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Copepxanne:

AHHOTAITUS THCIUILIHHBI

[Tepedens mIaHUPyeMbIX pPe3yJIbTATOB 00YUYEHHUsI 10 AUCIMILIMHE (MOIYIIIO)
MecTo nuCIHUIUTUHBI (MOAYJISL) B CTPYKTYpe 00pa3oBaTeIbHOM NPOrpaMMBl
OOBEM MUCHUIUIMHBI U BUBI y4eOHOM pabOThI

CognepxaHue U CTPYKTypa JUCIUTLIAHEI

YuebHo-MeTonuuecKoe oOecrieueHue JIsi CaMOCTOSATENIbHOR paboThl
oOyJaronmmxcs

DoHJ OLIEHOYHBIX CPEICTB JUIS TEKYIIEro KOHTPOJISI U TPOMEXKYTOYHOMN
aTTeCTalldu

IIepeueHb OCHOBHOW M TOMOJHUTEIBHON YU4eOHOM TUTEPATYPhI

Ilepeuens pecypcoB HHPOPMALIHOHHO-TEIEKOMMYHHKAIIMOHHOM CETH

«MHTepHETY

IO.MGTOHH‘IGCKHG YKa3aHHuA 1A 06yqa}omnxcx IO OCBOCHHIO JHUCHHITIIMHBI

(Momyms)

11.Ilepeyens HHGOPMALIMOHHBIX TEXHOJIOTHH, HCIIOJIb3YEMbIX [IPH

OCYIIECTBJIICHUH 00pa30BaTENLHOTO MpoIecca M0 JUCIHILTAHE (MOIYIIIO)

12.0nucanne MaTepualbHO-TEXHHYECKOM 6a3bl, HEOOXOAMMOM 1151

OCYIIECTBJIEHHs 00pa30BaTeIHHOTO Ipoliecca Mo JUCHUIIIHHE (MOJIYII0)



1. AHHOTAMSA JHCHHITTHHBI

Ilean xkypca: GpopMHUpOBaHHE SI3BIKOBBIX KOMIIETEHIIMH, KOTOPBIE CKJIAIBIBAIOTCS 13 001IEro
BJIQJICHHS SI3IKOM M BIIQJIEHHS JICKCHKO-TPAaMMAaTHUYECKMM MAaTepHaiOM, aKTYalbHbIM I
mpoheCCHOHAIBHO OPHEHTHPOBAHHON pEYeBOM JEATENBHOCTH, IJI HAy4yHOrO CTHIS M S3bIKa

CIICNHAJIBHOCTH.
OCHOBHOH I1€IbIO ABIAETCA JOCTHIKCHHUE MPaKTHYECKOT0 BIAJCHHA A3BIKOM, IIO3BOJIAIOMIETO

HCIIOJIB30BATh €T0 B HAYYHOH paboTe.

3anauu kypcea:

B 3amaum acnupanTckoro kypca «MHOCTpaHHBIH S3BIK» BXOJAT COBEPIICHCTBOBAHHE H
JaJIbHEiIee pa3BUTHE IMOJNYYEHHBIX B BBICIIEH IOKOJIE 3HAHMH, YMEHMH H HAaBBIKOB IIO
MHOCTPAaHHOMY $3BIKY B pa3/IMYHbIX BUJAX pe4eBOi KOMMYHHKALIMH.

B PE3YIBTATE OCBOCHHUA JHCIUILIMHBI ACIIHPAHT JOJIXKCH 3HATH

- A3BIKOBBIE CPE/ICTBA B COOTBETCTBHH C TEMaMH H cepaMy oOLIeHus,

- OCHOBHBIE [TpaBHJIa ONEPUPOBAHUS ITHMH CPE/ICTBAMH;

- NPUHLMIIBI CHCTEMATH3ALMH S3BIKOBBIX 3HAHMM, NOJyYeHHBIX Ha MpPEeAbIAYLIMX CTYIEHIX
o0y4eHHs;

- CHCTeMYy YBeWYeHHs1 00beMa peueBbIX eIMHHI] B COOTBETCTBUH C NPOrpaMMOH Kypca,

- COLHOKYJIBTYPHYIO CIICLH(HKY CTPaHBI H3y4aeMOro S3bIKa.

ACIHpaHT OJIKEH YMeTh

- cBOOOIHO YHUTATh OPHUIHHAILHYIO JIMTEpATYpy HAa WHOCTPAHHOM S3bIKE B COOTBETCTBYIOLIEH OTpaciu
3HAHUH;

- 0OpPMIIATE M3BJIEUEHHYIO W3 HHOCTPAHHBIX HCTOYHUKOB MH(OPMALIMIO B BUZIE NIEPEBO/IA HIIH PE3IOME;

- IUTaHUpPOBATh pe4YeBOe M HEpe4eBOE IMOBEACHHE C yYETOM KOMMYHHUKATHBHBIX HaMEpPEHHI M crielM(HKH
CUTYalMH OOLIeHus;

- JesiaTh COOOIIEHHU M JOKIAIbl HA HHOCTPAHHOM A3BIKE Ha TEMBI, CBA3aHHBIE C Hay4HO paboToH acnupaHTa
(coHckarens);

- aHHOTHPOBATh U pe(peprupoBaTh OPUTrHHAIbHBIE TEKCTHI 110 CIIELUATLHOCTH, COCTaBIATE OUONHOrpadHIo;

- BecTH Decely no cnelHarbHOCTH HA M3Y4aeMOM HHOCTPAHHOM SI3BIKE;

- OCYUIECTBIATh HAYyYHO-UCCIEJOBATENLCKYI0 JACATENBHOCTE C  HCIIOJIB30BAHHEM  COBPEMEHHBIX
HUH(OPMALIMOHHO-KOMMYHHKAIIHOHHBIX TE€XHOJIOTHIA.

ACHI/IpaHT JOJIKEH BJIAJETH

- SA3bIKOBBIMH CPEACTBAMU B COOTBECTCTBHM ¢ TEMaMH H cQ)epaMH OGIIIGHHH;

- HABBIKaAMH OIIEPHPOBAaHHUA 3THMH CPEICTBAMH,

- COBPpEMEHHBIMH METOJIaMH U TEXHOJIOTHAMH H&y‘-lHOﬁ KOMMYHHKALIMH Ha rocy 1apCTBEHHOM H HHOCTPaHHOM

SI3BIKAX;
-pHEMaMH TIOJTyYeHHs HH(pOPMAalliK, HeoOX0QUMOMH U1 HAyYHOM paboThI, M3 Pa3IMYHBIX HCTOYHHKOB Ha
HHOCTPAHHOM A3BIKE.

2. IlnanupyeMble pe3yabTAThI 00yUYeHHS 10 JHCHHIIHHE
[Tpomecc w3ydyeHHs JUCHMIUIMHBI HAmpaBjieH Ha (POPMHPOBAHHE SIIEMEHTOB CIEAYIOLIMX
xomniereHdid B cootBercTBHE ¢ @I'OC BO u OITOIT BO no nanHOMY HanpaBJIEHHIO ITOJIOTOBKH

(crenuanIbHOCTH):



Ilepuon | POPMEI 0O11€HOYHBIX
Komnerenun OIIOII, dopmu- CPEeCTB H BHABI
ILtanupyemMbie pe3yibTaThl
¢opMHpyeMbIe B paMKax poBaHHA KOHTDO/If TANO0B
00y4eHHA 110 NHCHHILIHHE
H3y4eHHS JHCHHILTHHBI KoMIIe- OCBOEHHS
TeHIHH KOMHOeTEeHIHH
YK-3: TOTOBHOCTH | 3HATH: 1-2
yJacTBOBaTb B paboTe | - TeOpeTHYECKHE OCHOBBI CEMECTPEI
POCCHHCKHX U | BepOanu3aliy pedyeBbIX UHTCHIIHM,
MEXXTYHAPOIHBIX - 3aKOHBI a/IEKBATHOTO BOCTIPUSATHS
HCCIIeI0OBATENIbCKHX IMHCBMEHHBIX U 3ByYall[MX TEKCTOB
KOJUIEKTHBOB IO pEIIeHHUIO | yueOHO-TIpodhecCHOHAIBHOH Chephl;
HayYHBIX U HAy4HO- | - IpUEMEI TepepabOTKH MOIyUYEeHHON
oOpa3oBaTe/IbHEIX 3a/1a4. uH(OpPMALIMHU JJIs peIIeHHs 3a/1a4
npohecCHOHAILHON JeSTeIbHOCTH;
- OCHOBHBIE HallpaBJIeHUs pabOTEI
POCCHHCKHX M MEXIYHAPOIHBIX Tewyimall £ORTHOL —
HCCIIEJOBATENLCKUX KOJUIEKTHBOB.
VMeTh: KonﬂoxﬁtryM
- HCIIONIB30BATh PA3IMYHBIE TEXHOIOTHH giii:?::?;;ﬁ:ﬁi:;
JUTSE yCTaHOBIEHHS BepOaILHOTO
KOMMYHHKATHBHOI'O KOHTAKTa; BOTIPOCE;
- OJIB30BATHC Pa3IMYHBIMA KOHCYJIBTALlHA TIefaroromM
HMCTOYHHKAMH inic: 0Ty YEHHUS TI0 pe3yJibTaTaM
uHpOpMAaLUH, HeoOX0oIUMOH IS BBITNOTHEHUA
peIeHus Hay4YHBIX u Hay4HO- CaMOCTOATEJIBHBIX pa60T;
o0pa3oBaTelbHbIX 3a/1a4y; coobuienwue:;
- aHaJIM3UPOBAThH HOJIyYEHHYIO
HH(POPMALIMIO U 1aBaTh €€ OIIEHKY; Ipome:xyTouHbIi
-JleflaTb  BBIBOJBI, MOABOJUTH HTOT (py0Gexublii) KOHTPOJIL
HCCIIEIOBaHUSI. - 3auér.
Banangers:
- OCHOBHBIMH METOJAMH H3JIOMCHHS HIToroBbiil KOHTPOIL
CBOCH TOWKH 3PEHHd,  YTOTHEHHS (npoMeskyTouHas
OTZENBHBIX TIOJIOKEHUH CBOEro aTTecTANHS) —
BBICKA3bIBAHUS; —_—
- HaBbIKaMH 3anpoca HHGpOpMaIHH O
MHEHHH co0eceHHKa, €ro OIeHKe
SIBIICHUSI, COOBITUS U JIp.;
- crocobamu BBIpa)KEHHS
3aMHTEPECOBAHHOCTH, COMHEHHS,
YBEPEHHOCTH B HEOOX0/IUMOCTH
o0cyx/IeHUsl KaKoH-JIHO0 poOIIeMBbl;
- OCHOBHBIMM IpHEMaMH CO3JaHUs
NUCBPMEHHBIX PEYEBBIX IIPOU3BEACHHIA
CJIEYIOIIUX JKaHPOB: IJIaH, aHHOTAIIKA,
JOKJIajl, Hay4Hoe COODIIeHHe.
YK-4: TOTOBHOCTH | 3HATH: 1-2
- OCHOBHBIE HCTOUHHUKH HH(POpPMAITUH O | CEMECTPEI

HCIIOJIE30BaTh COBPCMECHHEIC
METOObI H TEXHOJIOT'HH
Hay‘lHOfI KOMMYHHKAaITHHU Ha

paboTe pOCCHUCKUX U MEXKIYHAPOIHBIX
HCCJIE/IOBATENIbCKUX KOJUIEKTHBOB;




roCy/1apCTBEHHOM U | - COBPEMEHHBIE METOBI U TEXHOJIOTHH
HHOCTPAHHOM SI3bIKAX. HayYHOH KOMMYHHKAIIUH;

- IEKCHKO-TpaMMaTHYECKHE
KOHCTPYKIIMH, 00eCcIeuHBalOIIHe
OCHOBHI BepOalld3allil pedYeBBIX
WHTEHITHI;

- MEHTaJIbHBIE OCOOEHHOCTH CTpPaHbI
KOMMYHHKAHTOB.

Ymers:

- HCIIOJIB30BaTh COBPEMEHHBIE METOIbI
¥ TEXHOJIOTUHM HAY4YHOMH
KOMMYHHKAIHH;

- IOJIB30BaThCS PA3IMIHEIMH
HCTOYHUKAMHM pacHIMpPEHHsI KopIryca
JEKCHKO-TpaMMaTHYECKHX
KOHCTPYKIHH, 00ecIeYBatoInX
OCHOBEI BepOaJIM3allMi PEeYeBbIX
UHTEHIHH;

- HCII0JIb30BaTh 3HAHHUS MEHTATBHBIX
0COOEHHOCTEH CTpaHbI
KOMMYHHKaHTOB.

Baapgers:

- COBPEMEHHBIMH METOJIaMH H
TEXHOJIOTHAMH Hay4YHOMN
KOMMYHHKAILIUH Ha TOCYJapCTBEHHOM
SI3BIKE;

- COBPEMEHHBIMU METOJIAMH H
TEXHOJIOTHSIMH Hay49HOH
KOMMYHHKaIMH HA HHOCTPaHHOM
S3BIKE.

3. MecTo quCHHIITHHEI (MOAY.IS) B CTPYKTYpe 00pa30oBaTe/IbHOI MPOrpaMMel

CornacHo yye6HOMY IIaHy QUCHHUIUTHHA «MIHOCTPAHHBIN S3BIK» U3YYaeTCs B TEUEHHE 2-X
yuebHbIx cemectpoB (108 yu. wacoB, u3 xoropeix 80 yu. 4yacoB - KOHTakTHas paGoTa c
IpernojiaBaresieM, 28 yd. 4acoB - CaMOCTOsITeNIbHAs paboTa aciupanTa).

KOMHCTGHHI/IH, 3HAaHUA MU YMCHHA, a TakKe OIBIT [OCATECIBHOCTH, npnoﬁpeTaeMLIe

aclHpaHTaMM B IIPOIIECCE OCBOCHHS JAUCIHHIUIMHBL, HEOOXOIUMBI €My HMH B XOJI€ OCYIIECTBICHHS
Npo(heCCHOHANIBHOM AeATENEHOCTH.

4. O0béM TUCHHIVIMHBI H BUABI y4e0HO#i padoThI

1 rox obyu.

Bceero (ak.u.)

Bupg yuebno# paGoThl 3.e/1.
(ak. %) | Cemectp




O6mas 3
TPYLOEMKOCTE (108) 54
JICLIAILUIHHBI

54

AynuTopHbBIE

3aHsATHA (KOHTaKTHasA
paboTa obydaromuxcs ¢
MperoiaBaTeieM), U3 HUX:

- nexiuu (JI)

- CCMHHapPCKHE 3aHATHA
(C3) 40

40

- IPaKTHYECKHE 3aHATHS
(I13)

- HH/IMBHOYAbHEIE
saustus (U3)

- caMocToATeNnbHasA paboTa
HOJT PYKOBOJICTBOM
MPETIoaBaTENIs

(CP mox pyk.)

CamocrosTenbHas paboTta
acnupanTta (CPC), B ToM 14
YHCJie NOAroTOBKA:

14

- Kypcosas pabora
(mpoekT)

- noxnan (pedepar)

- 9K3aMCH

HToroBelii KOHTpOJIL 3

9

*- BRJIIOYASA MNOATOTOBKY H CAAYy IK3aMeEeHa

P — pedepar; KP — xypcoBas pabota; 3 — 3auet; 30 — 3auer c oneHkoi; J — sx3zamesr, I —

3K3aMEHAIIMOHHEIH IIPOCMOTP.

5. Copep:xanue H CTPYKTYpa JHCHHILTHHBI

O06Bem yuebHOl paboThl acnHpPAHTA
(B aK.4.), B TOM 4HCJIe

HanmeHnoBanHe pa3aesioB H Y4eOHbIX Tpyno-
3aAaHHH N0 JTHCOHITHHE EMKOCTH 3
J Ayn. pabora| C3 U3 | CPC
HoJ1 PyK.
Mpeno/.
1 cemecTp 40 14
1. XynoxecTBeHHBIH My3eil. Kpynueiiue 4 1
MY3€H MHpa.
2. XynoKecTBEHHBIE My3€H U BBICTABKH
4 1

ceroana. OhopMieHHEe JOKYMEHTALMH 1S
OTKPBITHS BHICTABKH.




3. JlenoBas AOKYMEHTALHMs M MeperucKa. 4 1
orosop.

4. CraHaapTHble KOMMYHUKATHBHBIE CUTYALIMH. 4 1
Peructpauus Ha KoHbepeHIIHIO.

5. CranpapTHBIE KOMMYHHMKATHBHBIC CHTYaIHH.

3anoyiHeHHe aHKeT. BusuTku. Y cTaHOBIEHHE H 4 1
MOAJAEPKAHHE KOHTAKTOB. 54

6. CranaapTHbIE KOMMYHHKATHBHBIE CUTYaI[HH. 4 1
BeIcTyIUIeHHE HA KOH(EPEeHILMH (I0KJIa).

7. CraHpapTHbIE KOMMYHHKATHBHBIC CHTYAaIlHH. 4 1
BeicTyIuieHue Ha KOH$pepeHUnH (OpeHus).

8. CranpapTHble KOMMYHUKATHBHBIE CHUTYAIIHH.

OdopMIIEHHE TE3UCOB BBICTYILUIEHHS J1JIsI 4 3
ny OJIHKaLIH.

9. HurepHeT-pecypchbl: HHGOpMALIHS B

UHTEpHeTe, [yOnuKauus Ha caiite, coobLieHHe 0 4 )
KoH(pepeHLUH.

10. IIpodeccHoHanbHas JIEKCHKA.

Tepmunonorus. OcobeHHOCTH Pa3rOROPHOTO H 4 )
KHMKHOT'O BapHaHTa Hay4YHO-IIOIYJIAPHOTO

TekcTa. 3auéT.

2 cemecTp 40 14
1. Amnamus u aTpubyuus XyIoomKEeCTBEHHOI'O 4 1
[IPOM3BECHHUS.

2. IluceMeHHOe H3noXKeHue MPodhecCHOHATBHOM
uHpOpMaLMH (cocTaBiieHHe TE3HCOB, 4 1
peKJIaMHbIX OYK/IeTOB).
3. OpraHuzaiysg ¥ CONPOBOXKIEHHUE BBICTABKH. 3 1
OpraHu3auus BEICTABOYHOTO NMPOCTPAHCTBA.
4. CoBpeMeHHBIE MYJILTUMEIHUAHbIE BHIIbI 9 1
HCKYCCTBa.
5. MckyccTBO Kak HHCTPYMEHT IpolLiecca
MHpPOBOH riobanu3anum. 54 4 1
6. HckyccTBoBen M XYOOXKHHMK — [HAJIOr B 4 1
KOHTEKCTE COBPEMEHHOCTH.
7. Ilybnukaumu o HoOBanMax B 06JacTH 4 1
H300Pa3UTENILHOTO HCKYCCTBA.
8. IlpodeccHoHanbHOE HHTEPBBIO. 4 3
9. buorpadus u pesoMe B DBIEKTPOHHOM 4 3
thopmare.
10. MesxynapoaHoe aKageMH4ecKoe
co061ecTBO. MeXKYJIbTYPHBIE CBA3H. 4 1
IK3aMeH.

Hroro (ak. 9acax) 108 80 28

Ne Haumenosauue
/1 | pa3jena QUCIUTLIHHEI

Conepxanue paszeina

1 cemectp




XynoxecTBeHHBIH My3eid.
Kpynueiimue My3en Mupa.

Tense review. Film, Performance, Exhibition Review.

XynoxKecTBEHHBIE My3eH W
BBICTABKH CETOJIHA.
OdopmMieHre JOKYMEHTALHH
IUISL OTKPBITHS BBICTABKH.

Types of Questions. Making a presentation.

JenoBas MOKYMEHTALMA 1
niepenucka. Jforosop.

Present simple and Present Continuous. European capitals.

CrangapTHeie

KOMMYHHKATHBHBIE CHUTYaIHH.

PerucTparmms Ha
KOH(EpeHIIHIO.

Articles. Cultural differences.

CraHapTHEIE

KOMMYHHKATHBHBIC CUTYAaIlHH.

3arnonHeHye aHkeT. BU3UTKH.
VceraHoBneHue U
NO//IEPIKAHHE KOHTAKTOB.

Past simple, Past Continuous.

CranmapTHeie

KOMMYHHKaATHBHBIE CUTYaLHH.

BricTynnenue Ha
KoH(pepeHun (nokian).

OcHoBel nepeBoga. CioBoobpazoBaHHe.

CranpapTHeie

KOMMYHHKATHBHBIE CHTYAIIHH.

BricTynnenue Ha
KOH(epeHIMH (TIpeHH ).

Present Perfect and Present Perfect Continuous.

CraHgapTHEIE

KOMMYHHUKaTHUBHBIE CUTYallUH.

Past Perfect Simple and Past Perfect Continuous.
Phrasal verbs.

OdopmiieHHe Te3UCOB
BEICTYTUICHHA JUIs
My OTMKaIWH.

Causative verb.
Business English.

10

HHurepHeT-pecypehl:
HH(OpMAaIHs B MHTEPHETE,
My OIHKALIHS Ha caifTe,
coo0IeHHe 0 KOH(pEPEHIIUH.

The Passive.
Hcrnosnp30BaHMEe MaCCHBHBIX KOHCTPYKIMI B HAYUHBIX TEKCTAX.

2 cemecTp

1

AmHanus u atpubynus
XyJI0:KECTBEHHOT'O
MPOU3BEICHHUS.

Prepositions.
Business English.

ITHcEMEHHOE H3TIOKEHHE
npodeccHoHaNBEHON
HH(pOPMALIMH (COCTaBIEHHE
TE3MCOB, PEKJIAMHBIX
OYyKJIETOB).

Reported speech and Reported questions.




Opranmzaius 1 Relative clauses.
COIIPOBOK/ICHHE BBHICTABKH. Business English.
OpraHu3zauus BbICTABOYHOTO
MPOCTPAHCTBA.
CoBpemeHHBIe Verb follow by infinitive or —ing form.
MYJIbTUMEIUAHBIE BHIIBI Opinion composition.
HCKYCCTBA.
HckyccTBO KaKk HHCTPYMEHT Future forms.
npolecca MUPOBOH
rinobanuzarmu.
HckyccTBOBED M Xy IOMHHUK: Conditionals (zero, first, second).
JIHaJior B KOHTEKCTe
COBPEMEHHOCTH.
[Ty6nuKauy 0 HOBALMAX B Modal verbs (obligation).
obnacTH U300pa3UTENBHOIO
HCKYCCTBa.
IIpodeccuonansHoe Conditional (third, mixed).
HMHTEPBEIO. Modal verbs (certainly).
buorpadus u pesiome B Gerunds (-ing form).
9NIeKTPOHHOM (hpopmare.

10 | MexpayHapoaHoe Inversion. Expressing wishes and regrets.
aKageMHu4YecKoe COOOIIECTRO.
MeXKynbTypHBIE CBA3H.

6. YueGHo-MeTOqHIECKOE 00€CTIedeHHE CAMOCTONATEILHOM PAadoThI 00yYaI0MMUXCS

CamocrosTensHas paboTa acnmupaHTa MPEAINOJaraeT eXeJHEBHBIE 3aHATHA, KOTOpbIE
obecreunBaOT HENPEPHIBHOCTD, PEEMCTBEHHOCTh M IIOCTYIATEIbHOE pa3BHUTHE (HOPMHPOBAHUS
KOMIIETEHITHH.

IIpenonaBarens, pykoBoACTBysichk Paboyei mporpaMMoit, epuoAH4ecky (B 3aBUCHMOCTH OT
CJIOKHOCTH H3Y4aeMOro MaTepHajia) KOHTPOJIHPYET:

- 06beM paboThI, HAITPaBJIEHHOM HA OCBOEHHE HOBOT'O MaTepHaa;
- YPOBEHb CHOPMHUPOBAHHOCTH KOMIICTCHITHI;
- 00beM MaTepuana, TpeOyYIOIIero JOMOIHUTEIFHOTO 3aKPeILICHHS.

Crucky yueOHON M HAy9HOM JIMTEPaTyphl (OCHOBHOW M JIOTIOJIHUTENBHOM) COCTABIAIOTCS B
COOTBETCTBHH C HAJlMYMeM JaHHOW IMTepaTypbl B y4eOHOH OuOimoTeke MHCTUTyTa. CHHCKH
OOHOBJIAIOTCA M KOPPEKTHPYIOTCS B COOTBETCTBHH C HOBBIMH MOCTYIUIEHHSAMH B Y4eOHYIO
oubIHOTEKY.
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B 3maHMM HMHCTHTYTa pETyJsSpHO NPOBOJATCA  BBICTaBKH paboT  mpodeccopcko-
IPEroaBaTeNbCKOr0 COCTaBa HHCTUTYTA, COTPY/IHMKOB MHCTUTYTa, ydammxcs. [locemenue stux
BBICTABOK M y4acTHE B MX OOCYKICHHH — HEOThEMJIEMasi YacTh y4eOHOTro Ipolecca, TapMOHUYHO
00BbeqUHSIONTAs Ay AUTOPHEIC 3aHATHS M BHEAYIUTOPHYIO PaboTy.

Yyamuecs HHCTHTYTa PETYJIAPHO IOCEINA0T KaK IMOCTOAHHBIC SKCIIO3HIIHH, TaK H BDECMCHHBIC
BBICTABKH:

- B TpeThskoBckoii ranepee (B JlaBpymmHckoM nepeyiike H Ha KpeMckoM Bamy),
- B ['ocymapcTBeHHOM My3ee H300pa3uTensHbIX HCKyceTB M. A. C. [lymkuHa,

- B UcTopuueckoM My3ee;

- B AkajieMun xyjaoxects (Ha [Ipequctenke);

- B ['anepee uckycerr 3. K. Ieperenu;

- B lleHTpasibHOM JIOME XYyJOKHHKA.

Ha 3amstusx 1o HHOCTPAHHOMY A3BIKY Y4Yallluecs chyxc,uamT YBHACHHOE, pacIlupsAd
AUaria3oH IIOJIYYEHHBIX CBEJICHHI MaTepHualiaMi, HO,I[OGP&HHL]]\/IH npernoaaBaTCIICM.

Wudopmanus u3 cetd MHTepHET Takke HCIONB3yeTcs B mponecce odydenus. Hanpumep,
opunmanpHble cCalThl HHCTUTYTA, AKaJIEMHH XyJI0KEeCTB, TPEThIKOBCKOH rajieped u JIp.

Taxum 06pazom, peKOMeHAyeMBbIi KOMILIEKC cpe/ICTB 00yUEHHSI IIPH CaAMOCTOSTENIbHOR
paboTe BKIIIOUYaeT B cebsl clieayrolee:
- H3y4EHHE PEKOMEHYEMOH TUTEpaTyphI;
- noxy4yenue uHpopmaimu u3 CMU (Bmoyas cets MuTEpHET);
- IOCEIICHUE MY3€€EB U BBICTABOYHBIX 3aJI0B;
- KOPPEKTHPOBKA ¥ PEJAKTUPOBAHUE MATEPHAIIOB OYAYLIETO JHCCEPTAIIMOHHOTO
HCCJIEZIOBAHMS B COOTBETCTBHH C SI3bIKOBOM HOPMOIA.

T (DOH}I OLCHOYHLIX CPEACTB JJH TEKYIIEro KOHTPOJIH H l'lpOMe?KyTO'-IHOﬁ aTTeCTalluu

AcnMpaHThI JJOJDKHBI BIaETh opdorpadudeckoii, ophosnuueckoi, JIEKCHUECKOMH,
IrpaMMaTHYECKOH U CTUIMCTHUECKOH HOpMaMH H3y4aeMoro SI3bIKa B IIpe/iesiaX pOrpaMMHBIX
TpeOOBaHM U MIPaBUIIBFHO HCIIONE30BaTh 9TH 3HAHHS BO BCEX BHAAX PEUCBOM JEATEILHOCTH, B
Hay4uHOH cepe, B hopMe YCTHOTO H MTUCEMEHHOTO OOIIEHHS.

TpeboBaHus 0 BUIaM peyeBO AESTENLHOCTH

TI'osopenue

K xoHIly 00yueHHs acTHpaHT (COUCKATENh) JOJIKEH BIAJETh IIOATOTOBICHHOH, a TaAKKe
HENO/ArOTOBIIEHHOH MOHOJIOTHYECKOH Pedblo, YMETh JIeflaTh pe3ioMe, COOOIEeH s, JOKIa [ Ha
HHOCTPAHHOM SA3BIKE, BIAJETh THATIOTHIECKOH PEYblO B CHTYAIIHAX HAYYHOTO,
npodeccuoHanpHOro M O6BITOBOrO OOINEHHS B Mpeesiax H3yUYeHHOTO sI3bIKOBOI'O MaTepHalla B
COOTBETCTBHH C H30paHHOU CIEIHATIBHOCTRIO.

Ayoupoeanue
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AcnupaHT (CoHCcKaTellb) J0JDKEH YMETh IIOHMMATh Ha CIIYX OpPHTHHAJIBHYIO
MOHOJIOIHYECKYIO H JIHAJIOTHYECKYIO PeYb 10 CIIEIHATBHOCTH, OIIUPAsACH HAa H3YYEHHBIN SI3BIKOBOMH
MaTtepuall, OHOBBIE CTPAHOBEIYECKHE U MPO(eCcCHOHATIbHBIE 3HAHUS, HABBIKH A3BIKOBOH H
KOHTEKCTYaJIbHOM JIOTaJIKH.

Ymenue

AcTIMpaHT (COUCKATENb) TOJKEH YMETh YATATh, IOHUMATh U HCIIOJIL30BATh B CBOEH
Hay4HOH paboTe OpUrHHAIBHYIO HAYYHYIO JIUTEpaTypy M0 CIeNHaTbHOCTH, OIIHPasiCh Ha
M3yUYEHHBIH S3BIKOBOM MaTepHal, (JOHOBBIE CTPAHOBEAYECKHE U MPO(PECCHOHAIBHBIE 3HAHMS,
HaBBIKH SI3BIKOBOM M KOHTEKCTYalnbHOM JOTraki. ACIUPaHT (COMCKATENb) JOLKEH OBJIAETh BCEMH
BHJIaMH YTeHHs (M3ydarolnee, 03HAKOMHUTENIBHOE, IIOMCKOBOE U IPOCMOTPOBOE).

TTucvmo

ACTIHPaHT (COMCKATEIb) JIOJDKEH BIAJIETh YMEHHIMH IUCbMa B IIpeJeIaX U3y4EHHOTO
A3BIKOBOI'O MaTepUalla: YMETh COCTABUTH IUIAH (KOHCIIEKT ), IPOYHTAHHOTO, H3JIOKUTh COJIEPKAHHE
IPOYMTAHHOTO B (DOPMBI pPe3OMe, HaIucaTh COOOIIEHHE HIIH JOKJIAJ 110 TeMaM ITPOBOAUMOrO
UCCJIEIOBAHUS.

VY acniupanTta J0JKHBL ObITE C(HOPMUPOBAHBI CIAEAYIONIME KOMIIETEHIUH:

- KOMIIETCHI[MH YCTHOTO OOINEHHs Ha PYCCKOM sI3bIKE B MacTEPCKOH, Ha BBICTABKaX;

- KOMIIETEHIIMH 3alpoca M MOIy4eHHs MH()OpPMALUHU [0 CHENHATLHOCTH U3 MHUCHMEHHBIX
HCTOYHHMKOB (MOHOrpadHii, 6yKiieToB, albOOMOB, KATAIOTOB H JIp. JIATEPATYPHI);

- KOMIIETEHIIMH COCTABJIEHUS IIJIaHA (B TOM YHCJIE TJIaHA BBHICTYILICHH);

- KOMIICTCHIIMU BOCIIPUATHS HHGOPMAILIHH Ha CIIyX C OITOPOH Ha 3PHTENBHYIO HATJIAAHOCTE;

- KOMIIETEHI[MH YaCTHYHOH 3anucu HHGOpMAaLKK, IOJIyYeHHOH IPHU BOCIIPUSATHH Ha CIIYX;

- KOMIIETEHIIMH COKpallleHHs CJIOB, TpaHC(QOpPMAllHH TIJIAarOJOB B  OTIJIATOJIEHEIE
CYLIECTBHTENNBHBIE H HA000POT, 0003HaYeHHE BeKa PUMCKHUMH HU(pamMH U T.J1.;

- KOMIIETEHIIMM YCTHOTO BOCCTAHOBJIEHHS IPOCITYyIIAHHOH HH(OPMANHUH HA OCHOBAHHU

CIOCIaHHBIX BO BpEMS MIPOCITYITHBaAHHUS 3aMHCeH.
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Tabauna nepesoaa pe3yIbTATOB TECTHPOBAHHSA B OIIEHKY
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OueHxka [ixana
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1 OtnuyHo KonugecTBo BEpHBIX OTBETOB B HHTEpBaie: 81-100%
2 Xoporo KonuvecTBO BEpHBIX OTBETOB B MHTEpBaje: 61-80%
3 YI0BIETBOPUTENEHO KonuyecTBO BEpHBIX OTBETOB B HHTEpBase: 41-60%
4 HeynosnetBopurensto | KonudecTBo BepHbIX 0TBeTOB B HHTepBae: 0-40%

5 3aureHo KonuuecTBo BepHBIX 0TBeTOB B HHTepBasie: 41-100%
6 He 3aureno KonuuecTBo BepHbIX 0TBeTOB B MHTepBaie: 0-40%

7.2. Coaep:xaHHe TEKCTOBBIX MAaTEPHAJIOB.

06[)33!15[ TE€CTOBBIX 3aJaHHH A TEKYILIEro KOHTPOJIA:

She's got the kind of job that seems to keep her occupied all the time — 24-..........
4

Y Dy Ty

~N o0

......... ,» | couldn't agree with you more.
Totally

Clearly

Finally

Absolutely

| really think we should talk about the subject we wanted to in the first place and .........
the issue.

advise

speak

M

address

talk

7

It's difficult to say exactly how many people are involved but | would say ......... 50.
around

across

)

through

~

into



It was one of those sights that you never forget it was

fine
~

awesome
£F .

interesting
~

clear

We don't know precisely how much it will cost but | could give a

dollars.

“ ball field
£ ball place
2 ball park
ke ball game

| agree with what you say, .........
i

wholly
~
- basically
£
- quickly
C

simply

You fill in those forms on a weekly

~
stand

base

size

T D)

basis

I hope you will be patient and .........

stay
hold

bear

D Y 0D

maintain

It's difficult to see how to get out of this situation because we're between a rock and a

hard

with me a minute.

figure of 6 million
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Temb1 pas Gecen:

[TpaBuna npoBeieHNs Ipe3eHTaLui.
Esponeiickue cronunpl. JlocronpuMedaTebHOCTH OOIBIIOrO TOPoJa.
KynerypHble paznmuuus. ['mobamu3zamms 1 0coO€HHOCTH HAIlHOHAIIBHBIX KYJIBTYD.
My3eu u Xy10)KeCTBEHHBIE TaJlepen.
[IpvHIMIIEI HATMCAHUS PELIEH3UH Ha XY 0XKECTBEHHOE IIPOU3BE/ICHHE.
Jenosoii s3pik. Hanucanue pestome, BEIEHUE IEPETOBOPOB, HHTEPBBIO.
Onmcanue Xy10KECTBEHHOTO ITPOH3BEICHHS.
CrpykTypa pe3roMe U crelHanbHas JIeKCHKa.
Hamnmcanue peneH3uu.

. MckyccTBO B MEpE BHICOKHX TEXHOJIOTHIA.

. Hayuneni foxiiaz. 3asBka Ha y4acTHe B KOH(pEPEHIIHUH.

. CTuym ¥ KaHpB! H300pa3UTENEHOTO HCKYCCTBA.

. AyKIMOHBI IPOU3BEICHUH UCKYCCTBA.

. AHrnoroBopsIMe crpanbl. Pa3inyus OpUTaHCKOr0 U aMEPUKaHCKOT0 aHTJIMHCKOTo
A3BIKA.

15. CoBpeMeHHOE HCKYCCTBO M MEXITYHAPOIHBIH apT-pHIHOK.

e S B RS g B

e e
W N = O

OO6pa3ubl TEKCTOBLIX 3aaHUM ISl KOHTPOJIN:

Genres of Painting

Until the beginning of the 20th century, all painting was figurative: it depicted forms that
resembled real objects and beings. The degree of realism, or in other words the degree of
resemblance to the physical world, varied from period to period and according to the aims of the
painter. The range of subjects represented during this time was diverse. Throughout the Middle
Ages, however, all subject matter was religious. Paintings depicted holy figures, recounted their
stories or legends and gave the faithful a glimpse of the hereafter (heaven or hell). Secular subjects
started to appear in the 14th century, when a greater number of ancient texts began to be copied,
illustrated and, a little later, printed. These non-religious narratives were put into pictures by
illuminators and engravers, and in turn were the inspiration for the decoration of palaces. The same
period also witnessed the emergence of a preoccupation with naturalism: nature crept into
paintings in the form of plants and animals; architecture and objects from everyday life followed
soon after. Individuals - great princes and patrons - demanded that painters portray them in a
recognizable manner. Different 'genres' developed, and it became common to divide works up by
subject matter: ‘history paintings', 'genre paintings' (scenes of everyday life), 'portraits’,
Tandscapes' and 'still lifes'.

History painting

The term 'history painting' was used to refer to all works depicting in narrative or symbolic form
'serious' subjects designed to be spiritually uplifting and to educate the viewer. In a development

20



that began in France, from the 17th century onwards paintings with religious subjects,
mythological subjects, allegorical subjects and historical subjects in the strict sense were all
described as 'history paintings'. For French critics of the time, starting with the scholar Felibien
(1617-95), the purpose of art was not only to delight the eye, but also to elevate the soul. A
hierarchy of genres was established that regarded history painting (known in France as 'le grand
genre' and in England as 'the Grand Manner') as the only genre truly worthy of being practised. In
addition to human history (often in reality that of kings and battles), this genre included religious
history (episodes from the Old Testament, the life of Jesus and the saints), mythology (subjects
taken from the great classical authors) and certain modern tales (such as Dante's Divine Comedy
and Tasso's Jerusalem Delivered). History painting depicted figures that were expected to
resemble their real-life counterparts (if the scene involved real people) in plausible settings, which
also had to be historically convincing if the scene was set in bygone days. History painting was
therefore regarded not only as the most noble of genres from a moral point of view, but also the
most technically difficult (artist having to be simultaneously portrait painter, landscape painter etc)
and intellectually demanding (presupposing learning and a feeling for history).

The Portrait

The portrait occupies an ambiguous place in the hierarchy of genres. Because its subject is man, a
creature made in God's image, it ought to occupy second place after history painting, which
glorifies man's moral greatness. However, the celebration of individuals known to no one outside
the family circle or forgotten after a limited period of time offended the moral sense of critics who
saw in this genre only the glorification of personal vanity. Yet these reservations did not prevent
the portrait from enjoying a phenomenal success.

The realistic portrait was not unknown in the ancient world. Sculptors in Etruscan and
subsequently Roman Italy and the Fayum painters of late Egypt produced numerous works
depicting strikingly naturalistic bodies and faces. By exhorting the faithful to turn their attention
to the hereafter, however, the Christian revolution broke with this tradition. In the art of the early
Christian era and the first centuries of the Middle Ages, there are no depictions of individuals in
which a faithful resemblance can be discerned. It was not until the 14th century, and more
importantly the 15th century, that - thanks to the advance of naturalism and a renewal of interest
in the individual - the production of images of unique personalities, painted in a manner that made
them recognizable, was revived. Dating from the end of the Middle Ages, the first 'pure’ portraits
- in other words depictions of solitary sitters in paintings containing no other subject - were those
of monarchs. It would have been unthinkable at that time for the image of an ordinary individual
to be the main subject of a work. These portraits were modelled on antique medals. Painters
concentrated on the face, rendering it in profile, and of the rest of the body showed only the
shoulders, as in the portrait of JEAN LE BON, painted in the middle of the 14th century. This
type of portrait -just shoulders and profile - was predominant in Italy throughout the 15th century.
Quattrocento painters would place their subjects in front of a background of decorative motifs or
a landscape painted in light colours, as in Piero della Francesca's DOUBLE PORTRAIT OF THE
DUKE AND DUCHESS OF URBINO.
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In 15th-century Italy, this choice of pose was accompanied by an attempt to idealize the subject
without, however, spoiling the resemblance. Thus Frederico da Montefeltro, the Duke of Urbino,
who had lost an eye and part of his nose in battle, is portrayed by Piero from his 'good side'. His
duchess, Battista Sforza, a mature woman at the time of the portrait, has an impeccable white
complexion without a single wrinkle, like that of a young girl or a wax figure.

Flemish portraits, which began to emerge between 1420 and 1440 during the time of Robert
Campin and Jan van Eyck, are immediately recognizable because of the contrast they present with
this type. Portraying their subject in three-quarter profile, these artists depicted more of the upper
body, including hands clasped in prayer or holding some object. They also unfailingly reproduced
any defects in the skin including lines, scars, warts, spots and protruding veins. The realistic effect
is striking, all the more so since instead of avoiding confrontation with the viewer by directing
their gaze into the painting, the subjects seem to be looking directly at the viewer. Flemish artists
took care to add a small patch of white to their sitters' pupils in order to suggest a reflection, thus
indicating brilliance, moisture and life in the eyes of their subjects. These features are evident in
PORTRAIT OF A MAN WITH CARNATION, a copy of a work by van Eyck rather than an
original, but nonetheless an old copy of remarkable quality. By the end of the 15th century, this
early model of the portrait was still adhered to, but with modifications to the background. Flemish
portraits from the period of van Eyck and his immediate successors can be identified by their dark,
mono-chrome backgrounds, while those dating from the last third of the 15th century feature
invented settings, often an interior with an open window, and also take in more of the body,
showing the subject almost as far down as the waist. The portraits of Hans Memling, for example,
painted between 1470 and 1490, conform to this mode of framing and type of setting.

In the 16th century, Italy again took the initiative in matters of portraiture. Leonardo, Raphael and
Titian, brilliant portraitists by any standards, adopted larger formats in order to paint half-length
portraits of men and women in serene poses and sober attire. The MONA LISA depicts a young
woman - anonymous or at least inconclusively identified — taking the air on a terrace in front of
a deep landscape of high, rocky outcrops and flooded valleys. The subject's pose is characterized
by restraint: her hands are crossed as stipulated for ladies by the manuals of decorum; her dress is
simple and chaste, even if it does not completely conceal the fine shape of her bust; her face,
featuring that famous smile, reveals the presence of private feelings that are deliberately withheld
and thus difficult to define — lascivious come-on or chaste love, irony or tenderness?

A few years later, Raphael chose a similar format and an almost identical pose for the portrait of
his friend, the writer BALDASSARE CASTIGLIONE. While his subject has been painted indoors,
the palette used by the painter is the same, consisting of gentle tonalities tending towards the
monochrome, its brown-greens and greys relieved only by the radiant blue of the sitter's eyes. The
reserve inherent in the pose, the simplicity of the attire and the restraint of the colours are all
indicative, in this as in the previous painting, of an ideal expressed by Castiglione in his book 1/
Libro del Cortigiano (The Book of the Courtier), that of the gentiluomo or gentildonna, the
gentleman and lady of the court, characterized by a refined, dignified and restrained demeanour
and a generosity of feeling discreetly expressed.

Landscape
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Landscape as an autonomous genre developed very gradually from the 16th century onwards.
From the end of the Middle Ages, artists had started to increase the number of naturalistic details
in their work so as to provide their subjects with a setting that resembled the natural world.
Following centuries in which painting had restricted itself to archetypal symbols - wavy lines to
denote water, festoons to represent clouds, and so on - artists gradually had to invent a vocabulary
of forms to signify the real world. Around 1300, Giotto was still painting rocks set with near-
identical tiny trees as a way of representing the countryside. Just a century later, trees had become
varied and were painted on the same scale as the human figure. In his Baptism of Christ (c.1450?,
London, National Gallery), Piero della Francesa painted a tree so tall that - for the first time ever
- not all of it fitted into the picture. It is highly instructive to examine how painters grew
progressively closer to nature in works executed between the 13th and 15th centuries. Rocks,
inherited from Byzantine icons, became softer and were transformed into hills, valleys and plains;
the ground, initially sterile, was gradually covered with grass, (identifiable) flowers, crops and
forests; the decorative backgrounds inherited from the early Middle Ages gave way to realistic
skies, including the night sky illuminated by the moon and the stars or the ambiguous light of
dawn, dusk or storm, as in Giorgione's The Tempest .

A certain reticence remained with regard to landscape painting, however. Representations of
nature served for a long time as settings rather than as the main subjects for works. The landscape
proper originated in Venice. In the city of the Doges - the city too of Vittore Carpaccio, Giovanni
Bellini and Giorgione - at the end of the 15th and the beginning of the 16th centuries, painters
created admirable views of the lagoon and its hinterland, the rural 'terra firma' beyond. These
views, it should be noted, formed the framework for subjects that were not themselves landscapes.
They accommodated the depiction of a duck hunt (Carpaccio), a crucifixion or some other holy
scene (Bellini) or the mysterious encounter between a young, clothed man and a naked woman
(Giorgione). The same is true, at least in Italy, of the other great masters. The flooded valleys
behind the Mona Lisa represent a 'chosen landscape', to borrow Verlaine's phrase - a mental
landscape, in fact, conceived by Leonardo to serve as a powerful echo of the mystery of his model.
Leonardo never went so far as to paint a 'pure' landscape.

The Genre Scene

Like history painting, genre painting depicts men and women and tells their stories. However, it
deals with everyday subjects such as street scenes or domestic scenes inspired by contemporary
manners, subjects that often provoke laughter. Genre painting - which acquired its label by default
in the 18th century as it depicted neither history in the noble sense of the word nor allegory,
landscape or still life - was a low genre', a form of painting that critics judged to be good enough
only for entertaining the bourgeoisie.

History painting

The first genre scenes were produced by the northern schools, which were more inclined than those
in the south to examine and depict real life without seeking to idealize it. In the 15th century, these
scenes were often connected with money, featuring merciless depictions of moneylenders and tax
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collectors. In the 16th century, 'merry gatherings' in drinking dens and bawdy houses (Jan van
Hemessen, the Brunswick Monogrammist) and scenes of the market and of food preparation
(Pieter Aertsen and his nephew Joachim Beuckelaer) provided a whole repertoire of images.

The genre scenes of the Flemish painter Pieter Bruegel the Elder have a different quality. He
portrayed the poor, usually peasants, and his pictures are at the same time ethnographic (though
painted before the invention of the term) and allegorical. As its full modern title suggests, the blind
men heading for a fall in The Parable of the Blind Leading the Blind (Naples, Museo Nazionale
di Capodimonte) seem to symbolize human destiny, which leads inescapably to disaster and death.
Although designed to amuse, or occasionally to educate in an entertaining manner, genre scenes
nevertheless have certain features in common with history painting. In order to express the
emotions of their characters, they employ the same language of gesture and ‘passions' as history
painting, often in an exaggerated manner. Genre painters also had to invent costumes and provide
a setting in the manner of history painting. Contemporary clothing was generally favoured over
timeless costume and was always preferred to the nudity of Grand Manner heroes. Their settings
eschewed bombastic elements such as cornices, columns, temples and generally anything that
evoked antiquity. Genre paintings showed their subjects either half-length or full-length. The large
number of figures in the painting and/or the importance of the setting often led to relatively large
works. Aertsen's THE COOK IN FRONT OF THE STOVE is more than 1.25m high and Pieter
Bruegel's The Parable of the Blind more than 1.5m wide. The range of colour varies from work
to work, by and large following the tendencies evident in other paintings of the day. Where the
palette shows a bias towards darker colours, and lower-class characters (raised in genre painting
to the status of heroes) are therefore required to dress soberly, the monochrome nature of the work
is relieved by vivid colours and eye-catching patches of bright paintwork.

Still Life

Occupying the lowest rung in the hierarchy of genres since it does not depict man and indeed
hardly ever includes any living creature, the still life - known in 17th-century France as the vie
coye or coyte (quiet) — enthrals us today as a genre that reveals the metaphysical meaning of
things.

A motif within larger paintings

As with landscapes and portraits, objects were at first introduced discreetly into paintings of
religious subjects. For example, Giotto depicted the interior of the house of St Anne, the mother
of Mary, in two frescoes in the Cappella Scrovegni (Arena Chapel) in Padua. In this interior, a pair
of bellows, a spinning wheel, a set of shelves fixed to the wall, a red wooden chest with black
fittings, a curtain round the bed and a striped blanket on the mattress are some of the humble items
- later termed 'minor objects' (Mindereien) by Durer - painted by the Italian master with a degree
of care and love that had not been seen in Western art since Roman times. It is important to look
for objects like these, on which the artist has lavished so much attention, in history, religious and
mythological paintings, in the background of portraits and in genre paintings. They often give the
picture its meaning and can even justify its title, as is the case with Slippers by the Dutch painter
Samuel van Hoogstraten (Paris, Musee du Louvre) in which two mule slippers are lying on a mat
at the centre of an interior. But sometimes it may not be easy to relate the objects to the story in
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the picture and their surprising inclusion can be seen as a celebration of pure painting in pictures
dominated by narrative. This is true of the workbasket that sits on a table in David's THE
LICTORS, in a prominent light area set against the red and green of the tablecloth and curtain.
This motif serves little purpose in terms of narrative structure. Instead it suggests that the drama
has interrupted a peaceful domestic existence, and above all it is a piece of skilful painting of

pure virtuosity.

Composition

The term 'composition' refers to the various means, graphic rather than chromatic, used by painters
to organize or order their work. The notion of composition with regard to painting was developed
by the Italian theoretician Leon Battista Alberti, who wrote De Pictura (On Painting) in 1435. Its
main thesis was that a picture was like a sentence composed of different parts arranged in a
hierarchical system and aiming to achieve the grace of oratory. Composition highlights certain
figures and motifs and plays down others. Through perspective, it allows a distinction to be made
between background and foreground and introduces the possibility of symmetry and asymmetry,
thus creating harmony or, its opposite, tension and instability.

Composition and context of a work

Composition depends on the choices made by the artist. It can also, however, be imposed on the
artist by the way in which a work fits into the space it is destined for and its relationship with other
works in the vicinity (particularly where the work is not an easel painting, but part of a cycle or
decorative ensemble).

The setting, or the shape of the space to be painted

The spaces artists are required to paint are not always the ones that would allow them the greatest
freedom. The wooden uprights separating the various panels within an altar-piece, for example,
contain small compartments, either vertical and very narrow or in the shape of a quatrefoil (a four-
lobed decorative motif), and these also had to be decorated. In the case of buildings, they encounter
greater difficulties: they have to adapt to the architecture, take account of openings and the
curvature or slant of the upper areas and so on. In the Stanze of the Vatican (the 'chambers' within
the papal apartments), Raphael had no quadrilateral spaces at his disposal. The walls end in lunettes
(semicircular spaces). The lower portion of each fresco is either encroached on by a door-frame
on one side or extends down on either side of a window (THE LIBERATION OF ST PETER).
His decisions concerning composition were determined by these structures. At the top of The
School of Athens, semicircular vaults painted in the fresco create an echo that enhances the arch
of the lunette, while in The Liberation of St Peter, painted flights of steps allow the figures to be
arranged on different levels.

In the Loggias, a long gallery or portico on the second floor of the Vatican Palace, the spatial
constraints were even more formidable. Raphael and his assistants had to paint PILASTERS, high,
narrow supports on which any form of storytelling was impossible. In this instance they adapted
not only the composition, but the subject too, reinventing (or at least reusing on a scale not seen
since ancient times) 'grotesques' - playful decorative elements (sphinxes, harpies, small temples,
animals of all kinds, putti and shells) distributed among the tracery and infinitely superposable.
The Vatican Loggias are a series of arcades surmounted by groined vaults. The design of these
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arcades resulted in vaulted ceilings divided into quarter sections, in other words sloping concave
triangles. Raphael gave up the idea of decorating these as single blocks, creating instead smaller
rectangles on which he painted individual scenes (episodes from the Old Testament). Examining
the composition of a work in a case such as this involves not only looking at the distribution of
forms within the frame, but also in analysing the solution the artist has adopted in order to create

a usable surface within a difficult environment.

Perspective

Painters use many different procedures to create perspective. The most self-evident, and one that
we will not go into in detail here, is the progressive reduction in size of figures and motifs. This is
called 'diminishing perspective'.

Alongside this particular graphic device there are others relating to the treatment of zones in the
extreme distance, known collectively by the term ‘'aerial perspective’. One form of aerial
perspective is the use of a chromatic range in which primary colours are placed in the foreground
along with the strongest contrasts in terms of intensity of light (very dark colours alongside very
light ones). This is called 'colour perspective'. Another form uses shading off in order to produce
blurred contours in the distance. The most perfect expression of this technique can be found in the
sfumato effects (the gradual transition from light to dark shades) used by Leonardo in many of his
paintings (in the background of the MONA USA, for example). Leonardo explains the theory
behind this in his notebooks. Sfumato, which literally means 'smoky', is allied to the practice of
depicting differences in the colour of the sky, which is paler on the horizon than it is at the zenith,
and of giving the landscape in the far distance that blue tinge which results from the greater density
of air that separates the observer from the object observed. These effects are known as 'atmospheric
perspective’ and were neatly defined by Diderot in the 18th century as 'a manner of shrouding
contours in a light haze'.

Unlike distant planes, which are rendered using aerial perspective, near and intermediate planes
obey the laws of 'linear perspective' (at least when they contain architectural motifs). This
technique, which is also known by its Italian names costruzione legittima (legitimate construction)
or very rarely quadratura (not to be confused with the other meaning of this term explained),
involves laying down a set of lines that in reality are perpendicular to the plane of vision, but which
appear to continue in the same direction (at an oblique angle as a result of perspective distortion),
converging on a single point just as railway lines, which are really parallel, also appear to meet in
the distance. These receding parallel lines are known as 'orthogonals' and the point on which they
converge as the 'vanishing point'.

It should be remembered that these various means of representing depth were not invented all at
once. For the most part, they were elaborated during the 15th century: in Flanders, where painters
(in particular Jan van Eyck from the 1430s onwards) practised various methods of geometric,
colour and atmospheric perspective before they had been defined theoretically; and in Italy, where
the architect and sculptor Brunelleschi conducted the first experiments with costruzione legittima
and Leonardo da Vinci developed his ideas on the relationship between the illusion of depth and
the treatment of colour and light.
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Drawing

The act of drawing goes back to the origins of humanity. Rock and cave paintings offer many
examples of engraved motifs, in other words motifs scratched onto a surface, or forms painted in
such a way that only their contours, sometimes accentuated by a thick outline, are indicated-,
animals, human or anthropomorphic figures, and hands have been found. According to one
tradition (mentioned by Pliny the Elder in his Narural History), the first work of art was created
by a young girl in love, who traced the outline of her lover's shadow on the wall before he set off
on a voyage.

Be that as it may, very few old drawings have survived. A squared-up image of the pharaoh
Tuthmosis III is one of the items that have come down to us from the ancient world, but we have
nothing from Greece or Rome. A small number of drawings survive from the Middle Ages,
including the pen-and-ink drawings of the Utrecht Psalter, which dates from the Carolingian period
(8th-10th centuries). We have a slightly greater number dating from the Gothic era onwards, in the
form of model books (taccuini, singular faccuino) that provided artists with a source of inspiration
and that were passed down from generation to generation. A famous book of such examples
(exempla), which were later replaced by engravings (an even more effective way of disseminating
pictorial models), was that of the architect Villard de Honnecourt, from Picardy, which dates from
the first third of the 13th century.

The rarity of ancient drawings can be explained by the fragility of their supports. Initially papyrus
was used, and later (from the end of the Classical period) parchment - from the Latin pergamena,
describing sheep or goat skin from Pergamum (now Bergama in Turkey), a major centre of
production — or vellum (made from calf skin). An even more important reason is the low value
that was for a long time attached to drawings. They were regarded as a preliminary stage prior to
the application of pigment rather than as an art form in themselves. It was only from the end of the
15th and the beginning of the 16th centuries that drawings started to be properly appreciated and
therefore deliberately created and worked up into finished pieces of art. They were then carefully
preserved, sold or given as valuable gifts. In the second half of the 15th century, for example,
Jacopo Bellini's taccuino, inherited by his son Gentile, was taken by the latter on a journey to the
Orient and given as a present to the Ottoman sultan (its 101 sheets are today preserved in the
British Museum in London).

Drawing technique

A knowledge of the tools available to painters and therefore of the choices they were able to make
is essential if we are to assess their intentions during these preliminary stages in the creation of a
painting.

Pen

From ancient times to the end of the Middle Ages, drawings were made either with a quill dipped
in ink or using a technique known as metal point. In both cases, the line obtained is fine and lightly
incised into the support surface (which was parchment during the peri-od in question). In the case
of metal point, the line is paler. Metal points were generally made of silver (silver point) but also,
occasionally, of lead (lead point). Drawing with these implements results in a precise outline of
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the motif, producing works of an informative nature and allowing great precision in the marking
out of shapes. It is also a dry technique, however, and one lacking in sensuality.

Chalk

Black, red (sanguine) and white chalk started to become more and more widely used in the 15th
century. It creates a precise but slightly greasy line that is softer than that made by pen. The word
crayon (from the French for chalk, craie) came into use in the middle of the 17th century to refer
to small sticks or pencils of chalk, charcoal or wax (consisting of a core wrapped in a wooden
casing) coloured with pigment.

Charcoal

The use on paper of charcoal - wood semi-carbonized in a sealed vessel - goes back only as far as
the 16th century, when the process of fixing drawings was discovered. The name was applied to
the medium (and drawings made with it) at the end of the 17th century. Charcoal is a soft material
that requires a lightly textured support in order to adhere. It produces broad lines, deep blacks and
subtle greys, and can be extended over larger areas or shaded off using a 'stump' of rolled paper,
cotton or hide with a blunted tip. It allows more sensual textures to be obtained than are possible
with other drawing implements.

Graphite

Graphite (also known as plumbago) became the basic draughtsman's tool in the second half of the
17th century. It came from deposits discovered in Borrowdale in Cumberland, and after the French
Revolution was mixed with clay and sold on the continent as the 'Conte pencil' (named after its
inventor, Nicolas Jacques Conte). The friability of this new material was offset by its great
qualities: the possibility of obtaining more or less sustained greys, of creating larger areas of
shadow (with or without different degrees of shading) than was possible with pure graphite, and
also of obtaining lines almost as fine as those achievable with pen or metal point.

Pastel

Made of bound, powdered pigment, sticks of pastel were regarded as painters' rather than
draughtsmen's tools — a relatively artificial distinction, but one attested by the fact that during the
17th century in France, where the use of pastels was especially popular, those who practised this
technique were known as 'pastel painters'. Either way, pastels had originally been used in France
during the 15th century as a complement to traditional drawing methods and their use spread
considerably throughout the 16th and 17th centuries.

Washes

Finally, washes created not with a pen, but with a very wet brush that is then dipped in ink,
represent another intermediate technique between drawing and painting. They are used in
conjunction with lines marked out by a pen or other instrument as a way of indicating tonality, and
also as a means of creating entire works, in which case the ink is generally of a single colour,
usually black.

Perspective as symbol

Painters who shunned such complex virtuoso exercises as anamorphic images occasionally used
deep perspective to symbolic effect. We can see this at work in van Eyck's The Annunciation
from the Ghent Altarpiece and Raphael's The Marriage of the Virgin.
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When van Eyck's polyptych is closed, the rectangular wings of its upper tier form an Annunciation
in which the Angel Gabriel and the Virgin, on the left and right respectively, are separated by a
wide space. In an almost abstract solution, the central space is taken up by a highly conspicuous
perspective grid. This leads the eye, on the left, to a wall containing an arched opening that looks
out onto the sky and a townscape, and on the right to an almost blind wall into which is set a niche
containing an aquamanile. Next to the niche a white cloth is draped over a pole that projects from
the wall.

With the regular rhythm provided by the floor tiles and the beams, these panels are far from silent.
They tell of the reality of space, the infinitely far and the infinitely near on which Pascal would
later meditate.

In this pala inspired by a painting on the same subject by his teacher Perugino (Musee des Beaux-
Arts, Caen), Raphael has depicted an impressive pavement in linear perspective behind the grand
priest marrying the bride and groom.

The perspective lines in the centre of the painting lead to a door in the temple. The opening, which
creates a luminous hole in the building (itself positioned on the central axis and drawn in perfect
perspective), has a metaphorical meaning: at the same time as Mary (through her marriage) passes
from childhood to a stage in life when as a woman she will conceive the Son of God, the door
symbolizes the transition from the Old Testament to the New Testament.

Line and colour

Colour through the filter of science

Studying colour — whether in the work of a colourist or a devotee of drawing - requires the colours
in question to be recognized and precisely described and the appropriate vocabulary correctly
applied. The description of colours in such a way that someone who has not seen a painting can
visualize it was of great importance during the very long period when paintings were known by
their descriptions alone (Diderot's Salons, the first example of formal art criticism in history, were
not illustrated). This remained essential throughout the 19th century and during the first half of the
20th century, when paintings were reproduced as engravings or black and white photographs. And
even today, describing colour remains an excellent way of learning about the chromatic means
employed by an artist.

Colours: the discovery of the colour wheel

In the first chapter we saw how the range of pigments available to painters gradually increased
from a very limited palette during the Middle Ages to a wide choice in the industrial age. In
addition to the evolution of the different types of pigment — knowledge of which is essential if
we are to understand why this or that hue predominated during a given era - a visual and intellectual
understanding of what actually constitutes colour is also of prime importance.

Prior to the beginning of the modern age, colour was regarded by those who attempted to analyse
it as a material property. In the Middle Ages it was defined as brilliance and connected with light,
not in terms of a reasoned physical relationship, but rather in a metaphorical sense. Thus, around
the year 600, the encyclopedist Isidore of Seville compared it to 'imprisoned sunlight' and 'purified
matter'. For their part, the painters who examined colour in technical manuals confined themselves
to listing the materials (minerals and plants) from which pigments could be obtained.
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From the 18th century onwards, a great conceptual revolution changed people's understanding of
colour. Discoveries and experiments revealed that colour is a physical, or more accurately optical,
and therefore at the same time physiological, reality. An object is not made of a given colour, but
is perceived as being that colour by the human brain, which analyzes and measures the degree of
reflectivity of its surface when illuminated by a light whose mean wavelength corresponds to light
of that colour. A green object, for example, appears green because it reflects only those rays of
light that make up green light and absorbs (or 'extinguishes') all others. White contains all the
colours, and an object appears white when it reflects all the colours in the spectrum. Black is the
absence of colour: objects that are perceived as black do not reflect any of the colours in the
spectrum, but absorb them all. In 1666, the physicist Sir Isaac Newton was the first to split white
light (in other words the visible spectrum) into bands or rays of different electromagnetic
wavelengths, seen as different colours, by passing a beam of light through a prism. He
distinguished seven colours this way (the same number as in a rainbow, which is produced by a
similar dispersion of light, in this case through drops of water present in the atmosphere): red,
orange, yellow, green, blue, indigo (an arbitrary colour added in order to define a seventh colour)
and violet.

During the 18th and 19th centuries, other scientists continued Newton's work. The first colour
wheel (or colour circle), divided into coloured segments, was devised by Father Louis-Bertrand
Castel in his Optique des Couleurs of 1740. This was followed by a series of more precise optical
diagrams featuring the colours of the solar spectrum according to their visible sequence in the
rainbow and the dispersion of light established by Newton. These diagrams were constructed by
the chemist Eugene Chevreul between 1830 and 1860 and became increasingly widely known
during the course of the 19th century. In parallel with Chevreul's work, other figures - such as the
painter Philipp Otto Runge and the writer Johann Wolfgang von Goethe (whose Theory of Colours,
widely read by painters, dates from 1810), the scientists Hermann von Helmholtz and Charles
Henry and in the 20th century the philosopher Ludwig Wittgenstein -attempted to establish a
psychology of colour that treated colour as a subjective phenomenon whose perception depends
on the individual and on 'visual context' (time of day and proximity to other colours). The colour
wheel and other diagrams of the colours of the spectrum have provided artists with a frame of
reference that has allowed them to make better use of colour by defining the relationships among
the different colours. They created a vocabulary whose terms have become part and parcel of the
study of colour.

In the colour wheel, the three basic colours that cannot be produced by combining any of the others
- in other words yellow, red and blue - are called the 'primary colours'. Violet, green and orange,
composites because they result from mixing two of the primaries together, are known as
the'secondary colours'. White, an optical combination of all the light in the spectrum, and black,
which results from the absorption of the whole range of light, are 'non-colours' and represent the
two extremes of the colour scale.

The combining of two primaries to create a secondary inevitably leaves out one primary in each
case. That primary is essential to the reconstitution of the spectrum in its entirety (in other words
white light), and is known as the 'complementary' of the colour obtained through the combining of
the other two. Thus blue is the complementary of orange (the result of mixing red and yellow);
yellow is the complementary of violet (the result of mixing red and blue); and red is the
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complementary of green (the result of mixing blue and yellow). The reverse is also true (in other
words orange can be described as the complementary of blue).

3anaHus Jiisd OLIEHKH YME@HWH NOHHMAaHHUS [IPH YTEHHH:

- HpO‘IHT&ﬁT& TEKCT; COCPENOTOYETE BHUMAHHE Ha 0011IeM CIOKETE H3JIOMKEHHS
- HpO‘IPIT&ﬁTG TEKCT H pa3aeJIUTE €ro Ha CMBICIIOBBIE YaCcTH

- OtMmeTsTE

TOJIBKO TE€

COOTBETCTBYIOT COACPHAHHIO TCKCTA.

[TonbepuTe mOIXOIAIIHIE 3ar0JIOBOK IS KXKIOH 4aCcTH
cpeou IpeaioKeHHBIX

BBICKa3sbIBaHHA, KOTOPELIC

7.3. MeTonnueckHe MaTePHAJILI, ONpe/e/IsII0IHe MPOLe/yPhbl OleHHBAHUS 3HAHMIA,
YMEHHI, HABBIKOB H (HJIH) ONBITA AEATEIbHOCTH

Texkymuii KOHTPOJIb.

Tekymmii KOHTPOJIb [l OLEHUBAHMS KOMIIOHEHTOB JHCUMIUTMHAPHBIX YacTell KOMIIETEHLIHH, B
npoLecce OCBOGHHs IMCLMILUTMHEIL, TpoBoauTcsa Kadeapod B xone ydeOHoOro mpouecca B ¢dopme
KOJUIOKBHYMa (TEOPETHYECKOro ompoca), pedepata, AOKIaga H KOHCYJbTAI[HH CTYICHTOB
BEYIIMM IIEIarOroOM I10 pe3y/IbTaTaM BBIMOJHEHUS CAMOCTOSATENILHEIX PaboT.

CaMOCTOSTENIbHBIX
pabor

OCHOBHBIX MOHATHH M  YMEHHIl 1O

JAHUCHHUILITHHE.

Ne HanmenoBanue Kparkan xapaktepacTuka onenounoro | IlpeacraBiieHHe OEHOYHOr0
n/n OICHOYTHOIO cpexcTBa cpeacrsa B onge
cpeacTBa
Texymni KOHTPOJIb

1 Komnoxkeuym CpencTBo KOHTpOJI ycBoeHHs yueOHOro | Bompocs 1o Temam / pasaenam
(TeopeTHuecKui MaTepdana TeMBI, pasfella JUCLUMIUTHHBL, | JUCLMIUIHHBL Paznuunsie
onpoc) / OTBETHl Ha | OPraHU30BAHHOE B BHAE  YCTHOTO | CMEKTBI  TeM, paszenor
npo6seMHble (mMCBEMEHHOro) ompoca aclUpaHTa WIH B | JUCLUIUIHHBL
BOTIPOCHI BHe cobecenoBaHHMs TIpenojaBaTeNs C

oOyuaromumcs. AcnMpaHty HeoOX0IHUMO
chopMynupoBaTh He  MeHee  OIHOTrO
COJIepyKaTeJIbHOrO  Bompoca HpobieMHo-
9BPHCTHYECKOIO  WJIM  IOJIEMUYECKOI'0
XapakTepa I10 [IOBOJly OCBEIIEHHOTO B
Mpe by IeH JIEKLIMH Marepuana,
IOCTABJIEHHBIX  MpoOJeM,  H3JI0KEHHBIX
KoHUenuii. HeobOxonuMocTh BBIMOJHHUTE
3aJaHHe TaKoro poja CTaBUT aclMpaHTa B
CUTYyalMI0  BHYTPEHHEro  Aauanora ¢
IpenogaBaTeneM, KOHIEHTPUPYET
BHHMaHHE Ha COAEPXKATEJIEHBIX MOMEHTaX
JIEKLIHH M aKTHBU3HMPYET MPOLECC YCBOEHHS.

2 Koncyneramus [TpocmoTp pernaMeHTHpoBaHHOTO | TeMbl pasziesioB o
acIMpaHTOB TEMATHYECKOTO  3ajJaHMs, I[O3BOJIAIOIUMH | AUCLMIUIMHE M 3aJaHuil 1A
ne/Iarorom MO | IPOBECTH aHan3 WH/IMBHIYAJEHEIX | CAMOCTOATEIBHOM paboThl.
pe3yJibTaTam o6pa3oBaTeNBHBIX [JOCTHKEHHI aclupaHTa
BBITIOJTHEHUSA U OIpeNeNnHTh YPOBEHb OCBOGHHA WM
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3 Pesrome [Iponykr CaMOCTOSTE/IBHOM paboThl | MaTepHalibl U3 ra3eT U
acmMpaHTa,  MpeACTABISIOMMA  co0OJ | HKypHAJIOB 10 TEME KYJILTYpBI
KpaTkoe  HM3JIOKeHHWe  MPEeJIOAKEHHOro | M UCKYCCTBA Ha M3y4aeMoM
My OJIMLIUCTHYECKOr0 MaTepuaa, rie aBTop | A3bIKE.
pacKpbIBaeT CyThb MpoOJieMbl, TNPUBOAHUT
pasNuuHBle TOYKH 3peHus, a Takke
coOCTBEHHBIC B3I/l HA HEE.

4 Coobuienne IMpomykT CaMOCTOSTEIEHOM pabotel | Tembl cooOmenuit (BriIoYast
acIupaHTa, NPEACTaBISIONHH  coOOM | TeMBI o MaTepuanam
nmyOJIHYHOE BBICTYTUIEHHE no | Oyaymed AuccepTalyH).
NpPe/ICTABJICHHIO TOyYeHHBIX Pe3yJIbTaToB
paccMOTpeHUss U U3Y4YeHHUs OIpelcsieHHOH
y4eOHO-HCCIIeIOBATETBCKOM TEMBI.

IIpomMe:xxyTounblii (pyOeskHbIH) KORTPOJIb.

IIpoMekyTOMHBIH KOHTPOJIb JUIA KOMIUIEKCHOTO OIIGHHBAHHMS YCBOEHHBIX 3HaHHH, OCBOEHHEIX
YMEHUH M NpPHUOOPETeHHBIX BIAJEHWI NUCLMIUTHHAPHBIX YacTed KOMIIETEHLMH, B MPOLIECCE OCBOCHUS
JUCLMIUIMHEL, TpoBOAMTCS Kadenpod cornmacHo rpaduxa ydeGHOro mpoLecca MOCIE H3yYEHUS
TEMaTHYECKHUX Pa3esioB JUCLHMIUTHHBI B (hOpMe KOHTPOIBHOM paboThl, TECTUPOBAHHUSL.

Ne HaumenoBanue Kparkan xapakTepacTHka onesodsnoro | IlpexcraBiieHHe O EHOYHOrO
/o OIEHOTHOIO cpeacTBa cpencTsa B (pone
cpeacTea
PyGe:xHbIii KOHTPOJIB
1 Konrpospnas pabora | CpecTBO NpOBEpKH YMEHHH TNpHMeHATE | KOHTpOIbHBIE 3a7aHus
IOTY4EHHBIE  3HAHWA Ui pellieHHs | (ayIHpOBaHHE, YTEHHE,
JUCLIMIUIMHAPHBIX  33Jay  OINPElesIEHHOIO | IIUChMO).
THNA 10 pa3jiely WIH TeMme y4eOHoI
JHUCLHHILIHHEBI.
2 Tect Cucrema cTaHJapTH3HPOBAHHBIX MPOCTHIX H | TeCTOBBIE 3a/IaHHSL.
KOMILUIEKCHBIX ~ 3afaHHi, MO3BONAIOIASA
aBTOMAaTH3UPOBATh IPOLEAYPY HM3MEpEHUs
YPOBHsS 3HAaHWH, YMEHHU © BIaJcHUH
00yYaroIHXCs.

Hrorosbiii KOHTPOJIH (IPOMEKYTOUHASA ATTECTAHS).

HroroBriii KOHTpPOJbL (NPOMEXYTOYHAH ATTECTANHA) OOyyalOIMXCH I KOMIUIEKCHOTO

OLICHUBaHHA C(bOpMPIpOBaHHOCTH JUCHHIUTHHAPHBIX yacTeil W KOMIIETEHIIMH B LIEJIOM B rnpouecce
OCBOCHHA NUCIIMIUTMHBI IPOBOAMTCA 110 HTOTaM O4YEpPEeaHOro ceMecTpa B claopMe 3a4yeTa, SK3aMcHa.

OLICHHUTL  3HaHHA,

thopme

YMEHMS M HaBbIKM oOydaromerocs

IMUCBMEHHOM
o
y4yeOHO#M nucuuiuivHe. MoxeT copepxkarh
TEOpPEeTHYECKHE

BOIIPOCHI, IPpaKTHYECKUE

3ajlaHud MW KOMIUICKCHBIC 3aJaHufa [Jid

No HanmenoBanune Kparkas xapakTepHCTHKA OIEHOYHOTO IIpeacraBiaenne
n/n OIEHOYHOr0 cpeacTBa OIEHOYHOr0 CpeICcTBa B
cpeacTBa donne
ITpoMexxyTOUHAS ATTECTANHS
3 3ayeT Cpenctro, mnospoJiromiee B ycTHOH wmid | [IMcbMeHHBIH nepeBol TeKcTa

M0 CITeIHaJIbHOCTH (CO
cnoBapém). OOBEM TekcTa —
2000 meyaTHBIX 3HAKOB,
BpeMsl BBITIOJHEHHS — 45
MHHYT.

VYcerHoe pedepupoBaHHE Ha
HWHOCTPAHHOM SI3BIKE TEKCTa
00LIeHaYYHOr0 COAepKaHHs
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KOHTpONs ChOPMHPOBAHHOCTH 3asBleHHBIX | 00BEMOM 1000 nevyaTHbix
3HaKoB 6e3 cnosaps. Bpems
MOJArOTOBKH — 3 MMHYTBI.
Kpatkas 6ecena ¢
rnpernojaBaresieM Ha
NpeUI0KEHHYIO TEMY.

JUCHHIITHHAPHBIX KOMTIETEHLIHH.

HroroBbiii KOHTPOIb (KAHAHAATCKHIH 3K3aMeH).
OxoHumBIIHEe Kypc O0OydYeHHs [JOIDKHBI BjaneTh opdorpaduuecko, opdosrnuyeckoit,
JIEKCHYECKOH, rpaMMaTHYECKOH U CTHJIMCTHYECKOH HOpMaMM M3y4aeMOro S3BIKa B IIpejlesax
IPOrpaMMHBIX TPEOOBAHHH M NPABHJIBHO HCIIONIB30BATH 3TH 3HAHUS BO BCEX BHJAX PEYEBOH
KOMMYHHKAILlUH, B Hay4HOH cdepe, B GOpMe YCTHOIO M MUCbMEHHOTO OOINEHHUS.

1.TpeboBanusi o BHAAM peveBOH KOMMYHHKAIIHH.

1.1. I'osoperue

K xonny oOyuenust acrupaHT (COMCKaTelb) JIOJDKEH BJIAJIeTh MOATOTOBICHHOH, a Takxke
HEIOArOTOBJICHHOH MOHOJIOTHYECKOH pedblo, YMETh JIeJIaTh pe3toMe, cooOIeHus, TOKIal Ha
HHOCTPAaHHOM  fA3BIKE, BJIAAETh JHAJIOTHYECKOH peYbl0 B  CHTYalMsAX HAy4YHOTO,
11pod)eCCHOHAIBHOIO M OBITOBOrO OOLIEHHS B Mpeeax M3y4eHHOrO S3bIKOBOIO MaTrepHalla B
COOTBETCTBUHU € H30PaHHOH CIENHATEHOCTBIO.

1.2. Ayouposanue

AcnupaHT (coMckaresib) JIOJDKEH YMETh IOHHMATh HA CIyX OPHIHHAIBHYIO
MOHOJIOTHYECKYIO M JHAJIIOTHYECKYI0 PeYb II0 CIENHAIBHOCTH, ONUPAsCh Ha H3yYECHHBIH
A3BIKOBOM Marepuall, (DOHOBBIE CTpaHOBeOYECKHE M NpOo(eCCHOHAIBHBIE 3HAHHS, HABBIKH
SI3LIKOBOH M KOHTEKCTYaJIbHOH JOTaIKH.

1.3. Umenue

AcnHpaHT (COMUCKATEJb) JO/DKEH YMETh YATATH, IOHMMATh H HCIIOJL30BaTh B CBOEH HAYYHOM
paboTe OPHIMHAIBHYIO HAYYHYIO JIATEPATYPY IO CHENHATLHOCTH, OMHPAsACh HA W3YYECHHBIH
A3BIKOBOM MaTepHal, (OHOBBIE CTpaHOBEIYECKHE H NPO(ecCHOHABHBIE 3HAHUS, HABBIKH
A3BIKOBOM M KOHTEKCTYallbHOHW JIOTajiKh. ACHHpaHT (COMCKaTesb) JOJDKEH OBJIAZIETh BCEMH
BHJ/IaMH YTECHHUS (H3ydalollee, 03HaKOMHTEJIHOE, [IOMCKOBOE M IIPOCMOTPOBOE).

1.4. ITucomo

AcnupaHT (coMCKaTenb) MODKEH BIIAJETh YMEHHSMH IMChbMa B IIpefesiaX H3y4eHHOTrO
A3BIKOBOIO MaTepHala: YMETh COCTaBHUThH IUIAH (KOHCHEKT), NPOYHUTAHHOTO, W3JIOKUTh
COJIEp)KaHHE MPOYUTAHHOTO B (JOPMBI pe3rOMe, HalucaTh COODIIEHHE MIIH JOKJIAM 110 TeMam
NMPOBOJAUMOTO HCCIIEIOBAHHS.

2. SI3bIKOBOI MaTepHAL
2.1. Buouvt peueguix delicmeuii u npuémol 6e0eHUA 0OU{eHUA

IIpn orbope KOHKPETHOrO SI3BIKOBOTO MaTepuaia HeoOXOJHMMO PYKOBOICTBOBATHCS
CIICAYIOIUAMH (PYHKIHOHATBHBIMH KATETOPHIMH:

llepeoaua paxmuyeckoii ungopmayuu: cpencrsa opOpMIICHHS OBECTBOBAHHUSI, OIHCAHHI,
PacCyKIE€HHs, YTOUHEHH, KOPPEKIIUH YCIBIIIAHHOTO HIIK IIPOYUTAHHOTO, ONIPEIC/ICHUS TEMBI,

cooOIIeHus, ToKIana | T..1.
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Ilepeoaua smoyuonanvHoui oyenxku coobujenus. CpeiCTBA BBIpaXKEHHS on00penus /
HEONOOPEHUs, yIUBIICHHS, BOCXHINEHHS, IIPEANOYTEHHS 1 T.JI.

Ilepeoaya unmeniexmyaibHelx OMHOWeHUN. CPENCTBA BBRIPAKEHHS, COINIACHS / HECOINIacus,
CIOCOOHOCTH / HECTTOCOOHOCTH CIENIaTh UYTO-THO0, BEIICHEHHS BO3MOKHOCTH / HEBO3MOKHOCTH
cZIeNnaTh 4yT0-1100, YBEPEHHOCTH / HEYBEPEHHOCTH TOBOPSIIETO B cOOOIaeMbIX UM (axTax.

Cmpyxmypupoeanue ouckypca: opopMIICeHHE BBEICHHS B TEMY, Pa3BUTHE TEMbI, CMEHA TEMBEI,
IIOJBECHHE MTOrOB COOOINEHHS, MHUIIMUPOBAHHWE M 3aBEpUICHHE pPa3roBOpa, IPUBETCTBHE,
BEIpaXKEHHE 0J1arolapHOCTH, pa304apoBaHus U T.JI.

Brajienyne ocCHOBHBIME (hOpPMYJIaMH 3THKETA [IPH BEeJICHHH JHAIOTa, HAYYHOM TUCKYCCHH, TIPH
IOCTPOEHUH COOOIIEHHUS H T.1I.

2.2.@onemuxa

WuTonanuonHoe odopMieHHe TpeIOKEHHS: CIOBECHOE, (pa3oBOe M JIOTHYECKOE
yAapeHHus, MeJoJus, nay3anus; (HOHOIOTHYECKHE MPOTHBOIMOCTABIICHHS, PEJEBAHTHBIE IS
H3Y4aeMOro s3bIKa: JONroTa / KPaTKOCTh, OTKPBITOCTE / 3aKPBITOCTD IJIACHBIX 3BYKOB, 3BOHKOCTE
/ TIyXOCTh KOHEYHBIX COINIACHBIX U T.II.

2.3.JIexkcuxa

K xoHIty 00yueHus JIeKCHUECKHIA 3amac aCIMpaHTOB (COMCKaTeNneil) TOMKEH COCTABHTH HE
MeHee 5500 JEKCHYECKMX eIUHHMI[ C Y4EeTOM BY30BCKOIO MHHHMYyMa M ITOTEHIHAILHOIO
cyioBaps, BKiovas npuMepHo 500 TepMHHOB IpoHITHPYIOIMEH CIIeIIHATEHOCTH.

2.4.I'pammamuxa

[Topsinox ciioB mpoctoro npeuioxenust. CIOKHOE MPEIOKEHHE: CIIOKHOCOUMHEHHOE H
CJIOKHOITOTYMHEHHOE Npe yIoKeHne. COI03bI H OTHOCHTEIBHBIE MECTOMMEHHS. DJUTHIITHYECKHE
NpeoKeHus. beccolosHble npuaaTounsle. Y noTpebieHue TMHbIX (OPM I71aroa B akTUBHOM
U maccuBHOM 3ajiorax. CornacoBanue BpeMéH. OyHKIUH HHOUHUTHBA: HHOUHATHB B QYHKIIMH
MOAJNIeKAINEr0, omnpenenenus, obcroaresnbeTBa. CHHTaKCHYECKHE KOHCTPYKIHH: 000pOT
«/IOTIOJIHEHHUE C MHPUHUTHBOMY (OOBEKTHBIN MaJeXk ¢ HHOHUHUTHBOM); 06OPOT «I10JIEKAIETO
¢ MH(UHATHBOM) (MMEHHUTENBHBIA MAIeK C HHPUHUTHBOM); HHQUHUTHB B QYHKIIMH BBOJHOTO
WICHA; HHOUHATHB B COCTABHOM CKa3yeMoM ( he + MH(HUHMTHB) M B COCTABHOM MOJAIEHOM
ckaszyeMoM; (obopot «for + smb. to do smth.»). CornacoBarensHoe HakJIoHeHHE. MoaanbHbIe
IJIaroNiel ¢ MPOCTHIM M NepeKTHBIM HHOHUHUTHBOM. ATPHUOYTHBHBIE KOMIUIEKCHI (IENOYKH
CYIIECTBHUTENBHBIX). OM(paTHyeckue (B TOM UHCIE HHBEPCHOHHBIE) KOHCTPYKIHMH B (opme
Continuous MM naccHUBa; WHBEPTHPOBAHHOE MPHIATOYHOE YCTYIUTENBHOE MIIM IPHYMHBL
JIBOWHOE OTpullaHKHe. MecTOHMeHHs, cloBa-3aMecTuTeNM (that (of), those (of), this, these, do,
one, ones), CIIOKHBIE H IIAPHbIE COIO3EI, CPABHUTEILHO-CONOCTABUTENbHEIE 060POTHI (as ... ds,
not so... as, the ...the).

3 Co,uepmaﬂne H CTPYKTYpa KaHAHAATCKOI'0 3K3aMEHA 10 HHOCTPAHHOMY SI3BIKY.

Ha xanampaTckoM sK3aMeHe acIHpaHT (COMCKATEeNb) J0JKEH IPOJEMOHCTPHPOBATE
YMEHHE II0JIb30BAThCS HMHOCTPAHHBIM SI3BIKOM KaK CPEJCTBOM IPO(HECCHOHATBHOTO
o0IIeHus B Hay4YHOIt cdepe.
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AcnupaHT (COMCKAaTeNh) IOJDKEH BiageTh opdorpadudeckoi, ophosnuueckoit u
rpaMMaTHYeCKOH HOPMOI H3y4aeMOro s3bIKa U [IPABUIIBHO MCII0JIb30BaTh HX BO BCEX BHIAX
peYeBOl KOMMYHHKAIIMH, B HAy4HOH cdepe B popMe YCTHOTO H MUCBMEHHOTO ODIIEHHS.

TI'ogopenue

Ha xanmuparckoM sk3aMeHe acIHpaHT (COMCKATelNlb) JIOJIKEH IIPOJAEMOHCTPHPOBATH
BIIaZICHHE TIOJATOTOBJIEHHOW MOHOJIOTHYECKOH pedblo, a TakKe HeNoArOTOBIEHHOR
MOHOJIOTHYECKOW H JIMAJIOTMYECKOi pevybio B CHTyalud OQHIHAIbHOIO OOINEHHs B
Ipeaenax MporpaMMHBIX TpeOoBaHUI.

OueHnuBaeTcs COJICPKATCIIBHOCTh, aACKBaTHAasd pealnu3alysa, KOMMYHHKATHBHOIO
HaMEpPEHHs, JIOTHYHOCTH, CBA3HOCTH, CMBICIIOBass M CTPYKTYpHasd 3aBCPIICHHOCTD,
HOPMaTHBHOCTH BBICKAa3bIBaAHHA.

YUmenue

ACIIPIpaHT (COPICK&TBJ'IB) JOIKEH IIPpOACMOHCTPHPOBATH YMECHHE YUTaTh
OPHTHHAJIBHYIO JIHTEPATYPY II0 CICHHAIBHOCTH, OIIHpasiCh Ha I/IB}"UIGHHBIﬁ A3BIKOBOH
MaTepHal, d)OHOBI:IC CTPaHOBEOYCCKHE U HpO(I)CCCHOHaJTLHLIe 3HAHMS, HABBIKU S3bIKOBOH H
KOHTCKCTY&JIBHOﬁ JOorajkH.

O1ieHHBaIOTCS HABBIKH H3YYarouiero, a TakKe MIpocCMOTPOBOI'0 YTCHHA.

B neprom ciyuae orieHUBaeTCI YMEHHE MaKCUMAaJIbHO TOYHO W aJIEKBATHO U3BJIEKATh
OCHOBHYIO HH(pOpMaIHIO, Cofep)Kamyrocs B TekcTe. IIpoBoauTs 00600HIEHHE M aHAH3
OCHOBHBIX ITOJIOXKEHHH MPeIbABIEHHOT0 HAYYHOTO TEKCTA JIJIS MOCIIEAYIOIEro MepeBoia Ha
A3BIK O0YUEHUS, a TAIOKe COCTABIIEHHUS PE3OMe Ha HHOCTPAHHOM SI3BIKE.

[lepeBol HAYYHOTO TEKCTA IO CHEIHAIBHOCTH OICHHBAETCA C Y4YeTOM o0OImeH
aJIcKBaTHOCTH IIEpeBOJIa: OTCYTCTBHS CMBICIIOBBIX HCKa)KEHUH, COOTBETCTBHS HOPME,
BKJTIOYAsl yIIOTpeOIeHHe TEPMHUHOB.

PesroMe mpouyMTaHHOTO TEKCTa OIEHHMBAETCA C y4eToM oObeMa M IPaBHIIBHOCTH
H3BJICUYCHHOM HMH(pOpMAIMU, aJIeKBATHOCTH peaji3allid KOMMYHHKAaTHBHOIO HaMEpEeHH,
COZIEPXKATENBHOCTH,  JIOTHYHOCTH, CMBICIOBOH M CTPYKTYpPHOH  3aBEpIIEHHOCTH
HOPMATHBHOCTH TEKCTa.

HpH IIOHCKOBOM H ITPOCMOTPOBOM YTCHHH OLICHUBACTCA YMCHHE B TCUCHHE KOPOTKOTO
BpPEMCHH OIIPENEIUTE KPYyI' paCCMaTpHBAEMBIX B TEKCTE BOIIPOCOB H BBIIBUTHL OCHOBHEIC
IIOJIOKEHHUS MBIC/IH aBTOpa.

OuenuBaercs 00BEM U IPaBUIBHOCTH U3BIICUEHHOM UH(POPMAIIUH.
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PexomeHayemasi CTPYKTypa JK3aMeHa.

Kanaunarckuii 5K3aMeH 110 HHOCTPaAHHOMY SI3BIKY MTPOBOJMTCS B JIBa HTala: Ha IMepBOM
JTale aclMpaHT (COMCKATENh) BBIMOJHSET MHCBMEHHBIH INEPEBOJ HAYYHOrO TEKCTa II0
CIIEIHAIBLHOCTH Ha 136K 00y4yeHus. O0beM Texcra — 15000 medyaTHbIX 3HAKOB.

YcnenHoe BBITOJHEHHE MUCBMEHHOTO epeBosia sABJISICTCA YCIOBHEM JIOIIYCKa KO
BTOpPOMY DTally 3K3aMCHa. KauectBo nepeBoa OEHUBACTCA 110 3a4eTHOH CHCTEME.

BTOpOﬁ 3Tal 9K3aMeHa IPOBOAUTCA YCTHO U BKJIIOYAET B cebs TpH 3aJIaHHS:

Mzyuarolnee YTeHHe OPUTHHAIBHOIO TEKCTA 1Mo crienuanbHocTH. O6neM: 2500 —
3000 neyaTHBIX 3HaKoB. Bpems BemonHenus pabots: 45-60 muuyT. Popma
NpPOBEPKH: Ilepejada H3BJIeYeHHOW WHGOpPMALMH  OCYINECTBIIETCS  HA
HHOCTPAHHOM SI3BIKE.

Bernoe (mpocMoTpoBoe) ureHume mo crendamsHOcTH. O6mem: 1000-1500
MEYaTHBIX 3HAKOB. Bpems BomomHeHus: 2-3 MHHYTBL. DopMma IpPOBEPKH:
nepeaavya W3BJIeYeHHOH HH(OPMAIIME Ha HHOCTPAHHOM s3bIKE.

Becena ¢ sx3aMeHATOpaMH Ha HHOCTPAHHOM SI3BIKE I10 BOIIPOCAM CBSI3aHHBIM CO
CIEIHATBHOCTEIO M HAyYHOH paboTol acupaHTa COUCKATEIIs.

Meroauueckue YKa3aHHA K NporpaMMe KaHAHIATCKOI'0 3K3aMEHa 110
HHOCTPAHHOMY f3BIKY.

Yueonvie yenu npenooasanua unocmpanHozo A3vIKa

OCHOBHOM HEeNBI0 SABSICTCA JOCTHIKEHHE IIPaKTHYECKOro BJIAOCHHA SA3BIKOM,

ITO3BOJISIOIIETO UCIIOJIB30BATh €I'0 B HaY‘-IHOﬁ pa60Te.

HpaKTqucxoe BlIaJcHUE HWHOCTPAHHBIM S3BIKOM B paMKax [JaHHOI'O Kypca

npearoaracT HallH4ue TaKHuX YMCHPIﬁ B pa3JIMYHBIX BHIAX pequoﬁ KOMMYHHKAaIHH,
KOTOPEBIE Oar0T BO3MOXHOCTbD!

cBOOOJIHO YHTATh OPUIMHAIBHYIO JIHTEpPATypy Ha HHOCTPAHHOM SI3BIKE B

COOTBETCTBYIOIIEH OTpaciii 3HAaHHH;

= Od)OpMJUITI: HM3BJICYEHHYIO H3 HHOCTPAaHHBIX HCTOYHHKOB HH(l)OpMaJ.[HIO B BHJIE
IIE€pEBOaA HJIH PEZIOME,
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- IeN1aTh COOOIIEHHS U JOKIIaabl HA HHOCTPAHHOM S3bIKE Ha TEMEI, CBS3aHHBIC C HAYYHOMH
paboToit acupanTa (coucKares);

- BECTH 6606,[[)/' IO CIICHHAJIBHOCTH.

B 3ayiaun acniupanTckoro kypca « MHOCTpaHHBIH S3BIK» BXOAAT COBEPIICHCTBOBAHHE
W JaIbHEHIIee pa3BHTHE MTOJIyYEHHBIX B BBICIIEH IIKOJIe 3HAHHH, YMEHHH M HABBIKOB 110
MHOCTPAHHOMY SI3BIKY B Pa3JIMYHBIX BUJIaX PEYEBOH KOMMYHHKAIHH.

Obyuenue uoam peueeoi KOMMYHUKAWUU

OOydeHne pa3IHUYHBIM BHIAM pEYEBON KOMMYHHMKAIIMM OCYIIECTBIIIETCS B MX
COBOKYIIHOCTH M B3aUMHOH CBA3M C Y4E€TOM CIEHH(MDHUKH KaKIOro M3 3THX BHJIOB.
VYnpasieHue nporeccoM 0CBOeHHs 06ecneunBaeTcsi MOCTaHOBKOM LIeJH Ha
Ka)/IOM KOHKPETHOM 3Tarne o0yuenus. B JaHHOM Kypce ompenensionuM (pakTopoM B
JIOCTHXXEHHH YCTAaHOBJIEHHOTO YPOBHS TOTO HMJIM MHOTO BHJa pe4eBOM KOMMYHHKAIIHMH
sBjsieTcs: TpeboBaHUe NMPo(eCcCHOHATBHON HANPABIEHHOCTH IIPAKTHYECKOIO BIIAJICHHS
HHOCTPAHHBIM SI3BIKOM.

YmeHue

COBepH.IeHCTBOBa.HHe YMGHHﬁ YTCHHUA Ha HHOCTPAaHHOM A3BIKC IIPEAIIojIaract
OBJIAJICHHUEC BHJAMH YTCHHS C pa3HH‘IHOf"I CTEIICHBIO ITOJHOTBI H TOYHOCTH ITIOHHMaHH .
IPOCMOTPOBBEIM, O3HAKOMHTEJIBHBIM H H3YUYarOIIHM.

[IpocMOTpOBOE uTE€HHME HMEET MENBI0 O3HAKOMJIEHHE ¢ TeMaTHKOH TekcTra o
IIPEJIIoJIaraeT yMEHHE Ha OCHOBE U3BJICUEHHON HH(POPMAIIMK KPATKO OXapaKTepH30BaTh
TEKCT C TOUKH 3PEHHsI TOCTABIEHHOM ITPOOJIEMBL.

O3HaKOMHTEIEHOE YTEHHE XapaKTEPH3YeTCs YMEHHEM IIPOCIIEUTh Pa3BUTHE TEMBI
o0IIyI0 JIMHHIO apryMeHTAIliH aBTOpa, IMOHATH B IenoM He MeHee 70 % OCHOBHOH
HH(pOPMAIIHH.

Haygalogee YTEHHUE MPEATIoJIaracT IOJIHOE H TOUYHOC ITIOHHUMaHHE COJICPKaHHA TEKCTA.

B kauectBe (opM KOHTpOJIS MOHHMAHHS IPOYHUTAHHOTO H BOCIIPOH3BEICHHS
UHGOPMATHBHOTO COZEPIKAaHUS TEKCTAa-HCTOYHHMKA HMCIOJIB3YETCS B 3aBHCHMOCTH OT
BHJIa UTEHHUA: OTBETHl HAa BONPOCHL, MNOAPOOHBIA MWIM 0000IIEHHBIH Ilepeckas
IIPOYHUTAHHOIO, IIEpeIada ero coAepiKaHus B BHJIE IIepeBoia, pedepara HiIH aHHOTALUH.
Crenyer ynensaTh BHHMaHHE TPEHHPOBKE B CKOPOCTH UTEHHS, & TaK)XKe TPEHHPOBKH
YTEHHS C HCIOJIh30BAHHEM clloBapd. Bce BHABI YTEHHS MOJDKHBI CIIYXKHTH €IHHOH
KOHEYHOI IIeNIH — Hay4YUThCS CBOOOIHO YHTATh HHOCTPAHHBIA TEKCT IO CIIEIHabHOCTH.

CBobomHOEe 4uTeHHE IIpeAycMaTpHBAET HAJIMYHE YMEHHH BBIWICHATH OIIOPHEIC
CMBICJIOBBIE OJIOKM, OINpeNeNiaTh CTPYKTYPHO-CEMAHTUYECKOE SApPO, HaXOIUTh
JIOTHYECKHE CBSI3U, HCKITIOUATh H30BITOUHYIO HHGOPMAIIUIO, TPYIIIIUPOBATH TOJI0XKEHHE
10 NPHHOMNY OOIIHOCTH, a TakXe IpeaycMarpuBaeT c(OpPMHUPOBAHHOCTH HaBBIKOB
SI3BIKOBOH JIOTaJIKM M HABBIKA [IPOIHO3MPOBAHUS HOBOM MH(OpPMAIIHH.
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Ayouposanue u zoeoperue

Ymenus ayJIupoBaHHA M TOBOPEHHA MNOJDKHBI pPa3sBHBAaThCA BO B3aUMOJCHCTBHH C
YMEHHEM YTCHHUSA.

OcHoBHOE BHUMaHHE CIeOyeET YACIATH KOMMYHHKaTHBHOﬁ aJICKBAaTHOCTH
BI:ICKaBBIBaHIfIﬁ, MOHOJIOTHYECKOH U ,IEI/IaJ'IOTI/I‘-ICCK()ﬁ PEUH.

AcnupaHT (COUCKATENb) IOJKEH BJIAJIETh:

- YMEHHSAMHM MOHOJIOTMYECKOH peud Ha ypOBHE CaMOCTOSITENBHO IOATOTOBICHHOIO, a
TAK)K€ HE IIOJrOTOBJIEHHOTO BBICKA3bIBAHUS II0 TeMaM CIIELHMaJIbHOCTH M II0
JIMCCEPTAIMOHHOM paboTe (coobienne, HHGOopMaIus, JOKIan);

- YMCHHAMH JUAJIOTHYECKOM peuH, IMO3BOJLAIOIMHMH €MY I[PHHHUMAaTh Y4YacTHE B
oﬁcymeﬁuu BOITPOCOB, CBA3AHHLIX C CI'0 Haquoﬁ pa60T0ﬁ H ClICHHaJIBHOCTBIO

Ilepegoo

VY CTHBIN U THCEMEHHBIN NIEPEBOJ] C HHOCTPAHHOT'O SI3bIKA HA POJHOM S3bIK HCIIOJIB3YETCA:
- KaK CpeJICTBO OBIIQZICHHUS HHOCTPAHHBIM A3BIKOM;

- KaK IIpHEM pa3BUTHS YMEHHH M HaBBIKOB YTECHHI,;

- KaK OJIMH U3 CrI0COOOB KOHTPOJIS OJHOTHI U TOYHOCTH IIOHUMAaHHS.

Jlns  dopmupoBanus 6a30BBIX YMEHHMH IepeBoja HEOOXOIMMBI CBeJleHus 00
0COOEHHOCTSX HAYYHOTO (PYHKIHOHAIBHOTO CTHJIS, a Takke HHGpOpMalLus 110 TEOPHH
NepeBo/ia; MOHATHS MEPEBO/IA, IIEpeBOIYeCKHe TpaHchopMaIliK, KOMIICHCALUs II0TEPh
IPH TNEPEBOJIE, KOHTEKCTyaJIbHBIE 3aMEHBI, COBNAJICHHS W PACXOKICHHUS 3HAYECHHH
HHTEPHAIIHOHAIBHBIX CJIOB H T.JI.

Hucemo

[Tpu 3aHATHY C acTTUpaHTaMH (COMCKATEIIIMH) MUCEMO PaccMaTpHUBAETCs HE TOIBKO KaK
CpeacTBO (hOPMHPOBAHKS JIMHTBUCTHYECKON KOMIIETEHIIMH, HO M Kak OfHa M3 (GopM
HayyHOro oOmeHus. DopMHPYIOTCS KOMMYHHKATHBHBIE YMEHHs ITHCBMEHHOIO
oOINeHUs:: yMEHHe COCTAaBHTh IUIaH WIM KOHCIIEKT IIPOYHTAHHOI'O, H3JI0XKHTh
coZieprKaHHe IPOYMTAHHOIO B IMCHMEHHOM BHe (pe3iome, pedepaT, aHHOTALU:A),
HAITHCATh COODINEHHE 10 TEME CIIEIIHAIBHOCTH M T.11.
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14.

15.
16.

Y4eOHo-MeTOqHIECKOE 00ecnedeHHEe NHCIHILTHHBI
8.1. OcHoBHas JIHTEpPATYpa

Byposa 3. M. YueOHHK aHIIHICKOTO S3bIKA JUIs TyMaHHTApHbIX CIICHHATbHOCTEH BY30B!
yuebHuK/ 3. U. Byposa. — 9-e u3a.-M.: Aiipuc npecce, 2014. — 526 ¢

8.2. lonmo/iHUTEILHAA JJHTEPATYPA

Ot Enuzagets! 1o Buktopuu. [Toprper XVI-XIX BexoB u3 HalgonanbHO# MOPTPETHOR
ranepeu, JIouson : kar. Beict. / I'TT; mayu. pea. T.J1.Kaprosa; asr. ct. T.JI.Kapmnosa,
[1.®aunemn. - M. : I'TT, 2016. - 208 c.

Hempes3oiinenuslit Benksy / Beepoc. My3el JeKOp.-IPUKIIAIH. B HAPOJ. HCKYCCTBa;
aBT. c1. I".Breiik-Pobeprc u ap.; coct. E.M.Bopymmnuna u ap. - M. : [lunakoteka, 2014.
-224 c.

I[TpepadasiuThl: BUKTOPHAHCKHIT aBaHTapy : H3 cobp. I'anepen Teit, My3eid. H 9acTH.
xosuekiuii Benuko6p. u CIIIA: kart. BeicT. / Mun-Bo kynsT. P®, TMHHU um.
A.C.Ilymkuna, I'anepes Teiit, Jlongon; pen. 3.Cmut, A.ITo3nanckas, aBT. TEKCT.
T.Bappunmxep u fp.; nep. ¢ auri. C.Jluxauesa u ap. - 2-e uzz. - M. : TMHHA um.
A.C.Ilymxuna, 2013. - 196 c.

I'enpu Myp U KIIacCHUECKHI KaHOH COBPEMEHHOMN CKYIBIITYpHI : KaT. BBICT. / MUH-BO
KyssT. P®, "Mockosckuit Kpemis", ®onn I.Mypa; coct. 3. Tperynosa, E.Kapasaesa. -
M. : Myzeu Mock. Kpemns, 2012. - 215 c.

3onoToit Bek anrnmitckoro asopa: ot I'enpuxa VIII ro Kapna I : xart. BeICT. / MuH-BO
kynsT. PO, "Mockosckuit Kpemis'", My3seit Bukropun u Ansbepra, JIonoH. - M. :
My3zen Mock. Kpemns, 2012. - 383 c.

How to read paintings. N.L.Dagen. London, 2002

First Certificate Star. L. Prodromou. Macmillan Heinemann, 1998

Kpynarkun S1.B. Ynraiite anruiickie HaydHble TEKCTEL M., 1991.

Anrmuaiickuit a3e1k 11 BY3os uckycers. H.H., Jlubepman u 1p. Mocksa, 1989. — 288 c.

. The art of the USA. U.IL. Typsimes. Mockga, [Ipoceemmenue, 1986. — 168 c.
. Correct English for everyday use. T. Apbexoa. Mocksa, Beicimas [1Ikoma, 1985. — 198 c.
. Bosuecenckuii 1.B. TTocobue 1o KOppecloHAeHINE Ha aHTTHiCKOM A3bIKe. [IpoBenenue

¥ Opranu3anis Hay4qHoi kondepenuu. — JI.,1981.

. 3unsbepman JI.W. [locobue o oOyueHu 0 YTeHHs aHTIIMHACKON JIUTEPATYPhI

(CTPYKTYpHO-CEMaHTHYECKHH aHamu3 TekcTa). — M., 1981.

Muxenscon T.H., Ycnenckas H.B. [Tocobue 1o coctaBneHuio pedeparos Ha
anrnuiickoM s3eike. JI., 1980.

Bnank JI.JI. [Toco6ue o pabote Hax raeTHsIMH Tekcramu.- M. Hayka, 1973.
MarepHainbl U3 ra3eT H XKypHAJIOB 10 TEME KYJIbTYPEI M HCKYCCTBA.

9. llepevens pecypcoB HHGOPMAIMOHHO-TeIEKOMMY HHKAHOHHOH ceTH « UHTepHET)

VKa3aHHbIE B CIIHCKE H3JAaHMs JOCTYIHBI B CIEAYIOIUX OQHIMAIBHEIX 3JIEKTPOHHBIX 0azax
TAHHBIX:

- DnexTpoHHO-0MbmHoTeyHas cuctema MIAXHM um.B.M. Cypuxosa;

- DneKTPOHHEIH (enepansHbii noprai «Poccuiickoe obpasopanue» (Wwww.edu.ru);
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- DieKTpoHHBIA uMH(pOpPMAIMOHHBIH pecypc Poccuifckoil rocyaapcTBeHHOH ObubnnoTexu
(www.rsl.ru);
- DeKTpOHHBI HMHMOPMAIHMOHHBIH pecypc poccuiickoif HanpoHanbHOH OubmHoTeKH
(www.nlr.ru);

http://www.rchn.org.ru/ - «Poccuiickas Ce€Th KyJIbTYpPHOT'O HACIEIHI).

http://www.culture.ru - Poccuitckuit poHa KyIbTypBL

http://www.aki-ros.ru - AreHTCTBO KYJIBTYPHOH HH(pOPMALIHH.

http://www.gif.ru — UupopmarentcTBo «KymsTypar.

http://www.adit.ru/ — ABTOMAaTH3aIMsl JEATENHHOCTH My3eeB M HH(OPMAI[HOHHBIE
rexuonorud (AJIUT)

http://www.eva-conferences.com/ — EVA — Electronic Imaging, the Visual Arts and
Beyond

www, iskusstvo.ru
www. paintingart.ru

10. MeToau4yeckne yKazanus A5 00y4ar0MMXCcs 10 0CBOSHHIO JHCIHIIHHBI (Momy.st)

C mo3uIuii MoAXo/a ¢ y4ETOM KOMIIETEHIIHH IPHOPHUTET MOTYyYalOT AKTUBHBIE METOIBI U
dopMBI TIpoBeneHHS y4eOHBIX 3aHATHH, CIOCOOCTBYIONIHE DPAa3BUTHIO OOIIEKYTBTYPHBIX H
1poecCHOHATBHBIX KOMITETEHIHA.

C 1enbio (OpMHPOBAHMS M PA3BUTHS KOMIIETEHIIMH 00yJaromuxcs IpeayCcMaTpHBacTCs
LIIHPOKOE HCIIONB30BAHHE B yUeOHOM NPOLECCE AKTHBHBIX M MHTEPAKTUBHBIX (POPM IIPOBEICHHS
3aHITHH.

CamMocrosTelpHas paboTa mpeanonaraeT H3y4eHue acliipaHTaMy IpOrpaMMHOTO

y4e6GHOro MaTepHaia BO BHeayuTopHoe BpeMs. OHa MOXKeT BKIIIOYaTh:
e CaMOCTOSTENBHYIO paboTy ¢ y4eOGHON jmTepaTypoil MO TeMmaM, KOTOpble Obud
IPEJMETOM OOCYK/ICHHS HA ayJMTOPHBIX 3aHATHAX;
W3yUEeHHE JIUTEPATYPhI IPH MOATOTOBKE K MPAKTHYECKUM 3aHATHAM;
BBIIOJIHEHHE KOHTPOJIBHBIX 38[JaHHH BO BpeMs HJIM I10C/I€ H3YYCHHS TEMBI;
YCTHBIE W/IM IMChMEHHBIE OTBETHI HA IPEIaraéMble BOIIPOCHI UL CaMOIIPOBEPKH;
I10JITOTOBKY HTOTOBOTO KOMIUIEKCHOTO 3a/IaHHS.

11. Tlepeyens HHGOPMAIHOHHBIX TEXHOJIOIHIA, HCIIOJIB3YeMBIX IIPH OCYECTBICHHH
00pa3oBaTEILHOrO NPOLEcca M0 AHCHHIVIMHE (MOIYJII0)

[lepeyenr ~ MHGOPMAIMOHHBIX  CHPABOYHBIX  CHCTEM,  HCIIONB3YEMBIX  IIPH
OCYIIECTBIEHHH 06Pa30BaTENLHOTO IIPOLEcca (OPTaIb, KaTalord, OUCKOBBIE CHCTEMBI):

http://www.artcyclopedia.com/ — ITonckoBas cucrema 1mo ucKyccTBy. OpHEeHTHpPOBaHA
B OCHOBHOM Ha HH(OPMAIIHIO O NEPCOHATMAX U MOUCK H300paKeHUH

http://www.groveart.com// — OGIMpPHEIA pecypc IO H300pasUTENBHOMY HCKYCCTBY.
OpHEHTHPOBAH Ha IOMCK Pa3HOTO poja HHpopMaluu 1 n3obpaxenuii. [Ipegocrasiser J0CTyn
K 2ekTpoHHOM Bepcuu The Dictionary of Art (1996 r, B 34-x TomMax)

http://www.artinfo.ru/ — MynsTUMeIHIiHOE M3JATENBCTBO, OAHK JAHHBIX H ceTeBOH
pecype, IpPeIoCTaBISIOMMA HHOOPMAMIO O COBPEMEHHBIX XYJOXKHHKaX Poccun, u
mporeccax, IPOUCXOAAIINX B COBPEMEHHOM PYCCKOM HCKYCCTBE

http://pravo.roskultura.ru/ - mpaBoBoii opTan B chepe KyIbTYpPBL

http://www.edu.ru/- ®enepansublii nopran Poccuiickoe obpazoBaHue
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12. Onucanue MaTepHAILHO-TEXHHYeCKO0i 6a3bl, HE00X0 MO 11 OCYIECTB/IEHHA
00pa3oBaTeJLHOIO NMPOIECCa 0 JHCHHILIHHE (MO/IYJII0)

JInst TIpOBENEHHS AayIMTOPHBIX 3aHATHH IO JUCIMIUIMHE «VHOCTpaHHBIH S3BIK»
HCIoJb3yeTcs Habop yuebHoM MeOeu, HaBecHas Iocka, IpoeKTop, kapra Poccuu.

HeoTpemiieMoii 4acThi0 yu4eOHOTo IIpolecca ABiIsgeTcs MOCEeIEeHHe acllipanTaMi BMECTe C
IIPENOIABATENIEM PErYJISPHO TPOXO/ANIAX BEICTABOK PaboT Mpo(heccopCKo-TpenoaBaTebCKoro
cocTaBa MHCTHTYTA, COTPYAHHKOB HMHCTHTYTa, YYAIIMXCS C IOCIEIYIOMUM O0CYXKIECHHEM
YBHICHHOTO. DTO TapMOHHMYHO OOBEIMHSET ayJIHTOPHBIC 3aHATHA M BHEAYIUTOPHYIO paborty,
roMoras He TOIbKO (OPMHPOBAHHMIO M ABTOMATH3AIMH KOMIIETEHIMH BepOalbHOM
KOMMYHHMKAIIUH, HO U CO3/1aBasl YCJIOBHUS Il 5TOM KOMMYHHKAIIHH.
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