order of the words in the first structure
is reversed in the second.

e.g. He went to London, to Paris went she.

Suspense — amassing less important parts at the beginning, the main idea being withheld till the
end of a sentence, a paragraph or several paragraphs, so that the reader may be held in suspense.
The effect of suspense is achieved, for instance, in the famous poem «If » by R.Kipling, and the
following example: «Double on their steps, though they may, weave in and out of the myriad
corners of the city’s streets, return, go forward, back, from side to side, here, there, anywhere,
dodge, twist, wind, the central chamber where Death sits is reached inexorably at the end»
[Norris].

- Figures based on syntactical transposition of words

Parenthesis — an explanatory or qualifying comment inserted into the midst of a passage,
without being grammatically connected with it, and marked off by upright curves (),brackets
[],commas or dashes. Parentheses serve to supply additional information, evaluate what is said or

sometimes to create the second plane, the background, to the narrative.
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E.g. I have been accused of bad taste. This has disturbed me, not so much for my own sake
(since I am used to the slights and arrows of outrageous fortune) as for the sake of criticism in
general [Maugham].

Inversion — transposition of words so that they are out of their natural order with the view to
making one of them more conspicuous, more emphatic, as in «Wise was Solomony» for
«Solomon was wise.

Detachment — isolation of different members of the sentence by punctuation marks — commas,
dashes, dots (suspension points), or their unusual placement in a sentence for the purpose of
emphasis.

E. g. Ellen - How long he had not seen her.

Rhetorical question — 1) an emphatic affirmation in the form of a question (O, wind, / If winter
comes, can Spring be far behind? [Shelley]);

2) a question put to oneself by a character / narrator and answered in

some way (To be or not to be?... [Shakespeare])

- Figures entailing syntactical deficiency

Ellipsis — omission of one or both principal parts of the sentence (subject, predicate or part of a
predicate). It is characteristic of colloquial speech and serves to render a person's idiolect or their
attitude to some-thing, etc.

e. g. Where is he? — Out in the garden.

Aposiopesis — break in the narrative, leaving an utterance unfinished. Aposiopesis is suggestive
of agitation of the speaker, a sudden guess, etc. It is indicated by a dash or dots. E. g. My God! If
the police come — find me here — [Galsworthy].

Asyndeton (6eccoro3ue) — avoidance of conjunctions. It is often used for the purpose of
encompassing a lot of events or facts in one sentence, showing their simultaneity or close
connection, and thus speeding up the narration.

e.g. He ran upstairs, rummaged in the drawers, found the gun and rushed out into the cold night.

- Figures entailing syntactical redundancy

Repetition — recurrence of the same element (word, phrase, etc.) in a text, usually employed for
emphasis.

E.g.Oh,the dreary,dreary moorland!/Oh,the barren,barren shore![Tennyson |

Anaphora, anaphoric repetition — repetition of the first word or phrase in several successive
sentences, clauses or phrases.

e.g. My heart's in the Highlands, my heart is not here,/My heart's in the Highlands, a-chasing the
deer...[Burns |

Epiphora, epiphoric repetition — repetition of the concluding word, phrase, etc.
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e.g. Do all the good you can,/By all the means you can.../To all the people you can,/As long as
ever you can [Wasley ].

Anadiplosis (catch repetition) — repetition in the initial position of a word from the final
position of the preceding line or utterance.

e.g. Three fishers went sailing out into the West, /Out onto the West, as the sun went down
[Kingsley ].

Framing — repetition of words in the initial and final positions.

e.g. Adieu, adieu — I fly, adieu, /I vanish in the heaven's blue,/Adieu, adieu![Byron]
Polysyndeton — a marked repetition of a conjunction before each parallel phrase It is often used
for the sake of rhythm, to create a certain rhythmic pattern.

e.g. And the coach, and the coachman, and the horses, rattled ,and jangled, and whipped, and
cursed, and swore, and tumbled on together, till they came to the Golden Square [Dickens ].
Alliteration 1s a repetition of the same consonant at the beginning of neighbouring words or

accented syllables, e.g. Swiftly, swiftly, flew the ship, /Yet she sailed softly too...[Coleridge ].

3.2. Jlekuuu xe npedycmompeHul

3.3. JlaGopaTopHble 3aHATHUS

Ne Homep pazaena | Oobem,
n/n JUCIHUNIUHBI 4acoB
1 HMuTepnperanus XyA0:ecTBEHHOI0 TEKCTA B CHCTeMe JIMHTBHCTHYECKUX JHCITMIIIHH

3aga4uM ¥ MECTO Kypca HHTEPIPETALUNA TEKCTA CPEIA IPYTHUX
JTUCITUILIMH y4eOHOTo TUTaHa.

BsaumoneilicTBrue JaHHOM TUCHMILIMHEI CO CTUIIMCTHKOM

1.2. 4 AHTJIMICKOTO S3bIKa, OCOOCHHOCTAMH 1epeBojia. OCHOBHBIC
TCUCHMUS.

[ToHsITHE TMPUYECKOT0, TUPUKO-ITTUYECKOTO,

1.3. 6 JpaMaTu4ecKoro xaHpoB. JKaHpoBas IpUHAIEKHOCTD
XYJI0KECTBEHHBIX TEKCTOB M €€ 0COOCHHOCTH.

Tema 3anaTus

I1.1. 6

11 CTpyKTypa TeKcTa U ero 0CO0eHHOCTH

2.1. 6 OYHKIMH TOATHYECKON CTPYKTYPHI TEKCTa:
KOMMYHUKATHBHAs, KOTHUTHBHAsSI, DMOTHUBHAs,
nH(OopMaTHUBHAS.

2.2. 6 Oo6mmas Teopust o0paza. O6pa3 kak uHpopmanus. CTpyKkTypa
u GyHKIMH o0pasa.

2.3. [onsarue Gurypst peun. PUrypsl pedu, OCHOBaHHbIE Ha
JIEKCHUECKOM B3aHMOJICHCTBUH KOMIIOHCHTOB (CpaBHEHHE,
Urpa CJIoB, 3¢BrMa, OKCEOMOPOH | T.J1.). Durypsl peun,
OCHOBaHHBIC HA CHHTAKCHYECKOM B3aHMOJICHCTBUH
KOMITOHEHTOB (TpaJialiys, MapauiebHble KOHCTPYKIIHH,
CHHTAKCHUYECKUI MOBTOP ¥ Ap.). DUTYpHI peyur, OCHOBaHHbIC
Ha CHHTAKCHYECKOM CMEIIIEHHH KOMIOHEHTOB (BBOHBIC
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CJIOBa, UHBEPCHSI, pUTOPHUCCKUHN BOTIPOC U Ap.). Durypsl
peur, OCHOBAHHBLIC HA CHUHTAKCUYECKOU HCITOJIHOLICHHOCTHU
Y4aCTHUKOB (JUIMIICUC, aCUHIETOH, yMOI4aHue). Gurypsl
peunr, OCHOBAHHBIC HA CHUHTAKCUYECKOU I/I36I>ITO‘-IHOCTI/I
(TTOBTOP, MOJIMCHUHIETOH, AJUTUTEPALIHS).

Uroro: 36

3.4. llpakTu4eckue 3aHATHS He NPedyCMOMPEHbl

3.5.CamocrosiTesibHAasA padoTa CTyIeHTa
CamocrosiTenbHas paboTa CTYyJEHTOB BKJIIOYaeT B CeOSl YTEHHE PEKOMEHIOBAHHON

JTUTEPATyphl, €€ pedepupoBaHUe, a TAKXKE MOAOOP M aHAIM3 TEKCTOB, B KOTOPHIX Hambosee
YCTKO MPCACTABJICHBI M3YYdCMbIC KaTCrOpHUU. AKTHBHasg caMOCTOSITEIbHAs pa60Ta CTYACHTOB
SIBIISIETCS. OJTHOM U3 MPEANOCHUIOK 3P(EKTUBHOTO YCBOCHHUS TEOPETUYECKOTO M MPAKTUYECKOTO
Marepuaia ¥ pPa3BUTHs TBOPYECKOTO MOJAXOAa K y4eOHOMY Tporieccy, HeoOXOIMMOMY ISt
Oymymero mpenofasareis. s caMOCTOSITEIbHON IOATOTOBKM K WTOTOBOW aTTECTAIMU
CTYACHTaM TpEeUIaraeTcsi CIUCOK CIEIHUAIbHBIX BOMPOCOB IO OTICIBHBIM TPOOJIEMHBIM
BOIIPpOCaM KypcCa U CIIMCOK JIUTCPATYPhI AJId UX IMOATOTOBKH. Kpr npeanojaract BBIIIOJIHCHUC
CTYACHTAMU KOJUICKTHBHBIX TPOCKTOB B MLCIAX BBIpa6OTKI/I MPAKTUYCCKUX HABBIKOB
CTHJIUCTHYECKOTO aHajM3a TEKCTOB, IMOATOTOBKY JOKJIAIOB IO OTIEIBHBIM TEOPETUYCCKUM

BOIIPOCAM.

Matrepnan I CaMOCTOATEJIBLHOM padoThI

I. Sosnovskaya V.B. Analytical Reading. M., 1974

1. Language the Medium of Literature, (p 5-9)

2. Meanings of Linguistic Units

a) denotative Meaning of a Word

b) connotative Meaning of a Word (p 9-11)

3. Verbal and Supraverbal Layers of the Literary Text (p 25-27)
4. Principles of Poetic Structure (p 25-32)

5. Components of Poetic Structure (Literary Image, Theme and Idea Plot Structure Composition)
(p 34-41)

6. Style in Imaginative Literature (p 70-74)

IT Kyxapenko B.A. UaTepnperanus tekcra. JI., 1979

1. O6pa3nas npupoza xyaoxxectseHHoro Tekcra (cTp. 12-52)

2. Tunsl uznoxenus (crp. 65-92)

3. DKCITUIUTHOCTh-UMILUTHIIUTHOCTD (p 92-112)
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1. Kyxapenko B.A. UnuTepnperauus Tekcra. JI., 1979

TekeTsl 11 CAMOCTOATEILHON HHTEPIPETAluH

—

. Cronin A.J. The Citadel (p. 76-78)

. Cronin A.J. Shannon's Way Chapter [X.

. Dickens Ch. Little Don-it

. Dreiser Th. Jennie Gerhardt (p. 69-71).

. Durrel G. A Bushel of Learning (School Stories)

. Galsworthy J. In Chancery part 3. Ch. 12 (p.243-245)
. Galsworthy J. The Man of Property (Irene's Return)

O 0 I N »n B~ W DN

. Hemingway E. (stories) Cat in the Rain, A Canary for One
10. Kipling R.Lispeth (Short Stories)

11.Kipling R. The Gardener (p.336-337)

12-Kipling R.The Gardener (p.334-336) (Short Stories)

13. Mansfield C. Sixpence

14. Maugham, W.S. The Moon and Sixpence Ch.39 (p.109-112)
15. Maugham, W.S. The Moon and Sixpence (p.43-45)

16. Maugham, W.S. The Razor's Edge. Ch.5

17. O.Henry. The Last Leaf.

18. Priestley, J.B. Angel Pavement (p. 32-34),

(p. 69-71) (p.88-90) (p.133-134)

19. Thackeray, W. Vanity Fair (part I, Ch. IX) Family Portraits
20. Thackeray W Vanity Fair (A Rescue and a Catastrophe)

. Caldwell E. (stories) Wild Flowers (Sosnovskaya Analytical Reading) (p.130-136)

Paznen Ne TpyaoeMKkocTh
A Bupg CPC pya
THCIUTLIHHBI n/n , 4aCOB
1.1. | TlogrotoBka kK ceMrUHapCKOMY 3aHATHIO. Hanmncanue pedepara 10
Pazgen 1 1.2. | TlogroToBka K ceMHHApCKOMY 3aHATHIO. Hancanue pedepara 10
1.3. | IoarotoBka kK ceMruHapcKOMY 3aHaTHIO. Hamrcanue pedepara 10
21 IToaroroBka Kk ceMHUHApCKOMY 3aHATHIO. DUITIOIIOTUUECKUN aHaAIU3 10
’ TIPEJUI0KEHHOT0 TeKCTa
Paznen 2 v
29 [ToxroToBka kK CEMHHAPCKOMY 3aHATHIO. DIIONOTHYSCKIN aHaN3 10
" | IpennoKEHHOro TeKCTa
23 [TonroToBKa K CEMHHAPCKOMY 3aHATHIO. CTHIINCTHYCCKUIN aHAIN3 12
" | IpeAsoKEHHOro TEKCTa.
72

HNroro:
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3.6. lomaninHue 3a1aHKsl, TANIOBbIE PacyeThl U T.II.

l.
2.

S kW

10.

11.

12.

13.
14.

15.

(98]

TexcT Kak NpEeaAMET U3YUYCHUSI CTUIIMCTUKH.

Kanp. [ToHsTHE TMPHUYECKOTO, TUPUKO-3TTHYECKOTO0, IPAMATUIECKOTO KAHPOB.
Kanposas
MIPUHAIICKHOCTD XYy/I0’KECTBEHHBIX TEKCTOB U €€ 0COOCHHOCTH.
O06pa3 xak uHpoOpmMaLusl.
[TosTnyeckas cTpykTypa TEKCTa.
CriocoObI aHaIM3a XyI0KECTBEHHOTO TEKCTA.
BeIpa3zuTtenbHbIe CpEICTBA A3bIKA U CTUIMCTHYECKUE TprueMbl. Hopma u OTKIIOHEHue OT
HOPMBI
Tpormsl.
XyIooKECTBEHHAs I€TAIIb.
JleHOTaTMBHOE M KOHHOTATUBHOE 3HAYCHHUE.
OMOLMOHAIbHAsA, OLIEHOYHAs1, SKCIIPECCUBHAS M CTHJINCTUYECKAs] COCTABIISFOIINE
KOHHOTAIlUU
CoBwMmeleHre 3MOLUOHATBHOM, SKCIIPECCUBHOM, OLIEHOYHOM U CTUITUCTUYECKOMN
KOHHOTAIHI
KorepeHTHOCTH (KOT€31s) — OCHOBHOM MPU3HAK TECHOW B3aMMOCBSI3U COCTABJISIONINX
TEKCTa.
CpencTBa CHHTaKCUYECKOM CBS3U

(DI/Il"ypI)I p€4Hr, OCHOBAHHBLIC HA JICKCUYCCKOM B3aPIMO,Z[eI>'ICTBI/IPI KOMIIOHCHTOB

q)I/IprBI pc4ur, OCHOBAHHBIC HAa CHUHTAKCHUYCCKOM B3aUMOJCHCTBUM KOMIIOHEHTOB
(DI/IprI)I pE€4Hr, OCHOBAHHBIC HA CHHTAKCUYCCKOM CMCIICHUN KOMIIOHCHTOB
(DI/IprI)I p€uHr, OCHOBAHHBLIC HA CHHTAKCHYCCKOU HCEIOJIHOUCHHOCTU YYaCTHUKOB

@urypsl peun, OCHOBaHHbIE HA CHHTAKCUYECKOH N30BITOUHOCTH

3.7. IlpumepHasi TeMaTUKa pedgepaToB, NOKJIA10B M KOHTPOJBHBIX padoT

1. 3agauu ¥ CBSI3b UHTEPIIPETAIINU TEKCTA C APYTUMH JUCIUTUTMHAMM.

2. Teopus TEKCTa U pa3IMyYHbIE ONPEACICHNS TEPMUHA «TeKCT». DYHKIINU TEKCTA.

3. Tunbl TekcToB. TEKCT Kak 1eI0CTHAs CTPYKTYpa.

4. DCcTeTUYECKUE TPUHIIUIBI MOATUYECKON CTPYKTYPBI TEKCTA.

5. KOMITIOHEHTBI MOATUYECKOM CTPYKTYPBhI TEKCTA.
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6. OO6miee moHATHE 00 YPOBHSAX TEKCTA U UX B3aUMOJICHCTBUIM.

7. KoMmo3uius Xy 105K€CTBEHHOTO TEKCTa.

8. [IpuHUHUITBI TOCTPOEHUS XY0KECTBEHHOTO TEKCTA.

9. Teopus ob6paza. CtpykTypa oopasza. dyHkiuu odpasza.

10. XynoxectBeHnas netayib. Oynkuun netanu. CBs3b A€TaIM C BEAYIICH Uaeel TeKCTa.
11. Mukpo — Makpo 3JIeMEHTHI Xy10)KECTBEHHOTO ITpou3BeieHus. VX B3aMMOCBSI3b U CTPYKTYpa.
12. Pa3znuuHble TEOpUHU U ONIPENEIEHHS] KOHTEKCTA.

13. Tunbl KOHTEKCTOB. MUKPO — MaKpO KOHTEKCT.

14. Umnmukanus 1 moaTekcT. [ TyOMHHBIN YpOBEHBb TEKCTAa KaK HCTOYHHK UMIUTUKAIIAH.
15. Pa3nuyuHble TUMBI BBIABIKEHUS: 3(PPEKT 0OMaHyTOr0 OKUIAHUS.

16. KonBepreHus Kak THI BbIABUKEHUSI.

17. Pa3znuunble MOAXOAbI K Mpo0OJieMe HHTEPIPETALMU XYA0KECTBEHHOT'O TPOU3BEICHUS.
18. ApXUTEKTOHHKA XYI0AKECTBEHHOT'O MPOX3BEICHMUSI.

19. Teopust TOUKHM 3peHHUs IOBECTBOBAHMUSI.

20. Crioco0bl BBEICHUS aBTOPCKOM peur ¥ peur NepCOHaKEH.

21. He cobcTBeHHO - TIpsiMasi pedb. BHyTpeHHMIT MOHOJIOT.

22. Touka 3peHust TOBECTBOBAHUSI.

3.7. KypcoBble paGoThbl 10 JMCHUILIMHE He npedycMOmpenbl

4.©0PMbI KOHTPOJIAA OCBOEHUSA JUCIHUIIJINHBI

Texywan ammecmauyus cnmyoeHmos npou3eo0Umcst 1IeKmMopom u npenoodasamenem), 6e0yuum u
npakmu4ecKue 3aHAmust N0 OUCYUNIUHE 6 CLEeOYIOUUX POPMAX:
e mecmupoganue;
®  AHANU3 XYOOIHCECMBEHHBIX MEKCMO8
®  OMOENbHO OYEHUBAIOMCS TUYHOCTIHBLE KAYECMEA CIYOeHMA (AKKYPAmHOCHb,
UCNOTIHUMENbHOCIb, UHUYUAIMUBHOCTb) — paboma y 00CKU, C80eBPEMEHHAsL COaua
Mecmos U NUCbMEHHbIX OOMAUHUX 3A0AHULL.
Pybescnas ammecmayusn cmyoenmos npou3eo0umcsi N0 OKOHYAHUU MOOYJISL 8 CLe0VIOUWUX
Gopmax:
e mecmuposganue;
o punonocuneckuli aHAIU3 XYO0HCECMBEHHO20 NPOU3BEOCHUS,
Ipomescymounvtit KORMPOIL NO PE3YTLMAMAM CeMECmPa NO OUCYUNTUHE NPOXOOUM & (popme
3auema (sKnouaem 6 cebsi omeem Ha meopemuiecKue 60NpoCsl U peuleHue 3a0ay) oo 6
CoOuemaHuu pasnuyHelx Gopm (KOMNLIOMEPHO20 MECMUPOBAHUSL, PEUEeHUsl 3a0ay U np.)

3agaHus 1J1s1 IPOMEKYTOYHOT0 KOHTPOJIA:

EXERCISES
Ex.1. Read the following passages and speak about the ideas expressed in them:
1. “..In his later novels. Hardy came into conflict with Victorian morality by treating with
compassion characters who questioned accepted standards. Scenes were cut from his
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story of a girl with an illegitimate child (“Tess of the d’Urbervilles”) and a couple living
together without being married (“Jude the Obscure”) and the novels aroused much
criticism”.

“...Shaw realized that he could use his talent as a dramatist to make people think about
the social problems which concerned him. He began to write more plays and developed
an impudent, irreverent and witty style, which became extremely successful. He called
these his Plays Pleasant. “Arms and the Man” is included into this category. In it Shaw
satirizes the false romantic view of love and war. He wrote these popular plays to provide
the income to enable him to write other plays. These other plays were intended to make
society face-facts about it, and point out society's complicity in its own evils. He called
these his Plays Unpleasant”.

“..The complex relation between modem men and women find their way also into
Margaret Drabble’s fiction, who writes from a feminine viewpoint. She deliberately
presents her theme within the framework of a conventional novel; she likes what she calls
“a good traditional tale”. Margaret Drabble writes about young women who not merely
attractive, intelligent and educated, but also sharply observant. Her heroines are all
mothers, and their involvement with their children cuts sharply across their concern with
a career and their desire for emotional freedom. During their painful searchings and
struggle they reveal the contradictory psychological make-up that Margaret thinks is
characteristic of Modem British women ...”

Ex.2. Render the following:

1.

Ex.

“ITo cBouMm xaHpoBbIM mpu3HakaMm «JlomOu u ceiH» (1848) sBuseTcss coluanbHO-
MICUXOJIOTHYECKUM PEATUCTUYECKUM poMaHoM. BriepBrie J[MKKEHCY yIalioch HApUCOBaTh
TaKyl0 00BEMHYIO XYy/I0)KECTBEHHYIO ITAHOPAMy BCEW BUKTOPHUAHCKOW AHTIIMU, CO3/1aTh
Takue SIPKHE THIHWYHBIC XapakTepbl. B poMaHe MpeacTaBlIeHbl MOYTH BCE KIACCHI
AHTJIMICKOTO OO0IIecTBa TOro mepuoja. PUCys MOHyMEHTaabHBI 00pa3 HYOIMOpHOTO,
CIIECHBOTO, YBAHIMBOTO nestenss CUTH — OJHOTO M3 HEKOPOHOBAHHBIX KOPOJIEH
bpurtanckoit mmnepun — MEHUCTpA JJoMOH, aBTOp MPOTHUBOTIOCTABIISIET €My JIFOJIeH Tpyaa
— mammHucTa Ty, ero xkeny, kopmunuiy Ilons — ceiHa JlomOu. OTO cepieuHsle,
0JiaropoJiHbIe, CAaMOOTBEP)KEHHBIE JIFO/IU; TYIIEBHOCTb, COCTPaJaHKe, HCKPEHHOCTb — BOT
YTO XapakTepusyeT keHy Tymuis, 3aMeHuBIIYX0 ManeHbkomy Ilomo mate. Hamporus
toro, JlomOu, ..., sBIsSeTCS OJUIETBOPEHHEM Oe3ylivs, AYHIEBHOTO XOJIOAA,
Oeccepaeuns.”
“Kputnueckre MOTUBBI 00Jiee TTOUYEPKHYTHI B pOMaHe «YJUIla AHTeENay, MOSBUBIIEMCS
B 1930 r. B paszrap MHpPOBOTO YKOHOMHYECKOTO KpU3Hca. 37eCh NoKa3aHa OOIeCTBEHHA
0o0CTaHOBKAa B OXBAu€HHON Kpu3ucoM AHIJIMHM, CTaBUTCA pAJ BOMPOCOB, OCTPO
BOJIHOBAaBIIMX B T€ TOJbl BceX aHMM4yaH. Bce ke B 3Tom pomane nucarens (/1.b.
[Ipuctnu) ymopHO CcTpeMHUTCS OOOWTH  HM300paXCHHUE MPUYWH, TOPOJAMBIIMX
0e3paboTHILY, BHI3BABIIHNX TSKEIBIC CTPATAHUS THICSY JIOCH .
3. Use the following points as guidelines for your analysis of the story by H. Munro
“Mrs. Packletide’s Tiger”.
What is the time, place and the setting of the story? 2. Give the summary of the story. 3.
How many logically complete parts does the story fall into? Give a brief summary of
each part. Suggest possible titles for each part. 4. Speak of the text stating whether it
presents a description, an account of events, name all of them. 5. What is the general slant
of the story? Is it satirical, humorous, pathetic, and unemotional? How can you prove it?
6. Speak on the structure of the story. Find the exposition, climax, denouement of the
story. Quote the sentences, which express the climax of the story. 7. What is the author's
method of describing Mrs. Packletide? Speak about .the author’s attitude towards the
character. What traits of human nature does the author ridicule in the story? 9. Sum up
your opinion of the story. 10. What do you know about the author's background? What do
you know about the author’s literary career?
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3agaHus M0 NPEAI0KEHHBIM TEKCTaM:

Assignments for Stylistic Analysis:
- Read the story; speak about your first impression of it.
- Point out the compositional parts: the exposition, the story, the climax, the denouement. Give a

title to each part.
- Speak on the subject-matter and the idea of the story.
- Analyse the structure of the story.
- What characters of the novel are described in the passage and what does the reader learn about
them?
- Who are the major and minor character/s? Describe them shortly.
- What impression do you get from the protagonist? Discuss his/her character and his/her views
as they are revealed through his/her speech. Describe the protagonist’s state of hopelessness and
frustration.
- What SD is used by the author?
- Find cases of periphrasis in her speech and speak of their function.
- Discuss she attitude towards the situation, comment on lexical and phonetic EMs and SDs used
in her speech and speak of the effect achieved through the use of these devices.
- Pick out various types of metaphors and comment on their stylistic effect.
- Comment on the meaning and stylistic peculiarities of some lines.
- Dwell on the implication suggested by the author.
- Pick out epithets, state their types and structure and speak on their stylistic function.
- Speak on the scene and the characters introduced in the excerpt and SDs used to describe them.
- Find various forms of repetition in the author's narration: the repetition of a sound (alliteration);
of a conjunction (polysyndeton); of a notional word; of a syntactical pattern (parallelism) and
speak on the role of repetition in the structure of a paragraph.
- Comment on the different ways author manipulates with the remarks of the characters.
- Summing up the analysis of the chapter pick out all passages where the author's ironic or
sarcastic attitude towards high society and its corrupt morality is acutely felt and analyse the
main SDs used to achieve this effect.
- Summing up the analysis of the chapter/extract/passage/story, speak on the allegoric character

of the story and on various SDs used to make the particular effect.
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@DOH/IbI OLIEHOYHBIX CPEJICTB, BKIIOYAIOIINE TUIIOBBIC 33/1aHUS, TECThI U METO/bI KOHTPOJIS,
MTO3BOJIIONTHE OIleHUTH PO 1Mo TaHHOM NUCITUIIIMHE, BKIIFOYEHBI B cocTaB Y MK mucHUIIIIMHEL 1
nepeunciensl B [Ipuioxxenun 4.

Kputepun onieHnBanus, epedeHb KOHTPOIbHBIX TOUEK M TAOIMIIA TUTAHUPOBAHUS
pe3ynbraToB 00y4yenust npuBezcHsl B [Ipunoxenusx 4 u 5 k Paboueit mporpamme.

5. YAEBHO-METOJUYECKOE U THO®OPMAIIMOHHOE OFECIIEYEHUE
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2. baxtua M.M. Onoc u pomasn. - M, 2000

. bonorosa H. C. ®unonornyeckuii ananu3 tekcra. — Tomck, 2001.
. 'anpniepun U.P. UndopmatuBHOCTS euHuUI si3biKa. -M., 2000 (miepens.)

3
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5. Tanpniepun W.P. Ouepku mo CTHIIMCTUKE aHTJIMMCKOTO s3bIKa.-M., 1958.
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16.1Tanckuit H.M., Maxmyznos II.A. ®unonornyeckuii ananuz. — CII6., 2002

17.Akhmanova O.S. Linguostylistics. Theory and Method. M., 1969

18.Galperin I.R. An Essay in Stylistic analysis. M., 1978

19.Korkin A. The Technique of Stylistic Analysis. M., 1970

20.Kukharenko V.A. Seminars in Style. M., 1971
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0) JonmosiHuTeIbHASA JJUTEPATYpPa
1. Amxuesa Y.10., 'apamoBa B.A. Meronuueckas pa3paboTKa 1o MHTEpHpeTaluu
XyJI0KECTBEHHOT 0 TeKcTa.- Maxaukana, 2002.
2. Amxuesa Y.10., Maramaapos P.11. u np. MeTtonuueckas pa3paboTka 1o  (QpuIoIorudyeckoMy
aHanu3y Tekcra.- Maxaukana, 2003.
3. bapannaukoBa T.b. O0y4aromue TECThI IO CTUIMCTUKE aHTJIMMCKOTO — si3bIKa. - Maxadkana,
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4. Bunokyp T.I'. 3akOHOMEPHOCTH CTUIIMCTUYECKOTO UCIOJIb30BAHUS SA3bIKOBBIX €AUHUIIL. - M.,
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5. Haep B.JI. K onucanuto (yHKIIMOHATEHO-CTUIIEBON CHCTEMBI COBPEMEHHOTO aHTJIMHACKOTO
si3pIKa. // JIMHTBOCTUIIMYECKHE 0COOCHHOCTH HaydHOTO TeKcTa. - M., 1981,¢.3-13.
7. Haep B.JI. KoHCnieKT JeKIMiA MO CTHIIMCTHKE aHTJIMMCKOTO si3bIKa (Crienkypc: S3bIK Ta3eThl
KaK (PyHKIIMOHAJBHBIN CTHIIB). - M., 1976.

8. OpnoB I'.A. CoBpemeHnHas aHrauiickas peus. - M., 2003.

B) IporpamMMHoe odecnieyeHue, MHTepHeT-pecypcehl, 31eKTPOHHBIE O0M0JIMOTEYHbIE
cucrembl: http:www.edu.ru/

6. MATEPUAJIBHO-TEXHUYECKOE OBECHIEYEHUE JTUCIUIIJIMHbI

1. JleknuoHHELIE 3aHATHSA:
a. KOMIUICKT 3JIEKTPOHHBIX MPE3CHTAINI/CIIaiI0B, BUE0-YPOKOB

b. aymguropus (Ne 203,107,414), ocHameHHas Tpe3eHTAIMOHHON
TEXHUKOU (IIPOEKTOP, IKPaH, KOMIBIOTEP/HOYTOYK, HHTEPAKTUBHAS
JIOCKQ).

2. JlabGopaTopHble 3aHATHUSA:
a. KommbroTepHbIi Ki1acce (Ne 107,210);

b. mpe3eHTaMOHHAS TeXHUKA (ITPOEKTOP, IKpaH, KOMITBIOTEP/HOYTOYK
WHTEpPAKTUBHAS JJOCKA);

c. maketsl [10 obmiero HazHadeHHs! (TEKCTOBBIE PEIaKTOPHI,
rpadudecKue peaaKkTophl,)

d. mrm.
3. IIpouee:

a. pabodee MeCTO NpernogaBaTelis, OCHAIEHHOE KOMIIBIOTEPOM C
noctynom B MHTEpHET;

b. paboume mecTa CTyJEHTOB, OCHAILIEHHBIE KOMIIBIOTEPAMHU C JOCTYIIOM
B MHTEepHeT, IpeIHa3HaYeHHBIE /U1l pAOOTHI B DIICKTPOHHOMN
00pasoBaTenbHOH cpele.
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IIpniaoxenne 1
K pado4eil mporpaMmme I CIUANINHbBI
«HTepnpeTanus Xy10:KeCTBEHHOI0 TEKCTA)

AHHOTAIUA K padoyeii nporpamMme

JUCHUIINHBI « MHTepnpeTalus Xy10KeCTBEHHOI'0 TEKCTA»

Hucnunnuna  «/HTeprnperanus TEKCTa» OTHOCUTCS K  BApUAaTHMBHOM  4acTH
npodeccuonanbroro mukia (b3./1B8). ducnuniuna peanmsyercs Ha (aKyabTeTe MHOCTPAHHBIX
s3pik0B @I'BOY I'TIY kadenpoit aHrmMACKON (QUIOIOTHH U TIpeycMaTpUBaeT puoOpeTeHue
HAaBBIKOB aHAJIN3a XYA0KECTBEHHOTO TEKCTA B PAMKax Kypca.

st ocBoenust nucuMIUIUHbL «IHTEpIpeTaus TeKCTay CTYJIEHTHI UCIOIb3YIOT 3HAHMUS,
YMEHHMsI, HaBBIKM, CGOPMUPOBAHHBIE B XOA€ M3yUeHHUS JUCHUIUIMHBI «BBegeHue B
sa3bIKO3HaHue», «lIpakTuka ycTHOW W mHCbMEHHOW peun», «lIpaktudeckas QoHeTukay,
«[IpakTrnyeckas rpammaTtuka» «Teopernueckas GpoHeTHKa», «JIekcukomorusy, «TeopeTndeckas
rpaMmaTuka», «CTUIUCTUKa», «Teopus U MpaKTUKa MepEeBOIay.

OcBoenune nucuMIUIMHbl «HTEpIpeTanus TeKCTay SBISICTCS HEOOXOIUMON OCHOBOM ISt
MOCJIEAYIOEr0 M3y4YeHUs AMCLUUIUIMH 0 BBIOOPY CTYAEHTA, MPH HANMUCAHUU BBITYCKHBIX
KBaJIM()UKAIIMOHHBIX pabOT U MOJATOTOBKE K HTOTOBOW aTTECTALIUU.

[Iporiecc wm3ydeHUs AUCHUIUIMHBI HampaBieH Ha (OpPMHUpOBaHHE — CIEIYIOIIUX
komrerennmii:  (CK-1 ,CK-2). CopepxaHue AWCIUIUIMHBI OXBaThIBA€T KPYr BOIPOCOB,
CBSI3aHHBIX C (OPMHUPOBAHMEM IPEICTABICHUN O POCCUHCKUX U 3apyOEkKHBIX TEOPHUSX B
o0JyacTu U3y4eHUs TEKCTa, U3yUY€HUE OCHOBHBIX KaTerOpuil TEKCTa C yYETOM Pa3INdHbIX TEOpUi
B JIMHIBUCTUKE; W3Y4YCHUE MPUHIUIIOB THUIOJOTHMU TEKCTOB U TUIIOB TEKCTOB B Pa3IUYHBIX
(GYHKIIMOHAIBHBIX CTWISIX; H3YYEHHE OCHOBHBIX IIOJXOJI0B K HMHTEpIpEeTalud TeKCTa
AHIJIOSI3BIYHOM T'a3eTHOM JIEKCMKHM M QHAJIM30M Ta3eTHBIX TECTOB, @ TAK)KE UX MHTEPIPETALHNH.
[IpenogaBanye MUCHUIUIMHBI MpeAycMaTpUBaeT cieayronire (Gopmbl OopraHU3aluu y4eOHOTO
npolecca: (npakxmuieckue 3aHaAmusl, 1a60pamopHble 3aHAMUSA, KOHCYIbMAayul, MmblOmopcmeo).

[IporpamMmoii TUCIUILTUHBI IPETYCMOTPEHBI CIISYIOUIHE BUIBI KOHTPOJIS:
® TEKYIIUI KOHTPOJIb YCIIEBAEMOCTH B (JOpPME TECTHPOBAHNS;
e pyOEXHBIH KOHTPOJIb B (hOpME TECTUPOBAHUS WIIK KOHTPOJIBHOMN paboThI;

® HTOroBas arrecraumsa — 3a4cT.

OO6mas TpyAOEMKOCTh OCBOCHHS JMCIUIUIMHBI COCTABISIET 3 3adeTHhle eauHuIbl, 108
yacoB. [IporpamMmoii TUCHUIUIMHBI MPEAYCMOTpPEHBI 1abopatopubie (36 uacos) 3ansatus u (36
4aco8) CaMOCTOSITeNIbHAs paboTa CTYIEHTOB.

25



IIpunioxenne 2
K pado4eil mporpaMmme I CIUANINHbBI
«HTepnpeTanus Xy10:KeCTBEHHOI0 TEKCTA)

TEXHOJIOI'UX 1 ®OPMbI TIPETIOJIABAHUSA
PexomMeHIa MK 110 OPraHHU3AIMHA U TEXHOJIOTHAM 00YYeHH S JJIA MPenoJaBareis

I. Oo0pa3oBaTe/ibHbIE TEXHOJIOTUH
[IpenogaBanue MUCIUTUIMHBI BEACTCS C IPUMEHEHUEM CIIEAYIONUX BHIOB 00Pa30BaTEIbHBIX
TEeXHOJIOTHH: (Hanpumep)
HNudopMannoHHBbIEe TEXHOJOTHHU: HCIIOJIB30BaHHUE AIIEKTPOHHBIX 00pPa30BaTEIbHBIX PECYPCOB
(9MIEKTPOHHBIN KOHCIIEKT, Pa3MEIIEHHBIN B JIOKAIBHOU cucTeMe Kadeapsl U (haKyabTeTa) mpu
MOJITOTOBKE K JIEKIUSAM U MPAKTHUECKUM 3aHSITUSIM.
Pabora B KoMaH/e: COBMeCTHasi paboTa CTYJEHTOB B IPYIIE MPHU BHIMOIHEHUH MTPAKTHYECKUX
3a/laHui, BBIIOJIHEHUH TPYIIIOBBIX JOMAITHUX 3aJaHuil 1Mo pazaeny 2 « Mnmepnpemayus
Xy 0024CeCMBEHHO20 MEKCMA».
Jle;10BBIE H PoJieBbIe HTPbI: POJIEBAs UMHUTALUS CTYyIEHTAMU PealbHOI NMPpodheccHoHaIbHOM
JESTENIbHOCTH C BBITIOJTHEHUEM (DYHKIIMU CIIEIUAIHUCTOB.
IIpo6semHOe 00yUeHne: CTUMYIUPOBAHUE CTYICHTOB K CAMOCTOSTEIbHOMY MTPHOOPETEHUIO
3HAHUU, HEOOXOAUMBIX JUISl pEIICHHUSI KOHKPETHOM MPOOIeMBI.
OOyuyeHNne HA OCHOBE ONBITA: AKTHBH3ALlMs TO3HABATEILHOM JESITEIbHOCTH CTYACHTA 32 CUET
accolMaluy U COOCTBEHHOT'O OIbITA C MIPEIMETOM U3yUEHHUSI.
Onepexawias caMoCTosITeJIbHAsi padoTa: U3y4eHUE CTYIEHTAMU HOBOTO MaTepuaa 0 ero
U3YYEHHUS B XOJ€ AyAUTOPHBIX 3aHITH.

II. Buabl u copepxanne ydeOHbIX 3aHATHH

Paznen 1. UuTepnperanms Xy/10:KeCTBEHHOI0 TEKCTA B CHCTeMe JJUHIBUCTHYECKUX
AMCUMILIAH

Teopernueckne 3aHATHA (JIEKIMH) — HE IIPEAYCMOTPEHBI
JlabopaTopHble 3ansiTust 16 4acos.

3ausartue 1.1. Keiic-uemoo
3ausrue 1.2. Tpenune
3ausarue 1.3. Kevic-memoo

YupasieHue caMOCTOATEJILHOM padoToil CTyIeHTa

CamocrosiTennbHass paboTa SIBISETCS OJHUM W3 OCHOBHBIX HMHCTPYMCHTOB Y4U€OHBIX
SaHHTI/Iﬁ CTyI[@HTOB B By3e: [S230) HpOHI/ISaHBI BCC€ 3BCHbBA y‘ICGHO-BOCHHTaTG.HBHOI‘O HpOHGCC@.;
I/I3Y‘-ICHI/IC HpOI‘paMMHOFO MaTepHana 110 y‘IG6HPIK3.M 148 COOTBCTCTBYIOI_]_[I/IM HCTOYHHKAM,
MOATOTOBKA K CEeMHHapaM, HamucaHue pedepaToB W JIOKJIAJOB, Clada dK3aMEHOB W 3a4€TOB.
BaxxHOl 4acThi0O CaMOCTOATENHLHONW pal0OThl CTYJAEHTa SBJISETCS €ro TOJArOTOBKa K
HpaKTI/I‘IeCKI/IM 3aHATUAM. Ha ceMHHape OH JOJDKEH CaMOCTOSTCIIBHO aHaJII/I3I/IpOBaTB

BBICTYIUUICHUS OJHOIPYINITHUKOB, TBOPYCCKU CTPOUTH CBOC BBICTYIIJICHUC.
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B mpormecce MOATOTOBKM K CEMHHApy PEKOMEHAYETCs OOpaTHTh BHHUMAaHUE Ha PAA
MOMEHTOB: a) TpexXIe BCero,  cjieayeT O3HAKOMUTHCS C IUIAHOM U METOAWYECKHMHU
peKOMEHAAUAMHU 1O Teme; 0) MpouuTaTh COOTBETCTBYIOUIMM pazziesl y4eOHOro MocoOus; B)
U3YyYUTh M 3aKOHCIIEKTHPOBATh PEKOMEHIYEMYIO JIUTEeparypy; T) YTOUHHUTH II0 CIIOBAPIO
HE3HAKOMBIE TEPMHUHBI U TIOHSTHSL.

YnpaxxHeHus AJ151 CAMOCTOSATEILHON padoThI CTYJIEHTOB

Exercise 1. Name the types of narrators in the following extracts:

a. She had never even been to Doane's Mill until after her father and mother died, though
six or eight times a year she went to town on Saturday, in the wagon, in a mail-order dress
and her bare feet flat in the wagon bed and her shoes wrapped in a piece of paper beside
her on the seat.{Faulkner |

b. At home I was the darling of my aunt, the tenderly-beloved of my father, the pet and
plaything of the old domestics, the «young master » of the farm-labourers, before whom I
played many a lordly antic, assuming a sort of authority which sat oddly enough, I doubt
not, on such baby as [ was [Gaskell ].

c.When Maisie Foster was a child her mother sent her to one of those Edwardian villa
private schools where, for a few guineas a term, she could be sure of a kind of exclusive
but wholly inadequate education that commoner children were denied /Bates].

Exercise 2. Analyze the following abstracts paying special attention to the functions

performed by figures of speech:

1. A dead leaf fell in Soapy’s lap. That was Lack Frosts card. Jack is kind to the regular
denizens of Madison Square, and gives fair warning of his annual call. At the corners of
four streets he hands his pasteboard to the North Wind, footman of the mansion of All
Outdoors, so that the inhabitants thereof may make ready (O’Henry. The Cop and the
Anthem).

2. On the opposite side of the street was a restaurant of no great pretensions. It catered to large
appetites and modest purses. Its crockery and atmosphere were thick; its soup and napery thin.
Into this place Soapy took his accusive shoes and telltale trousers without challenge. At a
table he sat and consumed beefsteak, flapjacks, doughnuts and pie. And then to the waiter he
betrayed the fact that the minutest coin and himself were strangers (O'Henry. The Cop and the
Anthem).

3. 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 «placesy.

Mr. Pneumonia was not what you would call a chivalric old gentleman. A mite of a little
woman with blood thinned by California zephyrs was hardly fair game for the red-fisted,
short-breathed old duffer. But Johnsy he smote... (O'Henry. The Last Leaf).

Exercise 3. Analyze the abstract from the short story «Mac-American» by John Reed paying

special attention to figures of speech and their functions:

«Speaking of Sport», said Mac, «the greatest sport in the world is hunting niggers. After |
left Burlington, you remember, I drifted down South. I was out to see the world from top to
bottom, and I had just found out I could scrap. God! The fights I used to get into... Well,
anyway, I landed up on a cotton plantation down in Georgia, near a place called Dixville; and
they happened to be shy of an overseer, so I stuck.

I remember the night perfectly, because I was sitting in my cabin writing home to my sister.
She and I always hit it off, but we couldn't seem to get along with the rest of the family... Well,
as I say, I was siting there writing by the light of a little oil lamp. It was a sticky, hot night, and

27



the window screen was just a squirming nass of bugs. It made me itch all over to see 'em
crawling around. All of a sudden, I picked up my ears, and the hair began to stand right up on
my head. It was dogs - bloodhounds - coming licketty-split in the dark. I don't know whether
you fellows ever heard a hound bay when he's after a human... Any hound baying at night is
about the lonesomest, doomingest sound in the world. But this was worse than that. It made you
feel like you were standing in the lark, waiting for somebody to strangle you to death - and you
couldn’ get away!

For about a minute all I heard was the dogs, and then somebody, or some Thing, fell over
my fence, and heavy feet -inning went right past my window, and a sound of breathing. You
know how a stubborn horse breathes when they are choking him around the neck with a rope?
That's way.

I was out on my porch in one jump, just in time to see the dogs scramble over my fence.
Then somebody I could see yelled jut, so hoarse he couldn't hardly speak, « Where'd he go? »

«Past the house, and out back! » says I, and started to run. There was about twelve of us. I
never did find out what that nigger did, and I guess most of the men didn't either. We didn't care.
We -an like crazy men, through the cotton field, and the woods swampy from floods, swam the
river, drove over fences, in a way .hat would tire out a man ordinarily in a hundred yards. And
we -.ever felt it. The spit kept dripping out of my mouth, - that's was the only thing that bothered
me. It was full moon, and every once n a while when we came to an open place somebody would
yell, There he goes! » and we'd think the dogs had made a mistake, and take after a shadow.
Always the dogs ahead, baying like bells. Say, did you ever hear a bloodhound when he's after a
human? It's like a bugle! I broke my shins on twenty fences, and I banged my head on all the
trees in Georgia, but I never felt it...»

Mac smacked his lips and drank.

«Of course», he said, «When we got up to him, the dogs had just about torn that coon to
pieces».

Exercise 4. State the type and the functions of super-neutral words in the following examples:

1. He kept looking at the fantastic green of the jungle and then at the orange-brown earth, febrile
and pulsing as though the rain were cutting wounds into it. Ridges flinched before the power
of it. The Lord giveth and He taketh away, Ridges thought solemnly (Mailer).

2. Yates remained serious. «We have time, Herr Zippmann, to try your schnapps. Are there any
German troops in Neustadt? ».

«No, Herr Offizier, that's just what I've to tell you. This morning, four gentlemen in all, we
went out of Neustadt to meet the Herren Amerikaner» (Heym).

3. «Oh, I believed, » Fabermacher shrugged away the phrase. «To me neutrons were symbols, n
with a mass of m,, = 1.008. But until now I never saw them» (Wilson).

4. Anthony... clapped him affectionately on the back. «You're a real knight-errant, Jimmy», he
said (Christie).

5. A young lady home back from school was explaining. «Take an egg», she said, «and make a
perforation in the base and a corresponding one in the apex. Then apply the lips to the
aperture, and by forcibly inhaling the breath the shell is entirely discharged of its contentsy.
An old lady who was listening exclaimed: «It beats all how folks do things nowadays. When
I was a gal they made a hole in each end and sucked» (Jespersen).

Exercise 5. Analyze the vocabulary of the following; indicate the type and function of
stylistically coloured units:

1. «You are arguing outside of my faculties of sense and rhetoric», says Bill. «What I wanted
you to do is to go to Washington and dig out this appointment for me. I haven't no ideas of
cultivation and intrigue. I'm a plain citizen and I need the job. I've killed seven meny», says Bill;
«I've got nine children; I've been a good Republican ever since the first of May; I can't read nor
write, and I see no reason why I ain't illegible for the office. And I think your partner, Mr.
Tucker», goes on Bill, «is also a man of sufficient ingratiation and connected system of mental
delinquency to assist you in securing the appointment. I will give you preliminary», says Bill,
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«$1,000 for drinks, bribes and carfare in Washington. If you land the job I will pay you $1,000
more, cash down, and guarantee you impunity in boot-legging whiskey for twelve months. Are
you patriotic to the West enough to help me put this thing through the White-washed Wigwam
of the Great Father of the most eastern flag station of the Pennsylvania Railroad?» says Bill
(O'Henry).
Exercise 6. Observe the dialectal peculiarities in the following example:
«That's so, my Lord. I remember having tae du much the same thing, mony years since, in an
inquest upon a sailing-vessel ran aground in the estuary and got broken up by bumping herself to
bits in a gale. The insurance folk thocht that the accident wasna a'togither straightforwards. We
tuk it upon oorselz tae demonstrate that wi' the wind and tide setti' as they did, the boat should
ha' been well-away fra' the shore if they started at the hour they claimed tae ha' done. We lost the
case, but I've never altered my opeenion» (Sayers).
Exercise 7. Consider the lexical peculiarities of the following abstracts paying special
attention to interaction of different types of vocabulary:
1. We were down South, in Alabama - Bill Driscoll and myself - when this kidnapping idea
struck us. It was, as Bill afterward expressed it, «during a moment of temporary mental
apparitiony»; but we didn't find that out till later (O'Henry).
2. Philoprogenitiveness, says we, 1is strong in semi-rural communities; therefore, and for
other reasons, a kidnapping project ought to do better there than in the radius of newspapers that
send reporters out in plain clothes to stir up talk about such things (O'Henry).

Koncyﬂbmauuu no pasjiudHvimM 60npocam 6 obnacmu d)yHKL;uOHaﬂbelx U HCAHPOBHbIX
ocobennocmetl nposaudecKux npou%’edenuﬁ AH2UUCKO20 S3bIKA.

Pasznen 2. CTpykTypa TeKCTa U ero 0CO0EHHOCTH

Teopernyeckue 3aHATHS (JIEKIUN) — HE NTPETYCMOTPEHbBI

JlabopaTopHble 3ansitust 20 4acos.

3ansTue 2.1. Ketic-memoo
3austue 2.2. Mozeosot wmypm
3ansTue 2.3. Moszo60ti wumypm

YnpasieHue caMOCTOATE/bLHOM padoToil CTyIeHTa

KoHcynbTanuu Mo pa3au4HbIM BONpPOCAM B OOJIACTH CTPYKTYPBI XYJI0XKECTBEHHOTO
TEeKCTa aHrMickoro si3pika. Paboras mo moaymio «CTpyKkTypa TEKCTa MU €ro OCOOCHHOCTH»,
oOparuTe BHHUMAaHHE Ha KOJMYECTBO KOMIIOHEHTOB, COTABIJIAIONIUX LEIOCTHYIO CTPYKTYPY
npousBeneHus. [Ipy BO3HMKHOBEHHWHU TPYIHOCTEH B pa3bope TEeKCTa BHUMATEIbHO H3YUHTh
CXEMBI, IPEAJIOKEHHBIE TUHIBUCTaMHU 110 TEME JAHHOT'O pa3Jiena.

An approximate scheme for the analysis of a text
I. A few words about the author

II. Comment on the title of the text (either at the beginning or at the end of your analysis).
III. Give the summary (the gist) of the story (of the text under study).
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IV. Discuss the general tone (mood) of the text (ironical, satirical, sad, pathetic, humorous,
unemotional, etc.).
V. Who is the story told by?
VI. Speak of the theme of the Text.
VII. Dwell on the idea of the text (it could be done at the end of the whole analysis).
VIII. The Structure of the text:

a) Divide the Text into logically complete parts;

b) Entitle each part (episode).

IX. The Composition of the text:

The Plot of the Story:

a) exposition (starting point)

b) development (story)

¢) climax (culminating point)

d) anticlimax (solution, denouement)

X. Speak of the main forms of story representation:

1) narration

2) monologue

3) dialogue

4) description

5) interior (inner) monologue

XI. Point out the author's method of Characterization (character drawing).

a) direct characterization (in the author’s description)

b) indirect characterization

XII. Stylistic analysis: 1) comment on the F.S. and E.M. employed by the author to describe
the personages.

2) enlarge on the stylistic effects of me F.S. and E.M. used in the Text.

XII. Summarize your observations
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puioxenne 3
K padoyeii nporpamMmMe THCHHMILINHBI
«HTepnpeTanus Xy10:KeCTBEHHOI0 TEKCTa)

TEXHOJIOI'MA 1 ®OPMbI ObYYEHUA

PexoMeHanum 10 0CBOCHHUIO AMCHUILINHBI JIsl CTYEHTA
TpynoeMKOCTh OCBOCHUS TUCHUILTUHBI cocTaBiseT 108 yaca, u3 HUX 36 yacoB 1aOOPAaTOPHBIX 3aHATUI U 36 4acoB cpc.
PexomeHganuu no pacnpeeneHuio yueOHOro BpeMeHH! 110 BUJIaM CaMOCTOSITEIbHON paboThl U pa3/ienaM AUCHUILUINHBI IPUBEACHBI B TaOJIHIIE.

@®opMbI KOHTPOJISL M KpUTEPUH OLICHUBaHUs NpuBeeHbl B [Ipunoxenusx 4 u 5 k Paboueii mporpamme.

Bua paGorsl

Conepxanue (mepevyeHb BONPOCOB)

TpynoeMKoOCTb,
yac.

Pexomennannu

Pa321€.]1 1 «I/IHTepnpeTauml XYA0KECTBCHHOI'0 TEKCTA B CUCTEME JIMHIBUCTHYCCKHUX JUCIHHILIINH

ITonroroBka k

BrinonHeHne moMaIrHero 3aaaHus u HU3YUYCHHUC

YMK, Pabougas mporpamma

MPAKTUYECKOMY 3aHATHIO | TEOPETHYECKOTOo MaTepHaia K MpakTu4eckoMy 3aHatuio 1.1 12

1.1.

IToaroroBka k BrinonHeHnue JoMalIHETO 3a1aHUs U U3YUYEHHE YMK, Pabouas nmporpamma
[IPAaKTUYECKOMY 3aHATHIO | TEOPETHMUYECKOI'0 MaTepuaja K IMPaKTHUYECKOMY 3aHATHIO 1.2 8

1.2.

[Nonroroska k BrlnonHeHNe JOMaITHETO 3aJaHUs U U3yUYEHUE YMK, Pabouas nporpamma
IIPAKTUYECKOMY 3aHATHIO | TEOPETHYECKOI'O MaTepuaja K NpPaKTUYECKOMY 3aHATHIO 1.3 12

1.3.

Hmoezo no pazoeny 1 32

Pa3zgen 2 «CTPYKTypa TEKCTA M €r0 0CO0EHHOCTH»

IToarorosxka k

Brinmonnenue JAOMAalIHEeTO 3aJaHuA U U3YUCHHUC

YMK, Pabouas nporpamma

MPAKTUYECKOMY 3aHITUIO | TEOPETUUYECKOTO MaTepuaia K MPaKkTHYeCKoMy 3aHsTuio 2.1 12

2.1.

[ToaroroBka k BrinonHeHune JoMaIIHETO 3a1aHUs U U3YUEHHE YMK, Paboygas mporpamma
MPAKTUYCCKOMY 3aHITHIO | TEOPETUUYECKOTO MaTepuaia K MPaKTUYECKOMY 3aHATUIO 2.2 10

2.2.

IToaroroBka k BrinonHeHne JOMAaIIHETO 3a1aHUs U U3YUYEHHE YMK, Paboygas mporpamma
MPAKTHYECKOMY 3aHSITHIO | TEOPETHYECKOTO MaTepraja K MPaKTHYeCKOMY 3aHATHIO 2.3 18

2.3.

Hmoeo no pazoeny 2 40
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IIpuaoxenne 4
K padoyeil mporpaMme QM CHUAIINHbBI
«HTepnperanus Xy10KeCTBEHHOI0 TEKCTa)

OHNEHOYHBIE CPEACTBA K METOJAUKHU UX TPUMEHEHMUWSA

PoHAbI OLEHOYHbIX cpeancTs

DOH/IBI OLICHOYHBIX CPEACTB, MO3BOJIAIONMIME OLIEeHUTh PO 10 JaHHON JUCHUIUIMHE, BKIIOYAIOT B
celst (mecmogvle u KOHMPOIbHBIE 3A0AHUSL 8 OYMANCHOM U INEKMPOHHOM BAPUAHMAX, HAXOOAMCSL HA
Kkagheope):

"  KOMIUIEKT TECTOBBIX 3aJjaHMi 110 TeMaM paszena 1- /00 mr.
® KOMIUICKT THUIIOBBIX 3aJjaHui 10 TeMaM pazzena 2 - 100 wr.
"  BapUAHTHI 33/IaHUH K 3a4ETHBIM paboTam - 100 .

IIpumepHbIe TeCcThbI 0 HHTEPNPETALUH XY/10/KeCTBEHHOI0 TEKCTA

Tect Nel

1. Interpretation of imaginative literature is an important discipline, lying on the borderline
between... .

a) Stylistics and the Theory of Literature
b) the study of literature and Stylistics
¢) linguistic subjects and the study of literature

2. Text interpretation ... on styles
a) does not lay so much emphasis
b) studies
c¢) denotes the investigation

3. The 20th century criticism highlighted such currents as ... .
a) structuralism, hermeneutics
b) mythological criticism, receptive or reader-response criticism
¢) structuralism, hermeneutics, «New Criticism», mythological criticism, receptive or
reader-response criticism, post-structuralism

4. Agenreisa ....
a) historically formed type of literary writing, which reflects certain aesthetic conception of
reality

b) a short literary composition proving some point or illustrating some subject
c¢) work of literature

5. The author brings up and tackles certain ... — questions, needing solutions.
a) problems
b) conflict
c) ideas

6. Synonyms of variation are used

a) to characterize the object spoken about precisely;
b) to produce humorous effect;
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c) to make the speech less monotonous.

7. The phrase «She craved and yearned over them) contains
a) synonyms of precision;
b)synonyms of variation;
¢) a metaphor.

8. In case of inversion the emphasized element occupies
a)the initial position;
b)the final position instead of the initial position;
c) either initial position or final position instead of the initial position.

9. ... narration is the case of the impersonal omniscient narrator, «knowing everything.
a) Third person
b) First person

10. The author's portrayal of a character (his appearance, psychological portrait, behaviour,
attitudes to the events and other characters) is called ... .
a) characterization
b) characters' discourse
c) auctorial digressions

Tect No2

1. Interpretation of literary works has for its theoretical background ... .
a) the Theory of Literature
b) Stylistics
c) the study of literature

2. Literary criticism, in the first place, asserts ... and interprets the text.
a) the text's message
b) form
c) the text's message and form

3. The 20th century criticism highlighted such currents as ... .
a) structuralism, hermeneutics
b) mythological criticism, receptive or reader-response criticism
¢) structuralism, hermeneutics, «New Criticismy», mythological criticism, receptive or
reader-response criticism, post-structuralism

4. Lyric-epic genres formally belong to poetry, except that they possess... .
a) a plot
b) humour and exaggeration
¢) poetic meditation on a solemn theme

5. A text of imaginative prose has ... - assertion or denial of certain principles.
a) a theme
b) ideas
c) conflict
6. ... narration produces a peculiar effect if a hero relates the story that occurred to
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him in the past, for example, in his childhood or adolescence.
a) Third person
b) First person

7. The syntactical device used to reproduce two parallel lines of thought is termed
a)detachment;
b)parenthesis.

8. In the sentence «The pennies were saved by bulldozing the grocer» we come across
a) metonymy;
b) metaphor;
¢) irony.
9. Figures of replacement fall into the following groups:
a) figures of quantity and figures of quality;
b) figures of quantity, figures of quality and irony;
c) figures of similarity, figures of inequality and figures of contrast.

10. ... shows the drama of a character's inner world, commonly with an open structure and less
dynamic action, without a clean-cut culmination and denouement.
a) a psychological short story
b) an action short story

TekcThl 1)1 aHAJIH3A

Textl MRS. PACKLETIDE'S TIGER
By Saki (H. H. Munro)

It was Mrs. Packletide's pleasure and intention that she should shoot a tiger. Not that the lust to
kill suddenly descended on her, or that she felt that she would leave India safer and more wholesome
than she had found it, with one wild beast less per million inhabitants. The compelling motive was the
fact that Loona Bimberton had recently been carried eleven miles in an aeroplane by an aviator, and
talked of nothing else; only a personally procured tiger-skin and a heavy harvest of press photographs
could successfully counter that sort of thing. Mrs. Packletide had already arranged in her mind the
lunch she would give at her house in Curzon street, ostensibly in Loona Bimberton's honour, with a
tiger-skin rug occupying most of the foreground and all of the conversation. She had also already
designed in her mind the tiger-claw brooch that she was going to give Loona Bimberton on her next
birthday. Mrs. Packletide's movements and motives were largely governed by her dislike of Loona
Bimberton.

Mrs. Packletide offered a thousand rupees for the opportunity of shooting a tiger without overmuch
risk or exertion, and it so happened that a neighbouring village could boast of being the favoured
rendezvous of an animal which had been driven by old age to abandon game-killing and confine its
appetite to the smaller domestic animals. The prospect of earning the thousand rupees aroused the
sporting and commercial instinct of the villagers; children were posted night and day on the outskirts
of the local jungle to drive the tiger back if he attempted to leave the district, and the cheaper kinds of
goats were left about with elaborate carelessness to keep him satisfied with his present hunting-
ground. The one great anxiety was lest he should die of old age before the date appointed for the lady's
shooting party. Mothers carrying their babies through the jungle after the day's work in the fields
hushed their singing lest they might disturb the restful sleep of the aged herd-robber.

The great night duly arrived, moonlit and cloudless. A platform had been constructed in a comfortable
and conveniently placed tree, and thereon crouched Mrs. Packletide and her paid companion, Miss
Mebbin. A goat, gifted with a particularly persistent bleat such as even a partially deaf tiger might be
reasonably expected to hear on a still night, was tied to a stake at the correct distance. With an
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accurately sighted rifle and a thumb-nail pack of patience cards, the sportswomen awaited the
appearance of the tiger.

"I suppose we are in some danger?" said Miss Mebbin.

She was not actually nervous about the wild beast, but she had a morbid dread of performing an atom
more service than she had been paid for.

"Nonsense," said Mrs. Packletide; "it's a very old tiger. It couldn't spring up here even if it wanted to."
"If it's an old tiger I think you ought to get it cheaper. A thousand rupees is a lot of money. If I were
you I would have asked ..."

She was, however, cut short by the appearance on the scene of the animal itself. As soon as it caught
sight of the goat it lay flat on the earth, as if it wanted to snatch a short rest before commencing the
grand attack.

"I believe it's ill," said Louisa Mebbin, loudly in Hindustani, for the benefit of the village head-man,
who was in ambush in a neighbouring tree.

"Hush!" said Mrs. Packletide, and at that moment the tiger commenced ambling towards his victim.
"Now, now!" urged Miss Mebbin with some excitement; "if he doesn't touch the goat we needn't pay
for it." (The bait was an extra.)

The rifle flashed out with a loud report, and the great tawny beast sprang to one side and then rolled
over in the stillness of death. In a moment a crowd of excited natives came running to the scene, and
their shouting speedily carried the glad news to the village, where a thumping of tom-toms took up the
chorus of triumph. And their triumph and rejoicing found a ready echo in the heart of Mrs. Packletide;
already that luncheon-party in Curzon street seemed immeasurably nearer.

It was Louisa Mebbin who drew attention to the fact that the goat seemed to have died of a mortal
bullet-wound, while no trace of the rifle's deadly work could be found en the tiger. Evidently the
wrong animal had been hit, and the tiger had died of heart failure, caused by the sudden report of the
rifle.

Mrs. Packletide was pardonably annoyed at the discovery; but at any rate, she was the possessor of a
dead tiger, and the villagers, anxious for their thousand rupees, gladly connived at the fiction that she
had shot the beast. And Miss Mebbin was a paid companion. Therefore did Mrs. Packletide face the
cameras with a light heart, and her pictured fame spread far and wide. As for Loona Bimberton, she
refused to look at an illustrated paper for weeks, and her letter of thanks for the gift of a tiger claw
brooch was a model of repressed emotions. The luncheon-party she declined; there are limits beyond
which repressed emotions become dangerous.

From Curzon street the tiger-skin rug travelled down to the Manor House, and was duly inspected and
admired by the county, and it seemed a fitting and appropriate thing when Mrs. Packletide went to the
County Costume Ball in the character of Diana. She refused to fall in, however, with a tempting
suggestion of a primeval dance

party, at which every one should wear the skins of beasts they had recently shot.

"How amused everyone would be if they knew what really happened," said Louisa Mebbin a few days
after the ball.

"What do you mean?" asked Mrs. Packletide quickly.

"How you shot the goat and frightened the tiger to death," said Miss Mebbin, with her disagreeably
pleasant laugh.

"No one would believe it," said Mrs. Packletide, the colour leaving her face.

"Loona Bimberton would," said Miss Mebbin.

"You surely wouldn't give me away?" she asked.

"I've seen a week-end cottage near Dorking that I should rather like to buy," said Miss Mebbin with
seeming irrelevance. "Six hundred and eighty, freehold. Quite a bargain, only I don't happen to have
the money."

Louisa Mebbin's pretty week-end cottage, gay in summer-time with its garden borders of tiger-lilies is
the wonder and admiration of her friends. "It is a marvel how Louisa manages to do it," is the general
opinion.

Mrs. Packletide has given up big-game shooting.
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"The incidental expenses are so heavy," she confides to inquiring friends.

Text2 1AM A CLASSIC BUT AM I A SHAKESPEAR THIEF?
By Bernard Show

In a recent issue of the London Arts Gazette Mr. C.G.L. Du Cann has an article under the tide, Bernard
Shaw as Shakespear Thief, which is one of the most appreciative that has ever been written about me.

I have to correct Mr. Du Cann on two points only.

It was I myself who first called attention to the fact that the so-called Shaw heroine is equally the
Shakespear heroine. And the motto "Greater than Shakespear" — Mr. Shaw on himself—is not as
accurate textually as the hackneyed quotation from the Bible, "There is no God." There is a section of
one of my prefaces headed with the question "Better than Shakespear?" But a question is not an
affirmation, especially when it is answered as [ answered it.

There are times when journalistic commonplace about famous authors becomes so absurd through
journalists never reading their works, and hiding their unacquaintance by a pretence of idolatry, that it
becomes necessary to throw in the public face the inevitable and enormous deficiencies of all creators
of imaginary worlds, whether they dramatize mere reflections in a mirror held up to nature, or offer an
interpretation behind evolution.

When critics assume that the differences between Giotto and Velasquez, Cimabue and Rembrandt,
Shakespear and Ibsen, Walter Scott and Conrad, Dickens and Strindberg, Mbliere and Balzac, Handel
and Hugo Wolf, are all superiorities, it is time to remind the public that in some respects the work of
the juniors makes the work of the seniors childish by comparison.

Compare my play Arms and the Man with Tchekov's The Cherry Orchard, and if you do not at once
perceive that the Russian play is a novel and delicate picture whilst the pseudo-Bulgarian one is a
simple theatrical projection effected by a bag of the oldest stage tricks, then I shall form a very poor
opinion of your taste.

It does not follow in the least that Tchekov is a better playwright than I, or The Cherry Orchard a
greater play than Arms and the Man. The Endymion of Keats is a more exquisite work than the Iliad of
Homer or the Divine Comedy of Dante; but the rashest gusher that ever called himself a modernist
dare not back it to survive them.

But this business of giving orders of merit to artists as if they were boxing for points is silly.

For stage purposes there are not many types of character available; and all the playwrights use them
over and over again. Idiosyncrasies are useful on the stage only to give an air of infinite variety to the
standard types. Shakespear's crude Gratiano is Benedick, Berowne, and Mercutio, finally evolving
through Jacques into Hamlet. He is also my Srhilash, my Philanderer, my John Tanner.

Take Falstaff's discourse on honor; and how far are you from Alfred Doolittle's disquisition on middle-
class morality?

I could multiply instances; but these glaring ones suffice for illustration. We are plagiarists one of
another, and if Mr. Du Cann will now pass on from me and my characters to Trollope and his Mrs.
Proudie, Lizzie Eustace, and Lily Dale (who, as forerunner to the young lady in Heartbreak House,
wrote "Lily Dale, old maid" in her Bible), and then on to Thackeray, Dickens, Dumas pere, and the
rest of us, he will be able to elaborate his thesis with no more straining than his identification of Juliet
with Ann Whitefield has cost him.

In short, Mr. Du Cann is quite right.

I'am a Classic.

I have never pretended to be anything else.

I play the old game in the old way, on the old chessboard, with the old pieces, just as Shakespear did.
And the amazing fact that I have ever been mistaken for anything else is due solely to the ignorance of
literature prevalent among journalists who have no time for reading, and, indeed, no taste for it: an
ignorance which enables managers to mutilate, travesty, and misrepresent Shakespear without
detection or rebuke, and to impose The Chocolate Soldier, in which all the young men are cads and
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cowards, all the old men vieux marcheurs, and all the women prostitutes and nymphomaniacs, on the
press as a musical version of Arms and the Man, though it has not one line or character to which I
could have put my hand.

The difference between comedy and pornography, between tragedy and butcherly blank-verse
bugaboo, does not exist for popular criticism. And the funny consequence is that when, bored by

the artificial "constructions" which supplanted genuine classic drama on the Parisian stage in the
nineteenth century, I turned from the cat's-cradles in which some pitiful "situation" was nursed into the
semblance of a whole play by the industrious apprentices of Scribe, and went back to Shakespear, and
finally even to the Athenian theatre with its unities of time and place, the journalists, never having
seen anything of the kind before, nor read a line of Shakespear or Sophocles, classed me, first, as a
Fabian who (of course) did not know a play from a pamphlet, and was totally ignorant of stagecraft,
and then, when that did not work, as an innovator, an ultra-modernist, a scorner of all rules and
conventions, and a revolutionary practitioner of methods hitherto.unheard of in the theatre.

Not until the younger generation, Shavians to a man, demon- strated their Shavianity by scoffing at me
as a Back Number (that being the up-to-date way to epater le bourgeois'm the theatre) and even calling
me Roebuck Ramsden, did my own contemporaries come to the conclusion, after taking a full quarter-
century to consider it, that Arms and the Man is a classic, though they desire it to be distincdy
understood that all my later works are Futurist extravaganzas.

At last comes Mr. Du Cann and declares that "idolaters of Shakespeare and idolaters of Shaw
(including the god himself) will be equally amazed to hear that there is a good deal of Shakespeare in
Bernard Shaw's plays."

Of course there is; and of course the Bardolaters will rend their garments and exclaim that Mr. Du
Cann must be beside himself. But why should / be amazed? I have entered into a great inheritance
from the Athenians, from Shakespear and Moliere, from Goethe, Mozart, and Wagner, and from the
great novelists who came to the rescue when the stage had fallen into contempt, not to mention later
legacies from Ibsen and the Russians; and [ have spent this mag- nificent fortune prodigally in the face
of the world.

Where and when have I professed to be the most ridiculous of frauds, a Self-made Man, that Mr. Du
Cann should imagine that his communication must amaze me?

I can only pay him the ironical Irish compliment, "You would guess eggs if you saw the shells."

Text3 WILD FLOWERS
By Erskine Caldwell

The mockingbird that had perched on the roof top all night, filling the clear cool air with its music, had
flown away when the sun rose. There was silence as deep and mysterious as the flat sandy country that
extended mile after mile in every direction. Yesterday's shadows on the white sand began to
reassemble under the trees and around the fence posts, spreading on the ground the lacy foliage of the
branches and the fuzzy slabs of the wooden fence.

The sun rose in leaps and bounds, jerking itself upward as though it were in a great hurry to rise above
the tops of the pines so it could shine down upon the flat country from there to the Gulf.

Inside the house the bedroom was light and warm. Nellie had been awake, ever since the mockingbird
had left. She lay on her side with one arm under her head. Her other arm was around the head beside
her on the pillow. Her eyelids fluttered. Then for a minute at a time they did not move at all. After that
they fluttered again, seven or eight or nine times in quick succession. She waited as patiently as she
could for Vern to wake up.

When Vern came home sometime late in the night, he did not wake her. She had stayed awake waiting
for him as long as she could, but she had become so sleepy her eyes would not stay open until he
came.

The dark head on the pillow beside hers looked tired and worn. Vern's forehead, even in sleep, was
wrinkled a little over his nose. Around the corners of his eyes the skin was darker than it was
anywhere else on the face. She reached over as carefully as possible and kissed the cheek closest to
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her. She wanted to put both arms around his head and draw him to her, and to kiss him time after time
and hold his dark head tight against her face.

Again her eyelids Muttered uncontrollably.

“Vern,” she whispered softly. “Vern.”

Slowly his eyes opened, then quickly closed again.

“Vern, sweet,” she murmured, her heart beating faster and faster.

Vern turned his face toward her, snuggling his head between her arm and breast, and moving until she
could feel his breath on her neck.

“Oh, Vern,” she said, part aloud.

He could feel her kisses on his eyes and cheek and forehead and mouth. He was comfortably awake by
then. He found her with his hands and they drew themselves tightly together.

“What did he say, Vern?” she asked at last, unable to wait any longer. “What, Vern?”” He opened his
eyes and looked at her, fully awake at last.

She could read what he had to say on his face.

“When, Vern?” she said.

“Today,” he said, closing his eyes and snuggling his head into her warmth once more.

Her lips trembled a little when he said it. She could not help herself.

“Where are we going to move to, Vern?” she asked like a little girl, looking closely to his lips for his
answer.

He shook his head, pushing it tightly against her breasts and closing his eyes against her body.

They both lay still for a long time. The sun had warmed the room until it was almost like summer
again, instead of early fall. Little waves of heat were beginning to rise from the weatherworn window-
sill. There would be a little more of summer before winter came.

“Did you tell him — ?” Nellie said. She stopped and looked down at Vern's face. “Did you tell him
about me, Vern?”

“Yes.”

“What did he say?”

Vern did not answer her. He pushed his head against her breast and held her tighter, as though he were
struggling for food that would make his body strong when he got up and stood alone in the bare room.
“Didn't he say anything, Vern?”

“He just said he couldn't help it, or something like that. I don't remember what he said, but I know
what he meant.”

“Doesn't he care, Vern?”

“I guess he doesn't, Nellie.”

Nellie stiffened. She trembled for a moment, but her body stiffened as though she had no control over
it.

“But you care what happens to me, don't you, Vern?”

“Oh, God, yes!” he said. “That's all I do care about now. If anything happens — .”

For a long time they lay in each other's arms, their minds stirring them wider and wider awake.

Nellie got up first. She was dressed and out of the room before Vern knew how quickly time had
passed. He leaped out of bed, dressed, and hurried to the kitchen to make the fire in the cookstove.
Nellie was already peeling the potatoes when he got it going.

They did not say much while they ate breakfast. They had to move, and move that day. There was
nothing else they could do. The furniture did not belong to them, and they had so few clothes it would
not be troublesome to carry them.

Nellie washed the dishes while Vern was getting their things ready. There was nothing to do after that
except to tie up his overalls and shirts in a bundle, and Nellie's clothes in another, and to start out.
When they were ready to leave, Nellie stopped at the gate and looked back at the house. She did not
mind leaving the place, even though it had been the only home she and Vern had ever had together.
The house was so dilapidated that probably it would fall down in a few years more. The roof leaked,
one side of the house had slipped off the foundation posts, and the porch sagged all the way to the
ground in front.
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Vern waited until she was ready to leave. When she turned away from the house, there were tears in
her eyes, but she never looked back at it again. After they had gone a mile, they had turned a bend in
the road, and the pines hid the place from sight.

“Where are we going, Vern?” she said, looking at him through the tears.

“We'll just have to keep on until we find a place,” he said. He knew that she knew as well as he did
that in that country of pines and sand the farms and houses were sometimes ten or fifteen miles apart.
“I don't know how far that will be.”

While she trudged along the sandy road, she could smell the fragrance of the last summer flowers all
around her. The weeds and scrub hid most of them from sight, but every chance she got she stopped a
moment and looked along the side of the ditches for blossoms. Vern did not stop, and she always ran
to catch up with him before she could find any.

In the middle of the afternoon they came to a creek where it was cool and shady. Vern found her a
place to lie down and, before taking off her shoes to rest her feet, scraped a pile of dry pine needles for
her to lie on and pulled an armful of moss from the trees to put under her head. The water he brought
her tasted of the leaves and grasses in the creek, and it was cool and clear. She fell asleep as soon as
she had drunk some.

It was late afternoon when Vern woke her up.

“You've been asleep two or three hours, Nellie,” he said. “Do you think you could walk a little more
before night?”

She sat up and put on her shoes and followed him to the road. She felt a dizziness as soon as she was
on her feet. She did not want to say anything to Vern about it, because she did not want him to worry.
Every step she took pained her then. It was almost unbearable at times, and she bit her lips and crushed
her fingers in her fists, but she walked along behind him, keeping out of his sight so he would not
know about it.

At sundown she stopped and sat down by the side of the road. She felt as though she would never be
able to take another step again. The pains in her body had drawn the color from her face, and her limbs
felt as though they were being pulled from her body. Before she knew it, she had fainted.

When she opened her eyes, Vern was kneeling beside her, fanning her with his hat. She looked up into
his face and tried to smile.

“Why didn't you tell me, Nellie?” he said. “I didn't know you were so tired.”

“I don't want to be tired,” she said. “I just couldn't help it, I guess.”

He looked at her for a while, fanning her all the time.

“Do you think it might happen before we get some place?” he asked anxiously. “What do you think,
Nellie?”

Nellie closed her eyes and tried not to think. They had not passed a house or farm since they had left
that morning. She did not know how much farther it was to a town, and she was afraid to think how far
it might be even to the next house. It made her afraid to think about it.

“I thought you said it would be another two weeks — ?”” Vern said. “Didn't you, Nellie?”

“I thought so,” she said. “But it's going to be different now, walking like this all day.”

His hat fell from his hand, and he looked all around in confusion. He did not know what to do, but he
knew he had to do something for Nellie right away.

“I can't stand it,” he said. “I've got to do something.”

He picked her up and carried her across the road. He found a place for her to lie under a pine tree, and
he put her down there. Then he untied their bundles and put some of their clothes under her head and
some over her feet and legs.

The sun had set, and it was becoming dark. Vern did not know what to do next. He was afraid to leave
her there all alone in the woods, but he knew he had to get help for her.

“Vern,” she said, holding out her hand to touch him.

He grasped it in his, squeezing and stroking her fingers and wrist. “What is it, Nellie?”

“I'm afraid it is going to happen ... happen ... happen right away,” she said weakly, closing her eyes
before she could finish.
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He bent down and saw that her lips were bloodless and that her face was whiter than he had ever seen
anyone's face. While he watched her, her body became tense and she bit her mouth to keep from
screaming with pain.

Vern jumped up and ran to the road, looking up it and down it. The night had come down so quickly
that he could not tell whether there were any fields or cleared ground there as an indication of
somebody's living near. There were no signs of a house or people anywhere.

He ran back to Nellie. “Are you all right?” he asked her.

“If I could go to sleep,” she said. “I think I would be all right for a while.”

He got down beside her and put his arms around her.

“If T thought you wouldn't be afraid, I'd go up the road until I found a house and get a car or something
to carry you. I can't let you stay here all night on the ground.”

“You might not get back — in time!” she cried frantically.

“I'd hurry as fast as I could,” he said, “I'll run until I find somebody.”

“If you'll come back in two or three hours,” she said, “I'd be able to stand it, I think. I couldn't stand it
any longer than that alone, though.”

He got up.

“I'm going,” he said.

He ran up the road as fast as he could, remembering how he had pleaded to be allowed to stay in the
house a little longer so Nellie would not have to go like that. The only answer he had got, even after he
had explained about Nellie, was a shake of the head. There was no use in begging after that. He was
being put out, and he could not do anything about it. He was certain there should have been some
money due him for his crop that fall, even a few dollars, but he knew there was no use in trying to
argue about that, either. He had gone home the night before, knowing they would have to leave. He
stumbled, falling heavily, headlong, on the road.

When he picked himself up, he saw a light ahead. It was only a pale ray from board window that had
been closed tightly. But it was a house, and somebody lived in it. He ran toward it as fast as he could.
When he got to the place, a dog under the house barked, but he paid no attention to it. He ran up to the
door and pounded on it with both fists.

“Let me in!” he yelled. “Open the door!”

Somebody inside shouted, and several, chairs were knocked over. The dog ran out from under the
house and began snapping at Vern's legs. He tried to kick the dog away, but the dog was just as
determined as he was, and came back at him more savagely than before. Finally he pushed the door
open, breaking a buttonlock.

Several Negroes were hiding in the room. He could see heads and feet under the bed and behind a
trunk and under a table.

“Don't be scared of me,” he said as calmly as he could. “I came for help. My wife's down the road,
sick. I've got to get her into a house somewhere. She's lying on the ground.”

The oldest man in the room, a gray-haired Negro who looked about fifty, crawled from under the bed.
“I'll help you, boss,” he said. “I didn't know what you wanted when you came shouting and yelling like
that. That's why I didn't open the door and let you in.”

“Have you got a cart, or something like that?” Vern asked.

“I've got a one-horse cart,” the man said. “George, you and Pete go hitch up the mule to the cart. Hurry
and do it.”

Two Negro boys came from their hiding-places and ran out the back door.

“We'll need a mattress, or something like that to put her on,” Vern said.

The Negro woman began stripping the covers from the bed, and Vern picked up the mattress and
carried it out the front door to the road. While he waited for the boys to drive the cart out, he walked
up 'and down, trying to assure himself that Nellie would be all right.

When the cart was ready, they all got in and drove down the road as fast as the mule could go. It took
less than half an hour for them to reach the grove where he had left Nellie, and by then he realized he
had been gone three hours or longer.
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Vern jumped to the ground, calling her. She did not answer. He ran up the bank and fell on his knees
beside her on the ground. “Nellie!” he said, shaking her. “Wake up, Nellie! This is Vern, Nellie!”

He could not make her answer. Putting his face down against hers, he felt her cold cheek. He put his
hands on her forehead, and that was cold, too. Then he found her wrists and held them in his fingers
while he pressed his ear tightly against her breast.

The Negro man finally succeeded in pulling him backward. For a while he did not know where he was
or what had happened. It seemed as if his mind had gone completely blank.

The Negro was trying to talk to him, but Vern could not hear a word he was saying. He did know that
something had happened, and that Nellie's face and hands were cold, and that he could not feel her
heart beat. He knew, but he could not make himself believe that it was really true.

He fell down on the ground, his face pressed against the pine needles, while his fingers dug into the
soft damp earth. He could hear voices above him, and he could hear the words the voices said, but
nothing had any meaning. Sometime — a long time away — he would ask about their baby — about
Nellie's — about their baby. He knew it would be a long time before he could ask anything like that,
though. It would be a long time before words would have any meaning in them again.

Text4 THE UNICORN IN THE GARDEN
By JAMES Thurber
(C 0ONOTHUMENLHBIM MECMOBbIM 3A0aHUEM 051 NPOBEPKU NOHUMAHUSL MEeKCMa)

Once upon a sunny morning a man who sat in a breakfast nook looked up from his scrambled eggs to
see a white unicorn with a golden horn quietly cropping the roses in the garden. The man went up to
the bedroom where his wife was still asleep and woke her. "There's a unicorn in the garden," he said.
"Eating roses." She opened one unfriendly eye and looked at him.

"The unicorn is a mythical beast," she said, and turned her back on him. The man walked slowly
downstairs and out into the garden. The unicorn was still there; now he was browsing among the
tulips. "Here, unicorn," said the man, and he pulled up a lily and gave it to him. The unicorn ate it
gravely. With a high heart, because there was a unicorn in his garden, the man went upstairs and
roused his wife again. "The unicorn," he said,"ate a lily." His wife sat up in bed and looked at him
coldly. "You are a booby," she said, "and I am going to have you put in the booby-hatch."

The man, who had never liked the words "booby" and "booby-hatch," and who liked them even less on
a shining morning when there was a unicorn in the garden, thought for a moment. "We'll see about
that," he said. He walked over to the door. "He has a golden horn in the middle of his forehead," he
told her. Then he went back to the garden to watch the unicorn; but the unicorn had gone away. The
man sat down among the roses and went to sleep.

As soon as the husband had gone out of the house, the wife got up and dressed as fast as she could.
She was very excited and there was a gloat in her eye. She telephoned the police and she telephoned a
psychiatrist; she told them to hurry to her house and bring a strait-jacket. When the police and the
psychiatrist arrived they sat down in chairs and looked at her, with great interest.

"My husband," she said, "saw a unicorn this morning." The police looked at the psychiatrist and the
psychiatrist looked at the police. "He told me it ate a lilly," she said. The psychiatrist looked at the
police and the police looked at the psychiatrist. "He told me it had a golden horn in the middle of its
forehead," she said. At a solemn signal from the psychiatrist, the police leaped from their chairs and
seized the wife. They had a hard time subduing her, for she put up a terrific struggle, but they finally
subdued her. Just as they got her into the strait-jacket, the husband came back into the house.
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"Did you tell your wife you saw a unicorn?" asked the police. "Of course not," said the husband. "The
unicorn is a mythical beast." "That's all I wanted to know," said the psychiatrist. "Take her away. I'm
sorry, sir, but your wife is as crazy as a jaybird."

So they took her away, cursing and screaming, and shut her up in an institution. The husband lived
happily ever after.

Moral: Don't count your boobies until they are hatched.

GLOSSARY

booby: in this context, a crazy person (probably from the name of a stupid extinct bird).
booby-hatch: a mental institution, a place where the insane are kept.

breakfast nook: a little side room for eating breakfast.

browsing: sampling or tasting here and there.

"crazy as a jaybird": extremely crazy or hopelessly insane

cropping: clipping or cutting close to the root.

cursing: using dirty or obscene speech.

"Don't count your boobies until they are hatched": from the American expression "Don't count your chickens
before they are hatched", meaning "Don't count on things to turn out exactly as you planned them."
gloat: a look of malice or greed.

institution: a mental institution, an insane asylum.

moral: in this context, the "lesson" of the story.

mythical: relating to a myth, hence not real.

psychiatrist: a mental doctor

solemn: grave or serious

strait-jacket: an armless belted jacket used to confine the violently insane

subdue, subduing: capturing, seizing

unicorn: a mythical beast which looks like a horse with a horn in the center of the head.

Tap on the correct answers:

e

narrative.

£

1. What type of writing is this? > exposition L opinion

rn?Ej >

2. Where was the man when he saw the unico in the garden in his bedroom in the

breakfast nook L in a mental institution.

C

3. What was the unicorn doing? L eating flowers in the garden sleeping in the

garden L fighting with the police.
4. Who did he tell about the unicorn? > a psychiatrist > a policeman L nobody L his wife.
5. Did the person he told believe him? > yes > no

£

6. In this story, the word "booby" means a type of bird (in the gannet family) L a crazy

person > the poorest perfomer of a group (as in a 'booby prize') > a trap for the unwary.
7. Which type of flowers did the unicorn not eat? L lilies > roses > tulips > carnations.
8. The wife was not... > solemn L gloating L excited L unfriendly.

L £

9. In this story, what is a "unicorn"? C a mythical beast a person with a golden horn a

jaybird & a booby.
10. There was some conflict between the wife and the man. Who turned out to be the

£ L L

winner? L the wife the man the police no one.
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11.

12.
13.

14.
15.
16.

17.

18.

19.

20.

What did the wife intend to do to the man? > have him locked up in the "booby-
£

cook him breakfast.

What is the tone of the passage? L funny . sad > ironic L confusing.
When the police and the psychiatrist were trading looks, what do you think they were

hatch" > let him sleep in the garden

thinking? L that the man was crazy L that the wife was crazy > that they believed in the
unicorn.

Was the wife really crazy?.. > yes > no > we can't tell.

Was the man really crazy? > yes > no

Why did the man live happily ever after? > his wife was in the institution L he had met a

unicorn > he had had a good sleep
This passage is written like a fairy tale or a fable written for children. It starts with the formula
"Once upon a...(time) and ends with the statement "......l1ived happily after." What other feature

of the passage shows that it is a fable? L it does not have mythical creatures L It has

characters L It has a moral L it has a psychiatrist.

£

What features tell you that this is an updated or an "adult" version of a fable?... it has

£ £

mythical creatures™ it has characters it has a moral L it uses 20th century expressions.

Who was "cursing and screaming"? L his wife > the man L the psychiatrist > the
police.

Who lied in the story? > his wife > the man L the psychiatrist = the police.

B cooTBeTcTBUY C yueOHBIM IIJIAHOM MPEyCMOTPEH 3a4eT B JECATOM CEMECTpE.

@OpMBI KOHTPOJIA - TEKYILHUM KOHTPOIIb, IPOMEXYTOYHBIM KOHTPOJIb 10 MOAYJII0, UTOTOBBIN KOHTPOJIb
MO0 JUCLUIUIMHE — TMPEATOJNIAaraloT CIEAYIOIIee pacipeaesieHue 6amios.

Tekyuii KOHTPOJIb:

- IIOCEIaeMOCTh 3aHATHI — 1 Oaut
- aKTUBHOE y4yacTHe B JJAOOPAaTOPHBIX 3aHATUAX — 10 OaymioB
- BBIIIOJIHEHHE JIOMALIHEro 3a1anus — 10 6ayuioB

MakcuManbHOEe CyMMapHOE€ KOJMYECTBO OallsIoB MO pe3yibTaraM Tekymieil pa®oThl IS

Kaxoro moayis — 100 6amos.

[IpomexyTOUHBIH KOHTPOJIb YCBOCHHUS y4eOHOTO MaTepHaa 1o KakJ0My MOIYIIIO TPOBOIUTCS

100 B (hopMme TecTupoBaHus, TU00 B hopMe KOHTPOIBHOU paboThl u oneHuBaercs B 100 6amios.
PesynbraTthl BceX BHAOB y4E€OHOH MAESITEIBHOCTH 33 KaXKIbI MOIYJbHBIA TEPHOJ OIICHUBAIOTCS
PEHUTHHTOBBIMH OayiaMu. MUHUMAIBLHOE KOJWYECTBO CPEAHUX OaIOB MO ABYM MOMIYJISIM, JArOIIee

CTY/ICHTY IIPaBO Ha MOJy4YeHue 3auera 0e3 UToroBoro koutposs 85 - 100.
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W TOroBbIi KOHTPOJIb OCYLIECTBISIETCS IPEUMYIIIECTBEHHO B (hOpME KOHTPOJIbHON pabOThl MIIN
TECTUPOBAHUS 10 OATFHO-PEHTHHIOBOM cuCTeMe, MaKCUMalbHOE KoJruecTBo 6amtos — 100.
HTorosas oleHKa 10 AUCIUILIMHE BBICTABISICTCS B Oanax. Y IENbHBIM BEC UTOTOBOIO KOHTPOJISA B

WUTOTOBOM OIIEHKE IO AUCIHUIUIHHE cocTaisieT 60%, cpeanero 6amia mo BceM MoaysisiMm — 40%.
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