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1. ITosicHuTebHAS 3alICKA

1.1. ean u 3a1a4M TUCUUILIMHBI

eab AMCUMILUIMHBI - 03HAKOMHUTH CTYJCHTOB C HauOoyiee  Ba)KHBIMU MTOHATHUSIMH
Y TIOJIOKEHHUSIMUA COBPEMEHHOM JIMHIBOCTUJIMCTUKY HA MAaTEpHANIE aHTJIMMCKOro  Si3bIKa
U CIHOCOOCTBOBAaTh TIOBBIMICHUIO PEUYCBOM KYJIbTYphl OYIyIIUX IEPEBOTYMKOB, WX
CTUIMCTUYECKOH KOMIIETEHIIMHM KaK Ba)KHOH COCTaBIIIONIEH OOmield  SA3BIKOBOM
KOMIICTEHIINH.

3agaum AUCHMUIIIMHBI:

3HAHUS O CTHIMCTHYCCKUX
dboHETUYECKOM,

® [PEICTaBUTh B CHUCTEMaTH3UPOBAHHOM BHUJE
CPEICTBAaX aHIVIMHCKOIO $3bIKa HAa BCEX €ro YPOBHSX:
MOP(OIOrHUECKOM, JIEKCHYECKOM, CHHTAKCUYECKOM M TEKCTOBOM;
® 03HAKOMUTH CTYJECHTOB C (DYHKIIMOHAJIBbHBIMU CTHJIIMH QHTJIMMCKOTO S13bIKA U UX
XapaKTEepHBIMU 0COOCHHOCTSIMH, BBIpabOTaTh YMEHUE pasnuyarn
(GyHKLMOHAIbHbIE CTUIIN;
¢ [IPUBUTHL HABLIKU 000CHOBAaHHOIO U aZICKBATHOI'O BbIGOpa CTUIIUCTHYCCKUX
CPEACTB U CHHOHMMUYECKHX BAapUaHTOB IPU IEPEBOJIE U PEIAKTOPCKON NpaBKe
nepeBoa.
1.2. IlepedyeHb IUIAHMPYeMBIX Ppe3yJbTATOB

oﬁyqemm mo AUCHUIIJIMHE,

COOTHECCHHBIX ¢ HHAUKATOPAMH JOCTHKCHUA KOMIIeTeHIInii

JlucuuniauHa HarpaBjieHa Ha (pOpMUPOBaHUeE CJIeAYIOIIMX KOMIeTeHIHIl BbITyCKHUKA:

CHCTEMOM HOPM PYCCKOTO
JUTEPATYypPHOTO S3bIKA U
HOpPMaMH UHOCTPaHHOTO
(-bIX) s13bIKA (-OB);
CIIOCOOEH JIOTHYECKH U
rpaMMaTU4eCKH BEPHO
CTPOUTH KOMMYHHUKAIHIO,
UCTIONB3Ys BepOaIbHBIC U
HeBepOabHBIE CpPE/CTBA

Koabi Nupukaropsl Pe3yabTarsl 00y4yeHus
KOMIIeTeHIIUH KOMIIeTeHI Uil
YK-4 YK-4.1 Bnaneer 3HaTh: HOPMBI PYCCKOI'O U HHOCTPAHHOTO

SI3BIKA
YMeTh: JIOTHYECKM M TIpaMMaTHYECKH
BEPHO CTPOUTHh KOMMYHHUKAIIHIO

BmageTs: HaBBIKAMHM — MCIIOJIB30BAHHS
BepOAbHBIX M HEBEPOAIBHBIX CPEACTB
B3aNMMOJICHCTBHS

B3aUMOJICUCTBUSA

YK-4.2 3HaTh: CIOCOOBI M TTApaMeTpPhl aHAJIN3a U
CBobosHO KPUTHYECKON OIICHKHU
BOCIIPUHUMAET, obmenpodeccHoHaTbHON ~ WHPOPMALIUU

aHAIM3UPYET U
KPUTUYECKH OIICHUBAET
YCTHYIO M TUCBMEHHYIO
o01enpogecCuoOHAIbHYIO
uHbOpMaIUIO HA
PYCCKOM U MHOCTPAaHHOM
(-bIX) s3BIKE (-aX);

Ha PyCCKOM U MHOCTPAHHOM SI3bIKe
YMeTh: aHanMM3UpOBaTh U KPUTHUECKH
OLIEHUBATh o01enpodeccuOHAIbHYIO
nH(pOpMaLINIO Ha pyCCKOM 51
MHOCTPAaHHOM A3bIKAX Ui
MOCJIETYIOIEro epeBoja

Bnanets: HaBbIKaMH nepeBoaa C




JEMOHCTPUPYET HAaBbIKU
nepeBoJa C
MHOCTPAHHOIO (-bIX) Ha
rOCyAapCTBEHHBIN S3bIK,
a TaKxXe ¢
roCy/1apCTBEHHOTO Ha
WHOCTPAHHBIN (-bI€) S3BIK

(-n)

MHOCTPAHHOIO Ha TOCYAAPCTBCHHBIN, a
TaKK€ €  TOCYJapCTBEHHOIO  Ha
MHOCTPAHHBIN S3BIKU

YK-4.3

Hcnounb3yer
uH()OpPMAITMOHHO-
KOMMYHHKAI[IOHHBIC
TEXHOJIOTHH IPU MOUCKE
HEOOXO MO
uHboOpMaIuu B Ipoliecce
pEIIeHHs CTaHAAPTHBIX
KOMMYHHUKATHBHBIX 3a/1a4
JUTSL TOCTHKCHHUS
npodeccuoHaIbHBIX
Lesien Ha
roCy/1apCTBEHHOM U
WHOCTPAHHOM (-bIX)
A3BIKAX

3HaTh: ONTUMAaJIbHbIE CIOCOOBI MOWCKa
HE00X0IMMOMH ISt peneHus
KOMMYHHMKATHUBHBIX 3a/a4 HH(pOpMAaIu
¢ npumeHenueMm KT

YMeTh: HcKaThb HEOOXOOUMYIO IS
pelieHuss  KOMMYHUKAaTUBHBIX  3ajad
nHpopmanuto ¢ npumenerarnem KT
Bnaners: HaBBIKaMH oucKa
HE00X0UMOi JUISL peuieHus
KOMMYHHKATHBHBIX 3a/1ad HH(pOpMaImu
¢ npuMmenenueM KT

OIIK-1

Cnocoben
IPUMEHSTH 3HAHUS
MHOCTPaHHBIX
A3BIKOB Y 3HAHUS O
3aKOHOMEPHOCTSIX
(bYHKIIHOHUPOBAHUS
SI3BIKOB TIEPEBO/IA, a
TaKKe

OIIK-1

Bnaneer naBeikamMu
MEePEBOIYECKOM
JIEATEILHOCTH C POJHOTO
Y Ha UHOCTPAHHBIN S3bIK,
C UHOCTPAHHOT'O U Ha
POIHOM SA3BIK

3HaTb:  ONTUMAJbHBIE  IIPUEMBl H
CIIOCOOBI IepeBoJa € HHOCTPAHHOIO
A3plKa HA POJHOM M C POJHOIO Ha
MHOCTPAHHBIN A3BIK

YMmers: BbIOMPATh ONTHMAaJIbHbIE
CTpaTeruu, CocoObl U IPUEMBI IEpPEeBOIa
C MHOCTPAHHOI'O $3bIKa Ha POJHOU U C
POIHOIO Ha MHOCTPAHHBIN SA3BIK
Brmagers:  HaBblkaMm — nepeBoja  C

UCII0JIb30BaTh MHOCTPAHHOTO $3bIKa Ha POJHOM U C
CUCTEMY POIHOIO Ha HHOCTPAHHBIN S3BIK
JIMHIBUCTUYECKUX OIIK-2 3HaTh: POAHONM M MHOCTPAHHBIN S3BIKU
3HAaHUU IpU Ob6nanaet 6azoit KaK JINHI'BUCTHUYECKYIO CUCTEMY
OCYILECTBIICHUU JIMHTBUCTUYECKUX YMeTh: MNPUMEHSTHh JIMHIBUCTHYECKHE
npo(ecCHOHaNbHON | 3HAHWI O POTHOM M 3HaHHA O PpOJHOM U HHOCTPAHHOM
JIESITENIbHOCTH; MHOCTPaHHOM $SI3bIKaX s3bIKaxX Ha MPaKTUKE
Brnagers: HaBbIKAMHM  NPAKTUYECKOTO
MIPUMEHEHHNS IMHIBUCTUYECKHUX 3HAHUH O
POIHOM M HHOCTPAHHOM SI3BIKAX
ITK-5 [IK-5.1 3HaTh: CUCTEMY BBIPA3UTEIIbHBIX CPEACTB

Croco0OeH BiIageTh
BCEMU PETUCTPAMU
oO11eHN:

JleMOHCTpHpYeT 3HaHHE
BBIPA3UTEIbHBIX CPEICTB
AHIJIMICKOTO SI3bIKA

aHTJIMHCKOTO SA3bIKa
VYMmeTs: INPUMCHATL 3HAHHUA O CHCTEMC
BBIPA3UTCIIBHBIX CPCACTB aHTJINHACKOTO

O(l)I/IIII/IaJ'II)HI)IM, s3bIKA HAa IPAKTUKE

HGO(1)I/II_II/IaJ'ILHBIM, BJ'Ia,I[CTLZ HaBbIKaMH IIPUMCHCHUL

HeI\/'ITpaJ'II)HI)IM BBIPA3UTCIIBHBIX CPCACTB aHTJITUUCKOTO
S3bIKa B COOCTBEHHBIX PEUYCBLIX




| | | MIPOU3BEICHUSIX

[IporpaMMoli TIIpEeAyCMOTPEHBI CIHEAYIOIIME BHAbI KOHTPOJIA: TEKyLIMHd KOHTPOJb
ycreBaeMocTd B (hopMe NMUCBbMEHHBIX TECTUPOBAHMH, NMPOMEXYTOYHas arrecTauus B (opme
3a4eTa.

1.3. MecTo iucuMnJIMHbI B CTPYKTYpe 00pa3oBaTe/IbHOM MPOrpaMMbl

Kypc «Crtunuctuka mnepBOoro HMHOCTPAHHOTO $3bIKa» BXOJIWUT B BapHaTUBHYIO 4YacTh
y4eOHOro IjiaHa 1o HampasieHuto noarotoBku 45.05.01 «IlepeBon m mepeBoAOBEACHHUE» U
ABJIAETCS KypcoM 1o BbiOopy. [lanHas nucuumiimHa yutaercd B 8-m cemectpe IV kypca. s
YCHEIIHOTO OCBOCHMSI MaTepuaja CTYJIEHT JIOJDKEH ONUPAThCsS Ha 3HAHUSA, YMEHHUS M HaBBIKH,
IIOJIyueHHble B paMmkax KypcoB "lIpakTuueckuié Kypc IE€pBOrO HHOCTPAHHOIO s3bIKa',
"[IpakTHKyM IO KYyJBTYpe PEYEBOrOo OOINCHHS IEPBOTO HHOCTPAHHOTO sI3bIKa", a TaKXKe B
Mpoliecce M3y4YeHHUs] HAYyYHOW JMTEpaTypbl MPU MOATOTOBKE K PA3IUYHBIM TEOPETHUYECKUM
KypcaM U IIpU HallMCaHUH KYyPCOBBIX padoT.

Kypc nampaBnen Ha yriayOJiieHHE 3HAHUW W YCOBEPIICHCTBOBAHHE YMEHUN M HABBIKOB
CTYJIEHTOB B c(epe MpaKTUUEeCKONH CTWIMCTUKH M Ha MPAKTUYECKYIO MOMOIIb B MOATOTOBKE K
c/1aue TOCYJapCTBEHHOTO dK3aMEHa M HAIMMCAHUIO BBITYCKHOW KBATM(UKAIIMOHHOW PabOTHI.

2. CTpyKTypa IMCUMILTHHBI

OO0masi Tpy10€eMKOCTb OCBOCHHSI TUCLMIUIUHBI COCTABIISIET 2 3. €., 72 Haca.

Cemectp | Tun yueOHBIX 3aHATHI KosmmuecTBo yacoB
8 Jlexun 10
8 CeMuHapbl 18
8 CamocrosiTenbHas paboTa 44
Bcero: 72 yaca

3. ConepskaHue QM CHUTIIAHBI

HaumeHoBaHue pa3jieia Conepxanue
No AMCIMILIHHBI
1. Beseoenue. Ilpeomem, yenu u IIpeamer u 3agauu Kypca CTUITUCTUKH
3a0aqu CMuIUCmuKu, ee COBPEMEHHOTO aHTJIMACKOTO s13bIKa. [lonsATHA
KOHyenmyanbHolit annapam / KOJMPOBAHUS U JCKOJUPOBAHUS COOOIICHHUS.
Introduction to Stylistics [MoHsITHE A3BIKOBOM HOPMBI M 3HAYHMOTO

OTKJIOHEHUs OT HOpMBI (foregrounding,
unexpected regularity/irregularity). [Ipeamer u
3a1a4yil JIMHTBOCTIIIMCTHKH. / Introduction to
English stylistics, its aims and object. Concepts of
style. Coding and decoding in Stylistics.
Foregrounding and unexpected regularity /
irregularity. Language norms and speech

deviations.

2. DynKyuoHanNbHbIE CMUIU [Tpobnema (HyHKIMOHATBHOTO CTUJIS B
AH2NIUTICK020 A3bIKA / aHTJIMICKOM si3bike. Jluddepennnanbabie
Functional styles of the NPU3HAKHK CTHJICH. Pa3uuHbIC TOYKU 3pEHUS Ha
English language kiaaccupukaiuio cruiei. CTHIb

XYJ10’)KECTBEHHOM JIMTEPATYPBL.




[TyOnmumucTrnueckuid CTHIb. ['a3eTHBIN CTHUIh U
ero pa3HoBHIHOCTH. CTHIIb OQUIIHATBHBIX
nokyMmeHToB. Hayunbrit ctuiie. / The notion of
functional style in English. Differential features of
a functional style. Major classifications of FSs.
Belles-lettres style. Publicist style. Newspaper
style. Official documents style. Science prose
style.

Donemuueckue u
2paguueckue svlpazumenvHole
cpeocmea u

cmuaucmuyecKue npuemol
Buipazumensnsie cpeocmea u
cmuaucmuyeckue npuembl
Mopghonozuueckozo ypoeus /
Phonological, graphical and
morphological stylistic devices

doHeTHYeCKHe BIPAa3UTENbHBIE CPEICTBA U
CTWIMCTHYECKHE npueMbl. [ papuyeckne
BBIPA3UTEIBHBIE CPEJICTBA M CTHIIMCTHYECKHE
npuemsl. [lonstue poroctunucTuku. DBdoHUS.
Annurepauus. 3ByKonoapaxaHue. ACCOHaHC.
Pudma. Putm. / Phonological expressive means
and stylistic devices. Graphical expressive means
and stylistic devices. Phonostylistics. Euphony.
Alliteration. Onomatopoeia. Assonance. Rhythm,
rhyme.
NuauBuiyanbHO-aBTOPCKUE CIIOBA;
cioBooOpa3zoBarenbHbIii moBTop / Occasional
words, nonce words. Morphemic repetition.

Cmunucmuueckasn
oughgpepenyuanusn
QH2NIUIICKOIL 1eKCUKU.
Jekcuueckue u
dpazeonozuueckue
ebvIpasumesibHvle CPeOCmea u
cmuaucmuueckue npuemsl /
Stylistic differentiation of the
English word-stock. Lexical
and phraseological SDs and
EMs

C1noBo u ero 3HaueHue. J[eHOTaTUBHbBIE U
KOHHOTATHBHbIE KOMIIOHEHTHI 3HAYCHHUSI.
B3anMonencTBrs NpsIMBIX U IEPEHOCHBIX
3HavyeHu# cnos. Tpomnbl. Metadopa, BB
Metadopsl. Uponus. AHTOHOMa3us U ee
pa3HOBUIHOCTH. [ unep6oia, BUabI TUIEpOOIIbI.
[Tepudpaza u ee pazHOBUIHOCTH. DB(HEMHU3M, €ro
pasHoBugHOCTH. Chepsl yrnorpeOiaeHus
3B(heMU3MOB. DIUTET U €ro KilacCUpUKalus.
CpaBHenune. OKCIOMOPOH, TUIIBI OKCIOMOPOHa.
Kanam0yp kak urpa cioB. ICTOUHUKH UTPHI CIIOB.
3eBrma. KoHBepreHuus CTUIMCTUYECKUX
npueMoB. CTUIIMCTUYECKAN MOTEHIUAT
¢dpazeosnornyeckux equHUL. CTHIUCTHYECKOE
MCIOJIb30BAaHUE TIOCTIOBHII U TOTOBOPOK.
KprpuiaTeie BblpaxeHUs. AJUTIO3Us U €€
pazHoBuaHocTd. / Word and its semantic
structure. Denotation and connotation. Literal and
transferred meaning. Tropes. Metaphor,
metonymy. Irony, hyperbole. Antonomasia.
Periphrasis and euphemisms. Epithet and its
types. Simile. Word play and puns. Zeugma.
Idioms as a stylistic device. Convergence of
stylistic means and devices.

Cmpyxkmypno-
cuHmaKcuuecKkue
evipazumesnvHyle Cpeocmea u
cmunucmuueckue npuemot /
Expressive syntax

Crunuctrueckas MHBepcHs, 000co0IeHue.
[TapamienpHble KOHCTPYKIIMH, XHUa3M, IIOBTOP U
ero Buzpl, nepeuncienue. ['paganus, anruresa,

perapaauus. Putopuyeckuii Borpoc, IuTora.
CuHHTaKCcHYECKHUE CBSI3H U UX CTUIMCTUYECKUE
BO3MOKHOCTH: ACUHJECTOH, ITOJIMCUHJICTOH,




npucoeanHeHne. CTUIHCTUYECKUE BO3MOKHOCTH
Pa3TOBOPHBIX KOHCTPYKIIMI: SJUTAIICUC,
aro3MOoIIe3HC, BOMPOCH B TOBECTBOBAHUU. /
Inversion, detachment. Parallelism, chiasmus,
repetition. Gradation, antithesis, retardation.
Litotes. Connection within a sentence. Sentence
arrangement, length and structure. Colloquial
syntax: ellipses, aposiopesis, run-on sentences.

Texcm kax o6vexm
CMUTUCIUYUECKOUL
unmepnpemavuu / Text as
the object of stylistic analysis

WuaTepnperanus Kak aHATUTHYECKAs
JIeSATEILHOCTb.

TekcT Kak 00BEKT CTUIIMCTHYECKOTO N3YIEHUSI.
TekcT 1 pyHKIMOHANBHBIN CTUITB. TeKcT u
WHIWBUIYATBHBIA cTHIIE. CIIOCOOBI aHaTN3a
XY/I0’)KECTBEHHOTO TEKCTa. Y POBHH aHAJIH3a
TekcTa. [loHSATHE BBIIBMKEHUS U €T0 (D)YHKIIHH.
[IpuHIMTIBI BBIABHKEHUS KaK MPUHIIHIIBI
OIMCaHMA TEKCTa (KOHBEPTEHINS, CIETUICHHE,
oOMaHyTOe OKuJaHHe, CUIIbHAS mo3uius). / Text
interpretation, its aims and goals. Text as the
object of stylistic analysis. Text and functional
styles. Text and individual style. Approaches to
text analysis. Levels of text analysis.
Foregrounding and its effects: convergence,
salience of text elements, focal points in the text,
its composition, narrative structure etc.

4. Ob6pa3oBaTe/ibHbI€ TEXHOJIOTMHU

Jns mpoBeneHUs Y4eOHBIX 3aHATUH 1O JUCHUIUIMHE HCIOJB3YIOTCS pa3iINyuHbIe
oOpa3zoBaTenpHBIE TEXHOJOTMM. [l oOpraHu3anmuu y4eOHOro Tmporecca MOXeT OBITh
HCIOJIb30BAaHO MIEKTPOHHOE 00yUYeHHE U (MIIN) TUCTAaHIMOHHBIE 00pa30BaTeNbHbIE TEXHOIOTHH.

Ne (HammeHnoBanme Buabl yueOHbIX
N Oo0pa3oBaTte/ibHbIE TEXHOJIOTHH
n/m|pasjaesa 3aHATHH
1. |Beeoenue. IIpeomem, |Jlexyusa 1 Beoonas nexyus ¢ ucnonvzosanuem UKT
uenu u
3a0auu cMuaUCmuKu, Pazeeprnymas 6eceoa c obcyscoenuem doxknaoa
ee
KOHUenmyanbHolil Cenunap 1 Koncnexmupogauuevucmoqnukoe. Paboma c
annapam. Texcm kak KOHCNEeKmMoM JIeKYuli, N0O20Mo8Ka OMEemos K
00vexkm 80NPOCAM, NPOCMOMP PEKOMEHOYeMOU
CMUIUCMUYECcKoul Jaumepamypbi
uHmepnpemayuu
CamocmosmenvHas
paboma
2. |®ynkyuonansvusie Jlexyus 2 Jlexyus ¢ npumenenuem UKT

CHUNU AH2TTUTICKO20
A3bIKA.

Buvinonnenue npaxmuueckux 3a0anuti,

CMUTUCMUYECKUL AHANU3 PPASMEHMO8 MEKCMO8,

2pynnosoe o6cysicoeHue 8apuanmos nepesood




Cemunap 2-3

Koncnexmuposanue ucmounuxos. Paboma c
KOHCHEKMOM NeKYuil, NOO20MOBKA OMEEmos K
80NpPOCAM, NPOCMOMP PEKOMEHOYEMOU
Jaumepamypbi

Camocmosmenvhas
paboma
3. |@onemuueckue u Jlexyus 3 Jlexyus ¢ npumenenuem UKT
2paghuueckue
ebIpazumenvHole .
cpedcmea u Buvinonnenue MpAKMUECKUX 3a0anutl,
MU CMUYecKie CMUTUCUYECKULL AHAU3 (PpasMenmos mexKcmoa,
npuemsl 2pynnosoe 06CydcoeHue 6apuanmos nepesooos
Buvipazumenvhole Cemunap 4-5
cpedcmea u Koncnexmuposanue ucmounuxos. Paboma c
crmunucmuyeckue KOHCHEKMOM JeKYUll, N0O2OMOBKA OMEEMmo8 K
npuembt 80NpPOCAM, NPOCMOMP PEKOMEHOYEMOU
mopghonozuueckozo umepamypul
ypoeHs
Camocmosmenvhas
paboma
4. |Jlexcuueckue u Jlexyus 4 Jlexyus ¢ npumenenuem UKT
dpazeonozuueckue
eblpasumesnvHole
cpeocmea u .
MU CMUYecKIe Bovinonnenue npakmuueckux 3a0anutl,
npuemsi CMUTUCUYECKULL AHAU3 (PpazMenmos meKcmoa,
Cemunap 6-7 2pynnosoe 00CydcoeHue 6apuUannmos nepesooos
Koncnexmuposarnue ucmounuxos. Paboma c
KOHCHEKMOM JeKYull, NOO20MOBKA OMEEmos K
80NPOCAM, NPOCMOMP PEKOMEHOYEMO
aumepamypul
Camocmosmenvuas
paboma
5. |Cmpyxkmypno- Jlexyus 5 Jlexyus ¢ npumenenuem UKT
CUHmMaKcuuecKue
ebIpazumenvHole .
cpedcmea u Buvinonnenue NPAKMUECKUX 3a0anutl,
MU CMUYecKie CMUTUCUYECKULL AHAU3 (PpasMenmos meKcmoa,
npuemsi 2pynnogoe oocysicoeHue 8apuaHmos nepesooos
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5. OuneHka IVIaHUPYeMbIX Pe3yJIbTATOB 00y4YeHH s
5.1. Cucrema oueHMBaHUs

Texkymmii KOHTPOJb OCYIIECTBISIETCS B BHJIE OIICHOK 3a BBHIOJIHEHHWE 3aJaHWid Ha
NPaKTUYeCKUX 3aHATUAX (MakcumyMm 20 Oamno). IIpoMexyTO4HBI KOHTPOJIb 3HAHUU
npoBOIUTCS B (opMe KOHTPOIBHOH paboThI, BKIIIOYAIONICH TEOPETHUECKHUE BOMPOCH U
NpakTUYecKoe 3ajaHue, U oueHuBaercs n0 40 OamioB. B pesynabprare Tekyliero u
MIPOMEKYTOYHOTO KOHTPOJISI 3HAHUN CTYACHTHI TIOJIYYarOT 3a4eT 1o Kypey. MTorosas arrecranus
[0 JMCUUIUIMHE OCYIIECTBIISIETCS Ha OCHOBE OIICHKH 332 UTOTOBBIN 3a4eT, BKIIOUYAIOMIUN B ce0s
OTBET HAa TEOPETUYCCKHUH BOMPOC M CTWIMCTHYECKUH aHAU3 MPEIUIOKEHHOTO TEKCTa.
Maxcumanbhblii 6amt — 40. O1eHKa «3a4TeH0» BBICTaBIsIeTCs 00ydaroleMycsi, HaOpaBiieMy He
MeHee 50 0aytoB B pe3ysbTaTe CYMMHUPOBAHHS OaJlIOB, TMONYYEHHBIX MPH TEKYIIEM KOHTpOJIE,
MIPOMEXYTOUYHOW M MTOTOBOW arTectanuu. [lomydyeHHBIH COBOKYHHBIH pe3yibTaT (MakCUMyM
100 6anoB) KOHBEPTUPYETCS B TPAJAUIIMOHHYIO IIKATY OIIEHOK M B MKy OIIEHOK EBporeiickoit
cHcTeMbl nepeHoca U HakoruieHust kpeauToB (European Credit Transfer System; nanee — ECTS)
B COOTBETCTBHMH C TalJjmueii:

100-6ampHas TpaionHas mkata Hlkana
Kasga ECTS
95 - 100 A
3394 OTIIUYHO B

68 — 82 XOpOILLIO 3a4TEHO C

56 —67 D

50_55 YAOBIIETBOPUTEIHHO E

2049 FX
0-19 HEYI0BJIETBOPUTENHHO HE 3a4TEHO F

Grading system

Continuous assessment throughout the course may earn a student up to 20 points,
depending on the quality of their work at seminars. Mid-term testing is a written test which
contains theory questions and text analysis tasks and may earn a student up to 40 points. End-of-
course assessment, which may earn a student up to 40 points, is an oral examination where
students’ knowledge of theoretical points and stylistic analysis skills are tested. The passing
minimum for the course is 50 points, including all the points earned in continuous assessment,
mid-term and end-of-course testing. The cumulative score (up to 100 points) is then converted to
the European Credit Transfer System ranking scale as shown in the table below:

100" points, Traditional scale ECTS
max.

95 —-100 ) A
2304 Outstanding B
68 — 82 Above average Pass C
56 — 67 Fai D
50— 55 ar E
20 -49 . ) FX
0-19 Fail Fail F

5.2. Kputepuu BbICTaBJIeHUS] OLEHKH MO IUCHUILIHHE

10



Texymuii KOHTPOIIb
[Ipu oleHMBaHMY YCTHOTO ONPOCA U YYaCTHUS B JUCKYCCUU HA CEMUHAPE YUUTHIBAIOTCS:
- CTEIICHb PACKPBITUS COACPKAHUS MaTepUaa,;
- U3JI0)KCHHUE MaTepHala.

[IpomexyTouHas u UTOroBast arrecTanus (yCTHBIN 3a4eT, KOHTPOJIbHAsA padoTa)

[Ipu mpoBeneHNM MPOMEKYTOUYHOM M UTOTOBOM aTTECTALMU CTYIEHT JOJKEH OTBETHUTH
Ha 2 Bompoca (OJUH BONPOC TEOPETUYECKOIO XapakTepa M OJUH BOIIPOC MPAKTUYECKOTO
xapaktepa). [Ipu olleHUBaHMM OTBETa Ha BONPOC TEOPETHUYECKOTO XapaKTepa HCIIOIb3YIOTCS
CJIEAYIOIINE KPUTEPHU:

- TEOpPETHYECKOe COJAEp)KaHHEe HE OCBOCHO, 3HAaHUE MaTepualla HOCHT (hparMeHTapHBbIH
XapakTep, HaJuure rpyObIX olnOOK B OTBETE;

- TEOPETHUYECKOE COJAEPKAHUE OCBOCHO YACTUYHO, JAONYIIEHO HE Ooyiee IBYX-Tpex
HE/I04ETOB;

- TEOPETUYECKOE COJEPIKaHHE OCBOCHO IOJIHOCTBIO, OTBET IOCTPOEH IO COOCTBEHHOMY
IUIaHYy.

[Ipn oneHuBaHMM OTBETa HAa BOIPOC NPAKTHUECKOTO XapaKTepa HCIOJIb3YIOTCS
CIIEAYIOIINE KPUTEPUU:

- oTBeT coaepkuT MeHee 20% MpaBUIIBHOTO PELIEHUS;

- oTBeT coaepkuT 21-89 % nmpaBUIILHOTO pelIeHus;

- oTBeT coaepkuT 90% u GoJee MPaBUIBLHOTO PEIICHUS.

Grading criteria

Continuous assessment
A student’s contribution at seminars is judged based on:
- comprehensiveness of the answer;
- presentation and delivery.

Mid-term and end-of-course testing

At this stage students’ theoretical knowledge as well as their skills are tested. A student’s
knowledge of theoretical points can be judged as:

- fair but with significant shortcomings;

- generally sound but with some gaps and errors;

- sound and systematic.

A student’s fulfillment of practical test assignments can be judged as following:

20% completion of the tasks;

21-89% completion of the tasks;

90% and over completion of the tasks.

5.3. OueHouyHbIe cpeAcTBa (MaTepHAJIBI) AJIS1 TEKYLIEro KOHTPOJIA yCIIeBaeMOCTH,

HpOMC)KyTO‘-IHOﬁ aTTeCTalluu oﬁyqamumxm o IMCHMIIJIMHE

Texkymuii KOHTPOJIb
Tunosble 3a1anus:

IIpumep cemunapckoro 3aganus Ne 1. Find examples of metonymy, comment on their type,
originality and role in the sentence.

1. He went about the room, after his introduction, looking at the pictures, her bronzes and
clays, asking after the creator of this, the painter of that, where a third thing came from.
(Dr.)
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2. She wanted to have a lot of children, and she was glad that things were that way, that the
Church approved. Then the little girl died. Nancy broke with Rome the day her baby
died. It was a secret break, but no Catholic breaks with Rome casually. (J.O'H.)

3. "Evelyn Glasgow, get up out of that chair this minute." The girl looked up from her book.

IIpuMepHbIe BONPOCHI 1JIs1 TEOPETHYECKOH YACTH KOHTPOJIbHOMH padoThI:

1. Choose the right answer to define the stylistic device in an underlined word “I went back to
the novel I had been reading, a Simenon”:

a) metaphor

¢) personification

b) antonomasia

d) metonymy

2. The stylistic device which is defined as “a figure of speech based on such an arrangement of
parts of the utterance which secures a gradual increase in semantic significance or emotional
tension” is:

a) inversion

¢) climax

b) enantiosemy

d) euphemism

3. Give the definition of a functional style and single out the main functional styles according to
Prof. Galperin®s classification.

4. Name the particular stylistic device, which is defined as “a figure of speech based on the use
of the similar syntactic pattern in two or more sentences or syntagms”.

5. Define the particular type of euphemisms in the following phrases:

a) a woman of certain type

d) a sanitary engineer

b) a mighty reaper

e) Native Americans

c) children with special needs

6. Define the structural type of epithets in the following:

a) golden shoulders

¢) a devil of a woman

b) deep dark-blue crazy crying eyes

d) unbreakfasted morning

e) a please-don't-touch-me-or-I-shall-cry look

7. Oxymoron is:

a) a trope which is based on the use of an evaluative word in the opposite meaning;

b) a trope based on the transfer of meaning;

c) a figure of speech based on the play upon words similar in spelling but different in meaning;
d) a figure of speech and a trope based on the combination of words with contradictory meaning.
8. Give examples of:

a) grammatic inversion;

b) emphatic inversion;

¢) stylistic inversion.

9. Enumerate the main types of detachment and add examples of each type.

10. What are the main structural and semantic differences between the metaphor and simile?

IIpumep TexkcToBOro ¢parmMeHTa AJisi CTHJIMCTHYECKOT0 aHAJIN3A U IPUMePHbIii 00pa3en
oTBeTa:
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William Faulkner
The Bear

He realized later that it had begun long before that. It had already begun on that day when he
first wrote his age in two ciphers and his cousin McCaslin brought him for the first time to the
camp, the big woods, to earn for himself from the wilderness the name and state of hunter
provided he in his turn were humble and enduring enough. He had already inherited then,
without ever having seen it, the tremendous bear with one trap-ruined foot which, in an area
almost a hundred miles deep, had earned itself a name, a definite designation like a living man:
the long legend of corncribs rifled, of shoats and grown pigs and even calves carried bodily into
the woods and devoured, of traps and deadfalls overthrown and dogs mangled and slain, and
shotgun and even rifle charges delivered at point-blank range and with no more effect than so
many peas blown through a tube by a boy—a corridor of wreckage and destruction beginning
back before he was born, through which sped, not fast but rather with the ruthless and irresistible
deliberation of a locomotive, the shaggy tremendous shape. It ran in his knowledge before he
ever saw it. It looked and towered in his dreams before he even saw the unaxed woods where it
left its crooked print, shaggy, huge, red-eyed, not malevolent but just big—too big for the dogs
which tried to bay it, for the horses which tried to ride it down, for the men and the bullets they
fired into it, too big for the very country which was its constricting scope. It was as if the boy
had already divined what his senses and intellect had not encompassed yet: that doomed
wilderness whose edges were being constantly and punily gnawed at by men with axes and
plows who feared it because it was wilderness, men myriad and nameless even to one another in
the land where the old bear had earned a name, through which ran not even a mortal animal but
an anachronism, indomitable and invincible, out of an old dead time, a phantom, epitome and
apotheosis of the old wild life at which the puny humans swarmed and hacked in a fury of
abhorrence and fear, like pygmies about the ankles of a drowsing elephant: the old bear solitary,
indomitable and alone, widowed, childless, and absolved of mortality—old Priam reft of his old
wife and having outlived all his sons.

IIpumepHbIi 00pa3en CTHINCTHYECKOT0 pa30opa TeKCTOBOro ¢pparmenra:

Speaking of Faulkner’s style in general, we can describe it as extremely dense and multi-
layered. The excessively long sentences are attempts to fit much, all at once, — history, violence,
race, inheritance, slavery, God, nature, love, hatred, the world — into one sustained thought.

On the whole, The Bear may look like a hunting tale, but because of the language, the
way it is written, it by far surpasses a mere hunting story. It feels more like a myth (natural
myth), an ancient saga. What makes it such?

One of the themes of the story is the vanishing wilderness and the anxiety about it. The
central figure of the passage is a bear, the legendary Old Ben, a huge and elusive ancient bear. It
symbolizes the wilderness, the land, to which the protagonist has feelings of deep respect and
awe.

Throughout the paragraph we can see how this bear acquires this symbolic nature.

The narration comes from Ike as a boy, and Ike as an old man, so it’s a double-perspective
narration. The word choice and the complex syntax characterize lke as an introspective,
thoughtful, deeply feeling person. In the passage the bear is described as seen and known by Ike,
in the unfolding stream of consciousness.

Interestingly, the whole, rather lengthy, paragraph consists only of 6 sentences, two of
which are extremely long (more than 130 and 160 words respectively).

The first two (shorter) sentences introduce some idea, which is then elaborately
developed in a very long sentence, suggestive of the natural flow of thought. The sentence, apart
from its intricate syntax and time arrangement (it is non-linear, with a number of flashbacks),
contains a lot of interesting language. A few examples of such are metaphors, repetitions,
personification. The word choice is very peculiar as well: very concrete, even graphic images
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alongside with high-flown, “grand style” vocabulary, at times evocative of some saga about the
deeds of warriors, great heroes and beasts (slain, devoured, a corridor of wreckage and
destructionetc). Verbs and verbal forms make the sentence read faster and faster, until it
culminates in a metaphor, which is also somewhat unusual in the context (locomotive). Some
vocabulary choices may even struck us as incongruous (you have to be “humble” to become a
hunter, etc). You kind of resurface from this sentence gulping for breath and there is a blessedly
short one, though with confusing pronouns, whose antecedents are nor easily figured out.

The other long sentence is rich in imagery. It is built on antithesis — men (myriad,
nameless, puny, pygmies, gnaw at wilderness, etc) vs the bear (had earned a name, solitary, king
(old Priam), drowsing elephant). The syntax is marked by parallelism, which creates a certain
thythm, linking all the complicated descriptions, that is why, though the sentence is long, it is
easy to read. Overall, there is an interesting effect of Faulkner’s writing technique — though the
words are sometimes too bookish, even archaic, or of Greek origin, you get the feeling that you
listen to someone talking, to a bard. Maybe the effect is created through this rhythm and
imitation of natural flow of thought/speech (unedited).

All the elements described converge to produce a very powerful description of the bear.

6. YueOHO-MeTOoAMYeCcKOE U MH(OPMALIMOHHOE o0ecieyeHue JUCIUIJIMHBI
6.1. CiicoK HCTOYHUKOB M JIUTEPATYPHI

OcHoBHBIE

1. Apsonpn U.B. Ctunuctuka. CoBpeMEHHBIH aHTIIMHACKUE s3bIK: y4eO. /it By3oB/ M.B.
Apuonwpn; pen. ILE. byxapkun. - 10-e wu3n. - M.: @munarta: Hayka, 2010.
https://znanium.com/catalog/document?id=377477

2. Tamenepun W.P. Crunuctuxa / W.P. Tanpnepun. — M.: Beicmas mkoma, 1981.
https://studylib.net/doc/25765203/galperin-i-r--stylistics

3. 3namenckas T.A. CtuimcTHKa aHTIIHKACKOTO si3bika. OcHOBHI Kypca / T.A. 3HameHcKasl. -
5-e u3a. - M.: U3n-Bo JIKH, 2008. https://studfile.net/preview/5749529/

4. Kyxapenko B.A. [IpakTHKyM 10 CTHIIMCTHKE aHTIIMHACKOTO S3bIKa: y4ued. mocodue / B.A.
Kyxapenko. - 5-e U3J. - M.: ®nuHTa: Hayka, 2011.
https://studylib.net/doc/25695475/kukharenko-textbook

JlonmoJIHUTENBLHBIE

5. T'ypeBuu B. B. EnglishStylistics / Ctunuctruka aHrMiACKOTo s3bIKa: ydeOHoe mocodue /
B. B. I'ypeBuu. - M.: ®nunra: Hayka, 2011.

6. Koconoxkuna JI.B. Ilpaktuueckass CTUJIMCTHKA aHTJIMICKOTO SI3bIKA:  aHAJW3
XyJ0kecTBeHHOro Tekcra: yueb.mocodue / JI.B. Koconoxkuna. — M.: UKL «MapT»; P
u/J1: I3garensckuii ieHTp «MapTy», 2004.

7. O6ummna H.B. Crunuctuka [Tekct] = Stylistics: yue6HOe mocobue / H.B. Obununa. -
M.: IIpomerteit: MIIT'Y, 2011.

8. Pasunkmna H.M. IIpakTukyM 1O CTHJIMCTHKE AHTJIUHCKOIO M PYCCKOTO SI3bIKOB:
yuae6.mocooue/H.M.Pasunkuna. - M.: Beicm. mix., 2006.

9. CkpebHeB HO.M. OCHOBBI CTHJIUCTUKH aHIJIMHCKOTO SI3bIKA: Y4EOHUK Ul UH-TOB U (ak-
oBuHOCTP. 513. / CkpebneB I0.M. — M.: OO0 «M3n-Bo ACT»: OO0 «H131-Bo AcTpensby,
2000.

6.2. Ilepeyenbp pecypcoB HHPOPMANUOHHO-TEJIEKOMMYHUKANMOHHOH CeTH
«HnTepHeT»:

1. www.gendocs.ru — caldT yueOHBIX MaTepHaIOB

2. www.e-lingvo.net - caliT QHITIOIOTHIECKOM JIUTEpaTyphl

3. www.yazykoznanie.ru

4. www.lib.fl.ru — s;mekTpoHHas OMOIMOTEKA 110 TUHTBUCTHKE
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7. MaTepuajibHO-TeXHUYeCKoe o0ecneyeHne TUCIUITHHBI

ww.project.phil.pu.ru - cereBas nuHrBUcTHUYECKas 6udbmuoreka CII6IY
www.portalus.ru - Becepoccuiickast BupTyanpHas 0ubimoTeka
. www.libfl.ru - Beepoccuiickas rocyrapcTBeHHas OMOIMOTEKa HHOCTPAHHOU JIUTEPATYPhI

CocraB mporpammuoro obecrnieuenus: (I10), coBpeMeHHBIX MPOGECCHOHATBHBIX 0a3 JaHHBIX
(b1) n madopmarmonno-crnpaBounsie cuctem (MCC) (2019 .)

1. Ilepeuens ITO

Nenr Haumenosanue 110 [IpousBoauTens Croco0
/m pacnpocTpaHeHHs
(muyensuonnoe unu
6000010
pacnpocmpansiemoe)
1 Adobe Master Collection CS4 Adobe JINLIEH3MOHHOE
2 Microsoft Office 2010 Microsoft JIMLIEH3UOHHOE
3 Windows 7 Pro Microsoft JINLIEH3UOHHOE
4 AutoCAD 2010 Student Autodesk cBOOOIHO
pacipocTpaHseMoe
5 Archicad 21 Rus Student Graphisoft cBO0OOTHO
pacipocTpaHsIeMoe
6 SPSS Statisctics 22 IBM JINLIEH3MOHHOE
7 Microsoft Share Point 2010 Microsoft JIMIIEH3UOHHOE
8 SPSS Statisctics 25 IBM JINIIEH3UOHHOE
9 Microsoft Office 2013 Microsoft JIMLIEH3UOHHOE
10 | OC «AnbpT Ob6pazoBanue» 8 000 «bazanst CIIO | nuneH3noHHoe
11 Microsoft Office 2013 Microsoft JINICH3UOHHOC
12 | Windows 10 Pro Microsoft JIMIICH3UOHHOE
13 | Kaspersky Endpoint Security Kaspersky JUIICH3UOHHOE
14 Microsoft Office 2016 Microsoft JIMLIEH3UOHHOE
15 | Visual Studio 2019 Microsoft JINLIEH3UOHHOE
16 | Adobe Creative Cloud Adobe JINLIEH3HOHHOE
2. Ilepeyens Bl m HCC
Nomr HaumenoBanue
/n
1 | Mexnaynaponusie pedeparuBHbie HaykomeTpuueckue bJl, moctymnnbie B paMkax
HalnuoHaJILHOU mmoanucku B 2019 r.
Web of Science
Scopus
2 | [IpodeccuonanpHble MONMHOTEKCTOBBIE B/I, TOCTyIHBIE B paMKax HallMOHAIHHON
noanucku B 2019 r.
XKypnansiCambridge University Press
ProQuest Dissertation & Theses Global
SAGE Journals
Kypnansr Taylor and Francis
3 | llpodeccronanbubie TOTHOTEKCTOBBIE B/
JSTOR
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http://www.libfl.ru/
http://www.portalus.ru/

W3nanus mo oO1iecTBEHHBIM ¥ T'yMaHUTAPHBIM HayKam
OnektpoHHas 6ubamnoreka Grebennikon.ru

4 | KoMmbroTepHbl€ CIIPaBOYHbBIC TPABOBBIE CUCTEMBI
Koncynsrant Ilmtoc,
T'apanT

- IpuUJIokKeHus, obecnieunBaronue padboty B cetu MuTtepuet (Googlechrome, InternetExplorer);
- IPUJIOKEHUS JJIs1 BOCIIPOU3BECHUs ayquo-1u Bugeomarepuanos (WindowsMediaPlayer);

- IPWJIOKEHHUS [Tl IEMOHCTpAINK U co3aanus npesentaruii (MicrosoftPowerPoint);

- npunoxenus Microsoft Office Word u Excel.

8. Obecneuyenue 00pa3oBaTEILHOIO MPOLIECCA ISl JIML C OTPAHMYEHHBIMU BO3MOKHOCTAMU
310pOBbS

B XO0A¢€ peamn3anu JUCHUITIIMHBI UCIIOJB3YIOTCA CICAYIOINUE JOIMOJTHUTCIBHBIC
METOJABbI O6y‘-IeHI/IH, TCKYIICTO KOHTPOJIA YCHCBACMOCTU U HpOMe)ICYTO‘{HOﬁ aTTeCTalnun
o6yqa}01u1/1xca B 3aBUCUMOCTHU OT UX HHAUBHUAYAJIbHBIX OCOOEHHOCTEH:

® ISl CTIENBIX U CTa00BUISIINX:

- JeKuu Oo(OPMIIIOTCS B BHUJIE AJIEKTPOHHOTO JTOKYMEHTa, IOCTYHMHOTO C TOMOIIBIO
KOMITBIOTEPA CO CICIIMATN3UPOBAHHBIM IMPOTPAMMHBIM 00ECTICUCHUEM;

- THUCbMEHHBIC 3a/IaHWs BBIMOJHAIOTCS HAa KOMIIBIOTEPE CO CHEIHATU3UPOBAHHBIM
MIPOTrpaMMHBIM 00€CIIE€YEHUEM, UIIH MOTYT OBITh 3aMEHEHBI YCTHBIM OTBETOM;

- obecrieynBaeTCsl MHIMBUyallbHOE paBHOMEpHOe ocBelienne He menee 300 mokc;

- JUIS BBINOJIHEHUS 3aJlaHds TPU HEOOXOJAMMOCTH TIPEIOCTABISETCS YBEIUYUBAIOIICE
YCTPOICTBO; BOBMOYKHO TaKe UCIIOJIb30BaHHE COOCTBEHHBIX YBEIUUUBAIOIINX YCTPOUCTB;

- MACBMEHHBIC 3aJ1aHUsT OPOPMIISIOTCS YBETHUECHHBIM MIPU(TOM;

- 9K3aMeH U 3a4€T MPOBOASATCS B YCTHOU (hOpME MM BBIMIOJIHAIOTCS B MUCbMEHHOM opme Ha
KOMITbIOTEPE.

® JUISI DIIYXHX U CIA00CTBIIIAIINX:

- Jexuuu o(OpMIISIOTCS B BHUJIEC DJICKTPOHHOTO JOKYMEHTa, IHOO0 TPeaoCTaBIsSETCS
3BYKOYCHJIMBAIOIIAs anmnaparypa HHANBUIYJILHOTO MTOJIh30BaHNS,

- MICbMEHHBIE 3a/IaHUs BHITIOTHIIOTCS HA KOMITBIOTEPE B MUCHbMEHHOU QopMme;

- 3a4€T MPOBOJIATCSA B MUCHMEHHOHN (DOpME Ha KOMITHIOTEPE; BOZMOXKHO TIPOBEICHNUE B (hopMe
TECTUPOBAHUSI.

e ISl TUI] C HAPYLICHUSIMHU OMOPHO-BUTATEILHOTO armapara:

- JeKuuu Oo(OPMIIIOTCS B BHJIE AJIEKTPOHHOTO TOKYMEHTa, JOCTYMHOTO C TOMOIIBIO
KOMITBIOTEPA CO CICIIMATN3UPOBAHHBIM IMPOTPAMMHBIM 00ECTICUCHUEM;

- THUChbMEHHBIC 3a/IaHWs BBIMOJHAIOTCS HAa KOMIIBIOTEPE CO CHEIHATU3UPOBAHHBIM
MIPOTrpaMMHBIM 00€CTICUCHUEM;

- 9K3aMeH U 3a4€T MPOBOAATCS B YCTHOU (hOpME MM BBIMIOJIHAIOTCS B MUCbMEHHOM opme Ha
KOMITbIOTEPE.

[Tpu He0OXOMUMOCTH MpeTyCMaTPUBACTCS YBEIMUECHNUE BPEMEHH I MTOJTOTOBKH OTBETA.

[Mpouenypa  TpoBeACHHS  MPOMEKYTOUHOW  arTeCTaluu Ui OOydaromuxcs
yCTaHaBIMBaeTCA € YYETOM UX HHAWBHUIYANBHBIX MCUXOPU3UYECKUX OCOOECHHOCTEH.
[IpomesxkyTouHast aTTecTalrs MOXKET MPOBOJUTHCS B HECKOJIBKO JTAIOB.

[Tpu mpoBeneHUH MpOLEAYPHl OLIEHUBAHUS PE3YIBTATOB OOYUYEHHs MpEeaycMaTpUBACTCS
UCTIONB30BAaHUE TEXHUYECKUX CPEJICTB, HEOOXOMUMBIX B CBS3M C WHIAWBHIYAJTbHBIMH
OCOOCHHOCTSIMU OOY4YaIOIIUXCA. DTH CPElCTBA MOTYT OBITh HPEIOCTaBICHBI YHUBEPCUTETOM,
WJIM MOTYT MCTOJIB30BaThCS COOCTBEHHBIE TEXHUYECKHUE CPECTBRA.

[IpoBenenne mpoueaAypbl OLEHUBAHUS  pe3yiabTaToB  OOy4YeHHS  JOMYyCKaeTcs C
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UCTIOJIb30BaHUEM JAMCTAHIIMOHHBIX 00pa30BaTeIbHBIX TEXHOIOTHH.

ObecnieunBaeTcst JOCTyN K MHPOPMAIMOHHBIM U OuOinorpapuveckuM pecypcaMm B CETH
WutepHer s kaxaoro oOydaromierocs B (oOpMax, aJalTHPOBAHHBIX K OTPAHUYCHUSAM HX
3JI0pOBbS U BOCTIPUSATHUS HHPOPMAIIH:

® IS CIENbIX U CIa00BUAALIMX:

- B IeYaTHOH (opMe yBETMUEHHBIM IPHUPTOM;
- B (hopMe 3JEKTPOHHOT'O JOKYMEHTA;

- B (hopme ayanodaiina.

® IS TIYyXHX U CIa0OCIBIIIAIINX:

- B IeYaTHOH popme;

- B (hopme 37eKTPOHHOTO IOKYMEHTA.

e I O0YYaroIUXCsl C HApyIIEHUSIMH OIIOPHO-/IBUTATEJILHOTO amapaTra:
- B Ie4aTHOU opMme;

- B (hopMe 3JIEKTPOHHOTO JOKYMEHTA;

- B (hopme ayanodaiina.

VY4eOHble ayIUTOPUM AJIS BCEX BHJIOB KOHTAaKTHON M CaMOCTOSITENIbHON paboThl, HayuHast
O0ubyMoTeKa M WHBIC TIOMEIIEHUS Ui 00y4YeHHs OCHAIICHBI CIEIHATbHBIM 000pyIOBaHUEM H
y4eOHBIMH MECTAMHU C TEXHUYECKHMHU CPEICTBAMU O0YUEHHUS:

® IS CIENBIX U CIA00BUAALIMX:

- YCTPOMCTBOM JiJIsl CKaHMpOBaHuA 1 uyTeHus ¢ kamepoil SARA CE;

- nucrneeM bpaiins PAC Mate 20;

- npuHTepoM bpaiins EmBrailleViewPlus;

® I IIIyXUX U CIAOOCIHbIILAIINX:

- aBTOMATHU3MPOBAaHHBIM pabOYMM MECTOM ISl JIIOACH C HapylleHHMEeM cllyXa H
cJ1aboCIbIIAIINX;

- aKyCTUYECKHUI yCHIINTENb U KOJIOHKH;

e I 00yYarOMIMXCS C HAPYIIEHUSIMU OTIOPHO-/IBUTaTENILHOTO arfrapara:
- IEPEBIXKHBIMU, PETyJINPYEMBIMU dproHoMuueckumu napramu CU-1;
- KOMITBIOTEPHOM TEXHUKOW CO CIIeUaTbHBIM IPOTPaMMHBIM 00€CTIEYEHUEM.

9. MeToauyeckue MaTepuaJbl
9.1. IlnaHbl CEMMHAPCKUX 3aHATHH

CeMUHapBI HOCAT MPAKTUYECCKUN XapaKTep W MOJpa3yMeBarOT padOTy ¢ TEKCTOM, B XOJIC
KOTOPOU (POPMUPYIOTCS U OTPAOATHIBAIOTCS YMEHUS U HABBIKM KOMIUIEKCHOTO CTHIIMCTUYECKOTO
aHaJM3a TeKCTa Ha aHTIIMICKOM SI3BIKE.

OcHoBHOE TTocOOue JIs UCTIONB30BaHUS HA CEMUHAPAX:

Kyxapenko B. A. TIpakTHKyM IO CTHJIMCTHUKE aHIJIMACKOTO s3blka / Seminars in
stylistics: yueOHOe mocobue / B. A. Kyxapenko. - 3-e u3n., ucnp. - Mocksa: ®@nunra: Hayka,
2009. — 181 ctp.

JlomoTHUTETBPHOE TIOCOOHE IS MCTIONIb30BAHUS HA CCMHHAPaX:

Ianmeniepun M. P. Ctwmmctuka anrnmiickoro sizbika / English Stylistics: yueOHuMK mist
CTYJICHTOB MHCTUTYTOB U (PaKyJIbTETOB MHOCTPAHHBIX si3bikoB / W. P. Iampniepun. - 3-¢ u3m. -
Mocksa: URSS, 2010. — 331ctp.

Cemunap 1 (2 yaca)

Tema 1. TekcT kak 00BEKT CTHIMCTHYECKOTO aHAIN3a
Bompocsr 11t 06cyxaenus:

1. OOBeKT, MpeaMeT U 33a4K CTHIIMCTHYECKOTO aHaIu3a
2. CucreMa CTUIMCTUYECKUX CPEJICTB aHIVIMMCKOTO S3bIKa
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Cemunap 2-3 (4 yaca)

Tema 2. @yHKIHMOHATIBHBIE CTUIIN AHTJIMUCKOTO SI3bIKA

Bompocsr 11t 06cyxaenus:

1. TlpobrneMaTnka (QYHKIHMOHATHHONW CTUIMCTHKH: KPUTEPHH BbIACICHHS (DYHKIHMOHAIBLHOTO
CTHJISI; KOJIMYECTBO (DYHKIIMOHAJILHBIX CTUJICH B aHTJIMICKOM SI3BIKE.

2. Ilonatue nuTepaTypHOTO CTaHAAPTA, A3BIKOBOTO BapHaHTa U UHBapHUAHTA.

Cemunap 4-5 (4 yaca)

Tema 3. Ctunuctudeckue cpenctBa (OHOIOTHMUYECKOTO, rpaduueckoro u MopgoIoruIecKoro
YPOBHEM SI3bIKA

Bompocsr 11st 06cyxkaeHus:

1. ®oHeTHYEeCKHEe BRIPA3UTEIbHBIC CPEJICTBA U CTUITMCTHICCKHE TTPUEMBI

2. I'pacduueckue BeIpa3uTeIbHBIC CPECTBA U CTUIIUCTUIECKUE TIPUEMBI

3. Mopdomorndeckue BIpa3uTEIbHBIC CPEACTBA

Cemunap 6-7 (4 yaca)

Tema 4. Jlekcuueckue U (pa3eoJOrHUYECKHE BBIPA3UTENbHBIE CPEACTBA U CTHIIMCTUYECKUE
IIPUEMBI

Bompocsr 11t 06cyxaenus:

1. JIekcuueckue BBIPa3UTENIBHBIE CPEACTBA U CTHIINCTUYECKHUE IPUEMBI

2. ®pa3zeonornyeckrue BoIpa3UTENIbHbBIE CPEICTBA U CTUIIMCTUYECKHUE TPUEMBI

Cemunap 8-9 (4 yaca)

Tema 5. CuHTaKCUYECKHUE BBIPA3UTENIbHBIE CPEACTBA U CTHIIMCTUYECKHE TTPUEMBI
Bompocsr mist 06cyxaeHus:
1. CuHTaKCHYECKHE BBIPA3UTEIBHBIC CPEACTBA M CTHIIMCTHUECKHUE TIPUEMBI

IIpumep 3axaHuil 11 ceMUHAapa:

Seminar 8: Expressive Syntax
Questions:
1. How can the length of sentences be important stylistically? Give examples of writers
known for their syntactic agility.
2. What two types of syntactic arrangement of the sentence do you know? What are the
general effects of both?
3. In what ways can the typical sentence arrangement be deviated from? What are the
effects of such deviations?
4. What types of syntactic repetition do you know? Personally, which one sounds the most
emphatic to you?
5. What are the types of stylistically relevant connection in sentences?
6. What are the features of colloquial syntax?
7.
Exercise I. Comment on the type of syntactic repetition in each sentence:
1. I wake up and I'm alone and I walk round Warley and I'm alone; and I talk with people and I'm
alone and I look at his face when I'm home and it's dead (J.Br.)
2. Babbitt was virtuous. He advocated, though he did not practice, the prohibition of alcohol; he
praised, - though he did not obey, the laws against motor-speeding. (S.L.)
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3. "To think better of it," returned the gallant Blandois, "would be to slight a lady, to slight a lady
would be to be deficient in chivalry towards the sex, and chivalry towards the sex is a part of my
character." (D.)

4. I wanted to knock over the table and hit him until my arm had no more strength in it, then give
him the boot, give him the boot, give him the boot - I drew a deep breath. (J.Br.)

5. Obviously - this is a streptococcal infection. Obviously. (W.D.)

6. He ran away from the battle. He was an ordinary human being that didn't want to kill or be
killed. So he ran away from the battle. (St.H.)

7. Failure meant poverty, poverty meant squalor, squalor led, in the final stages, to the smells and
stagnation of B. Inn Alley. (D. du M.)

Exercise II. Comment on any syntactical peculiarities of the sentences below:

1. Than Roy no one could show a more genuine cordiality to a fellow novelist. (S.M.)

2. Malay Camp. A row of streets crossing another row of streets. Mostly narrow streets. Mostly
dirty streets. Mostly dark streets. (P. A.)

3. I'm a horse doctor, animal man. Do some farming, too. Near Tulip, Texas. (T.C.)

4. "People liked to be with her. And —" She paused again, " - and she was crazy about you."
(RW)

5. Strolling up and down the Main Street, talking in little groups on the corners, lounging in and
out of strike headquarters were hundreds of big strong-faced miners in their Sunday best. (J.R.)
6. "You know so much. Where is she?" "Dead. Or in a crazy house. Or married. I think she's
married and quieted down." (T.C.)

7. What is the good of sitting on the throne when other fellows give all the orders? (B.Sh.)

Exercise I1II. Comment on how the syntax of the passage reinforces the meaning (or does
it?)

Then from the town pour Wops and Chinamen and Polaks, men and women in trousers
and rubber coats and oilcloth aprons. They come running to clean and cut and pack and cook and
can the fish. The whole street rumbles and groans and screams and rattles while the silver rivers
of fish pour in out of the boats and the boats rise higher and higher in the water until they are
empty. The canneries rumble and rattle and squeak until the last fish is cleaned and cut and
cooked and canned and then the whistles scream again and the dripping smelly tired Wops and
Chinamen and Polaks, men and women struggle out and droop their ways up the hill into the
town and Cannery Row becomes itself again - quiet and magical. (J. St.)

Exercise IV. Comment on the syntactical peculiarities in the passage below. Compare the
piece with its translation into English. In terms of syntax, how would you rate the
translation?

B Genom maie ¢ KpoBaBbIM NOJ00eM, HIapKarolIel KaBalepuiCKOM MOX0IKOH, paHHUM
YTPOM YETBIPHAAATOrO YHCIA BECEHHETO MECsIa HUCaHa B KPBITYIO KOJOHHAAY MEXAY ABYyMS
KpbulbsiMu ABopua Mpona Benvkoro Beien npokyparop Myneu Hontuit [Tnnar.
Bonee Bcero Ha cBeTe MpoKypaTop HEHABHJIEN 3aIlax PO30BOr0 Macia, U BCE TEIephb MPeABEIaIo
HEXOpOUIMI JIeHb, TaK KakK 3amax 3TOT Haudaj IpecieloBaTh IPOKypaTropa € paccBeTa.
[Ipokyparopy Ka3ajoch, YTO PO30BBIM 3amax MCTOYAOT KHUIAPHUCHI W MAJIBMBI B Cagy, 4TO K
3araxy KO’KaHOTO CHapsDKEHUs M I0Ta OT KOHBOSI IIPUMEIIMBAETCS MPOKIIATAs po30Basi CTPYH.
Ot Quureneit B ThUTy JBOpLA, TJ€ PacloiOKUIAch MpUIIeaIas ¢ mpokypaTtopoM B Epmananm
nepBas koropra J[BeHanuaToro MOJIHMEHOCHOTO JIETMOHA, 3aHOCWJIO JIBIMKOM B KOJIOHHAIy
4yepe3 BEPXHIOK IUIOMIAJIKY Cajia, U K TOPbKOBATOMY JbIMY, CBUIETEIBCTBOBABIIEMY O TOM, YTO
KalleBapbl B KEHTYPHUAX Hadalld TOTOBUTH 00€, MPUMEIINBAJICA BCE TOT e KUPHBIA pPO30BBIN
yX.
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«O Oorm, Oorm, 3a 4TO BBl Haka3bpiBacTe MeHs?.. Jla, HET COMHEHHMH, 3TO OHa, OIATh OHA,
HeroOenmMasi, ykacHasi 00JI€3Hb. .. TEMUKPaHHUS, IPU KOTOPOI OOJHT IMOJITOJIOBHI... OT HEEe HET
CPEICTB, HET HUKAKOT'O CIIACEHMS. .. IIOMPOOYIO HE JBUTATH TOJIOBOM. .. »

Early in the morning on the fourteenth of the spring month of Nisan the Procurator of
Judaea, Pontius Pilate, in a white cloak lined with blood-red, emerged with his shuffling
cavalryman's walk into the arcade connecting the two wings of the palace of Herod the Great.
More than anything else in the world the Procurator hated the smell of attar of roses. The omens
for the day were bad, as this scent had been haunting him since dawn.

It seemed to the Procurator that the very cypresses and palms in the garden were exuding the
smell of roses, that this damned stench of roses was even mingling with the smell of leather
tackle and sweat from his mounted bodyguard.

A haze of smoke was drifting towards the arcade across the upper courtyard of the garden,
coming from the wing at the rear of the palace, the quarters of the first cohort of the XII Legion ;
known as the ' Lightning', it had been stationed in Jerusalem since the Procurator's arrival. The
same oily perfume of roses was mixed with the acrid smoke that showed that the centuries' cooks
had started to prepare breakfast.

'Oh gods, what are you punishing me for? . . . No, there's no doubt, I have it again, this terrible
incurable pain . . . hemicrania, when half the head aches . . . there's no cure for it, nothing
helps. ...  must try not to move my head. . . ."' (Translated by Michael
Glenny. London, 1967).

9.2. MeToan4eckne peKOMEHIAILUH 110 NMOATr0TOBKE MUCbMEHHBIX padoT
Pexomenayemblii IVIaH KOMIUIEKCHOTO CTHJIMCTHYECKOI0 AHAJIN3A TEKCTAa:

1. Introduction (general comprehension):

The excerpt under analysis is taken from... by...

What seems to be happening is... It is evidently a piece of description/narration/digression..etc
It’s (first-person/second-person/third-person/alternating-person) narration

The narrator uses the second person referring to him/herself to provide an alienated, emotional or
ironic distance

The narrator is omniscient/the narrative is coming from an omniscient authority

There are a few interpolated narratives

The narrator gives an objective, unbiased point of view

The narrative mode can be described as a “fly-on-the-wall” “camera-lens” approach

Records the observable actions, leaves it to the reader to interpret them. A sense of detachment.
An uninvolved onlooker

2. Setting:

The story/scene is setin/ ...

The setting provides the historical and cultural context for characters.

The setting probably symbolizes the emotional state of the characters. (The crumbling old
mansion reflects the decaying state of the family).

There is a hint at a social context.

The author makes the setting (the room defined by the hideous yellow wallpaper) practically
another character. The room serves a symbolic statement about (women’s roles at the time).

3. Structure (elements of plot)

The fragment under analysis can be divided into (several/the following) logical parts...
We can observe (something of the following):
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-foreshadowing (explicit (obvious) or implied (disguised);

-suspense;

-conflict;

-exposition (background information regarding the setting, characters, plot);

-rising action (the process the story follows as it builds to its main conflict);

-crisis (a significant turning point in the story that determines how it must end);
-resolution/denouement.

-repeated elements in action, gesture, dialogue, description,

-shifts in direction, focus, time, place, etc.

Comment on the pacing of the passage (action scenes, rapid-fire dialogue, using concrete words, active
voice, sensory information to make the story move faster)

-to move fast/at different pace

-to include very fast-paced action sequences / leisurely-paced sequences

-keep tension in the story high

Is the time arrangement linear or non-linear (there are flashbacks, flash forwards, retrospective
views)?

Flashbacks allow the readers to gain insight into a character’s motivation and provide a
background to a current conflict.

Dream sequences and memories are methods used to present flashbacks (to employ flashback, to
use flashback — to deepen inner conflict, to make the reader sympathize even with the villain, to
contrast the present circumstances with those in the past)

Are the transitions between/within parts well-managed? Or are they disconnected for some
reason? Is the narration’s flow smooth or rough (choppy, abrupt and jumpy) — how is this
achieved?

4. Characters, characterization — protagonist (the character the story revolves around),
antagonist, minor character (provides support and illuminates the protagonist), static character,
dynamic character (changes in some important way), flat (archetype)/ rounded (more complex,
confusing etc) character.

A character's voiceis his or her manner of speech. Different characters use different
vocabularies and rhythms of speech.The way a character speaks can be a powerful way of
revealing the character’s personality.

Does a character have a distinct voice? Does it voice opinions on any issues, which may be
revealing? How would you define the protagonist’s worldviews? Can we account for the
character’s ethnicity, family background, gender, education and circumstances? Words
characterize by their diction, complexity, and attitude.Mannerisms and catch-phrases can help
too. Considering the degree of formality in spoken language is also useful. Tone of voice,
volume, rate of delivery, vocabulary, emphasis, pitch, topics of conversation, idioms,
colloquialisms, and figures of speech: all of these are expressions of who the character is on the
inside.

— To reveal/uncover/disclose individual features of a character

— To use/employ telling/showing as a mode of characterization

— To give a rough sketch/detailed description of a character

— This detailed characterization helps us relate better to the events taking place in the story

— Adds to the character’s plausibility, vividness, memorability

— The more formal language is indicative of the fact that the character spends most of his
life in a formal setting
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5. Diction

Are there certain words that come up again and again? Are there words that stand out? While
you are going through this process, it is best for you to assume that every word is important—
again, you can decide whether something is really important later.

Account for the word choice that both conveys and emphasizes the meaning or theme of a text
through distinctions in sound, look, rhythm, syllable, letters, and definition. To figure out the
author's tone in a story, pay close attention to his or her diction, or word choice.

— an abundance of negative terms or words that evoke a certain type of imagery.

— Graphic (HaTypanucTuyHbie, KpacouHsbie), bookish, high-flown, learned (10-dollar), blunt
etc. words

— The (first two lines) are dominated with words denoting (illness and fragility)

— The words chosen to describe... are evocative of/suggestive of

— As the story progresses we can see the tone shift... We no longer see words that denote...
but rather..

— This part of the story is written in (empowered) tone

— There is dissonance between the (object, thing, idea) and its descriptors

— descriptive details

— sensory language

— texture of the passage

— dual meanings

— emotive/ forceful/ factual/ descriptive/ blunt/ graphic/ disturbing words

— colloquialism — gives a work a sense of realism; gives us some insights into the society;
imparts a sense of realism to a piece of literature; adds variety to the characters, make
them more memorable

— flavor of informality

6. Tone - the implied attitude towards the subject of the story/text/poem. (ToH, HacTpoeHue,
aTMocdepa, UHTOHAIHS)

Is it hopeful, pessimistic, dreary, worried? Has the author adopted a stern or serious tone toward
his or her characters and their actions? Or perhaps a humorous or even sarcastic tone? And how
do we even figure out what the tone of a story is?

7. Figurative language, Imagery (o0pa3ubiiipsin) - the author’s attempt to create a mental
picture (or reference point) in the mind of the reader. The most immediate (HermocpencTBeHHbIE?)
forms of imagery are visual, strong and effective. Imagery can be used to invoke an emotional,
sensational (taste, touch, smell etc) or even physical response.

— The metaphors (similes, connotative words) introduce (unpleasant, natural, bodily etc)
images; invoke an emotional response

— Allusion — simplifies complex ideas and emotions; gives (dreamlike, magical, etc) touch
to writing; underscores emotions behind the words that words cannot convey; adds a
lyrical feeling to..

— Metonymy — develops symbolism; gives more profound meanings to otherwise common
ideas and objects; through M. a text exhibits deeper or hidden meanings; helps to achieve
conciseness; M.is employed to add poetic colour to words or make them come to life.
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8. Syntax affects the nature of a prose text as well.

- enhances the meanings and contributes toward the tone.

-Quickness, decisiveness and speed are added to a text by using short phrases, clauses and
sentences. Whereas, in a text where the subject matter is serious that requires contemplation,
long, convoluted sentence are used to slow down the pace of a text.

- parallelism gives a text symmetry, balance and consistency. Gives ideas equal weight,
reinforces the message. Facilitates comprehension: persuasive and emotionally appealing to the
reader. Recaps crucial aspects of an argument. Further embeds the idea into the listener.

-long sentenced with a number of clauses joined by the conjunction “and” may be an attempt to
sound natural, there is an effect of breathlessness and human feel. Effect of immediacy — as if the
character is talking.
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[Tpunoxenue 1. Axuoramus

pabodel mporpaMMBbl TUCITUTLTAHBI

AHHOTAIMS

JuctummHaa «CTHIMCTAKA TEPBOTO WHOCTPAHHOTO SI3BIKA» BXOJHUT B 0a30BYIO0 4acTh
mucuuiuinH OOIT BO no cnemmansHOocT Ne 45.05.01 «IlepeBox u mepeBomoBeneHHUE» U
aapecoBaHa cryieHTam 4 kypca (8 cemectp). Jucuumimna peanusyercs kadenpoit Teopuu u
MpaKTUKHU niepeBoaa MHcTuTyTa (GUI0JI0THN U UCTOPUH.

Kypc «Crunuctuka mTEepBOTO HWHOCTPAHHOTO SI3bIKA» HAMpaBI€H HAa BBIPAOOTKY Yy
CTYJICHTOB IEPEBOJUYECKOI CIIEUATbHOCTH HABBIKOB U YMEHUM, CBSI3aHHBIX CO CTUIIMCTUYECKUM
aHAJIM30M TEKCTOB Ha aHTJIMMCKOM SI3EIKE.

Heab 1MCUMNJIMHBI - 03HAKOMHUTH CTYJEHTOB ¢ Hanboyiee BaXHBIMU MMOHATUSIMH
i MOJIOKEHUSIMU COBPEMEHHOU JIMHTBOCTUJIUCTUKH Ha MaTepHalie  aHTJIMMCKOTO
S3blKa M CIOCOOCTBOBATH TMOBBLIMICHUIO PEUYEBOM KYJIBTYpbl OYIyIIUX MEPEBOAUYMKOB, UX
CTUJIMCTUYECKON KOMIIETEHIINN KaK BaXKHOM COCTABIISIOIIEN 00IIel A3bIKOBOM KOMIIETEHIMH.

3agauy AMCHMILIHHBI:

— TMPEICTaBUTh B CHUCTEMAaTU3UPOBAHHOM BHUJIC€ 3HAHUA O CTWIMCTHYECKHUX CPEACTBax
AQHTJIMACKOTO sI3bIKa HA BCEX €ro YpOBHAX: (OHETUYECKOM, MOP(HOIOTHIECKOM,
JICKCUYECKOM, CHHTAaKCHUYECKOM, TEKCTOBOM,;

— O3HAKOMHTH CTYIEHTOB C (PYHKIHMOHAIBHBIMH CTWISMH aHTIUICKOTO s3bIKA U HX
XapaKkTepHbIMU OCOOEHHOCTSMH, BBIPA0OTATh yMEHHE pa3auyarh (YHKIHOHAIIbHBIE
CTHIIH;

— TIPUBUTH HAaBBIKK OOOCHOBAHHOTO W aJCKBATHOTO BBIOOpA CTHIIUCTHYECKUX CPEICTB H
CUHOHMMUYECKUX BapUAHTOB MPH MEPEBOJIE U PEIAKTOPCKON MIpaBKe MepEeBOa.

JlucuuiinHa HanpasiieHa Ha (OPMHUPOBAHME CJISAYIOIIUX KOMIIETEHIHI BBIITyCKHUKA!
I1o IpOX0XIeHNN TUCLUIIIINHBI CTYACHT JTOJKCH:

— 3HaTh!
HOPMBI PYCCKOTO M HHOCTPAHHOTO sI3bIKa; CIIOCOOBI M MapaMeTphl aHAJIW3a U KPUTUYECKOU
OLIGHKH O00IIenpodeccuoHaNbHON WH(GOPMAllMd Ha PYCCKOM M HHOCTPAHHOM SI3BIKE;
OIITUMAJIBHBIC CHOCO6I)I IIOHUCKa HCO6XOI{I/IMOI71 AJid pelICHUd KOMMYHHKATUBHBIX 3aJa4
nnpopmaruu ¢ npumeHenneM WKT; onTumanbHble NpUEeMBI ¥ CHOCOOBI IEpeBoja ¢
HMHOCTPAHHOTO SI3bIKa Ha POJHON M C POJHOTO HAa MHOCTPAHHBIN S3BIK; POJHOW M MHOCTPAHHBIN
SA3BIKU KaK JIUHTBUCTUYCCKYIO CUCTEMY, CUCTEMY BBIPASUTCIILHBIX CPEACTB aHTJIAICKOTO SA3bIKA,

—  YMETh:
JIOTHYECKH M TPAaMMAaTHYECKH BEPHO CTPOUTh KOMMYHHKALMIO; AHAIIM3UPOBATh U KPUTHYECKU
OIICHUBATH O0MIeTIPOdhEeCcCCHOHATBHYI0 HHPOPMAIIUIO Ha PYCCKOM U HHOCTPAHHOM SI3BIKaX
JUIA TIOCIEAYIOIIEro NEPEBOA; UCKaTh HEOOXOAMMYIO [UIS PELICHUS! KOMMYHUKATHBHBIX 33124
nHpopmarmio ¢ npuMmenenneM WKT; BeIOMpaTh oNTHMAaNbHBIE CTPAaTETWH, CHOCOOBI M TIPHEMBI
NepeBoJia ¢ MHOCTPAHHOTO SI3bIKa Ha POJHOM M C POJHOTO HA MHOCTPAHHBIN SI3BIK; IPUMEHATH
JMHTBUCTUYECKUE 3HAHUS O POJTHOM U MHOCTPAHHOM SI3bIKAaX Ha MPAaKTHKE; IPUMEHSITH 3HAHUS O
CHCTEMe BBIPA3UTENbHBIX CPEACTB aHTIUIICKOTO A3bIKa Ha MTPAKTHKE

—  BIIAJIETh:
HaBBIKAMH MCIIOJIb30BaHUS BEpOATBHBIX M HEBEPOAIBHBIX CPEJICTB B3aUMOICHCTBUS;
HaBbIKAMM IEPEBOJAa C HMHOCTPAHHOIO HAa TOCYJApCTBEHHBIM, a Takke ¢
rOCYJapCTBEHHOTO HAa WHOCTPAHHBIM S3BIKM;, HABBIKAMH ITOMCKA HEOOXOJAMMOW JIs
pellleHrsT KOMMYHUKAaTUBHBIX 3afad uHopmanmu c npumenenueM MKT; HaBbikamu
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NepeBoJia ¢ MHOCTPAHHOI'O s3bIKAa Ha pO,Z[HOfI h C PpOAHOro Ha I/IHOCTpaHHHﬁ A3BIK,
HaBbIKaMMU TIIPAKTUYCCKOTO MPHUMCHCHUSA JIMHITBUCTUYCCKUX 3HAaHUH O POOJHOM H
HWHOCTPAHHOM S3bIKaX; HABbIKAMHU HNPUMCHCHUS BBIPA3ZUTCIBbHBIX CPCIACTB aHTJIMHUCKOTO
SI3bIKa B COOCTBEHHBIX PEYECBBIX TPON3BCACHUAX.

English Stylistics

The course of English Stylistics is a compulsory discipline within the 45.05.01
Translation Studies curriculum and is offered in Year 4 (term 8) of the degree course.

The course aims to familiarize students of English with the fundamentals of stylistics
theory including such areas as expressive resources of the language, varieties of the
national language and pragmastylistics. It is hoped that students taking the course will
become more competent language users, conscious and appreciative of stylistic and
register variations both in the language as a system and actual communication.

The course targets include:

» familiarizing students with the stylistic and expressive resources of the English
language of all linguistic levels: phonological, morphological, lexical, syntactical and
those of text as a whole;

* developing students’ overall linguo-stylistic competence and such skills as:

- ability to evaluate instances of language usage as either conforming to the norm or as
deviating from such.

- awareness of textual conventions in a range of text types, including both fiction and
non-fiction genres (prose, drama, poetry, science prose, popular science prose, official
documents, publicist texts etc).

- ability to produce texts of different types and genres that conform to the norms and
conventions of the English language.
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