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PaGouass mporpamma aucturuinHbl «MHOCTpaHHBIM SA3BIK (AHTITHICKUN)»
pa3paboTaHa B COOTBETCTBUHU C TpeOOBaHHSAMHU (efepabHOTO TOCYAAPCTBEHHOTO
o0Opa3oBarensHOTO cTaHaapra Beiciuiero oopazoanus (OPI'OC BO) cnenuanuteT mo
cneunanbHocTsIM: 54.05.02 XKuBonuck, yTBEp:KIECHHOrO MpUKa3oM MUHHUCTEpPCTBA
oOpa3zoBanus u Hayku Poccuiickoit ®enepanuum ot 13 asrycra 2020 r. Ne 1014
3apeructpupoBad B Munucrepcre roctuuun Poccuiickorn @enepanuu 28 aBrycra
2020 r. Per. No 59574 (Penakius ¢ uamenenusimu Ne 1456 ot 26.11.2020 1.), 54.05.03
I'paduka, yTBepx’AECHHOTO mMpHKazoM MHUHHUCTEPCTBA O0Opa3oBaHUsA M HAyKH
Poccuniickoit ®@enepaunn ot 13 aBrycra 2020 r. Ne 1013 3apeructpupoBaH B
MunucrtepctBe roctuiinu Poccuiickoit @enepanuu 28 aprycra 2020 r. Per. Ne 59562
(Penakmust ¢ mu3menenusimu Ne 1456 ot 26.11.2020 1.), 54.05.04 Ckynsnrypa,
yTBEPXKJEH NMpukazoM MuHUCTEpCTBa 0O0pa3oBaHus U Hayku Poccuiickoit denepannu
ot 13 aBrycra 2020 r. Ne 1018, 3apeructpupoBaHHOr0 B MUHUCTEPCTBE FOCTULIUU
Poccuiickoit ®enepannu 28 aprycrta 2020 r. per. Ne 59578 (Pegakuus ¢ ”3BMEHEHUAMU
Ne 1456 ot 26.11.2020 1.), 1 B COOTBETCTBUU € TIprKa3zoM MuHoOpHayku Poccuu ot
6 4.2021 r. Ne 245 «O06 ytBepxaeHuu [lopsika opraHuU3aluu W OCYIICCTBICHUS
o0pa3oBaTeNbHON  JESITENBHOCTH  00pa30BaTENbHBIM  IMPOTpaMMaM  BBICIIETO
oOpazoBaHusi — mporpaMmaM OakajaBpuaTta, IporpaMmam  CIEHHAIUTETA,
porpammaM Maructparypsh» (3apeructpupoBano B Muntocre Poccun 13.08.2021 .
Ne 64644).

© MI'AXH um. B.!1.Cypukosa
© bykoBa Oubra KoncTaHTuHOBHA

© boromoJsioBa Upauna UBanoBHA



Conep:xanmne:

. AHHOTaHI/IH JUCHUITIITNHBI

[lepedennb MmIaHUPYEMBIX Pe3yJIbTaTOB 00YUEHHS MO JUCHUILIMHE (MOIYJIIO)

MecTo nucuMIIMHbL (MOYJIs) B CTPYKTYpe 00pa30BaTeIbHON NpOrpaMMbl
OO0BEM TUCHUTITUHBI ¥ BUIBI y4eOHOUM paboThI

ConepxaHue U CTpyKTypa AUCIUIIIINHBI

SN U R W N =

Y4eObHo-MeTonnuecKoe 00ecTieueHre JUIsl CAMOCTOSTEILHOM pabOThHI

oOyJarommxcst

7. ®OoHJ OLICHOYHBIX CPEACTB ISl TEKYIIETO0 KOHTPOJISL U MPOMEXKYTOUHOU
aTTeCTaIlu

8. [lepeueHb OCHOBHOM U JIOTIOTHUTEILHON yUeOHOU TUTEPATyPhI

9. Ilepedenn pecypcoB HHPOPMAITMOHHO-TEICKOMMYHUKAIIMOHHON CETH
«HTEpHETY

10.Metoauueckue yka3aHus Il 00yUYaroIIuXcsl IO OCBOCHUIO TUCITUTUTMHBI
(Momynst)

11.Ilepedyerb HHPOPMALIMOHHBIX TEXHOJIOTHMA, UCTIOIB3YyEMBIX TIPH
OCYILIECTBJIICHUU 00pa30BaTEIBLHOIO MpOolecca Mo JUCHUILUIMHE (MOIYIIIO)

12.0Onmcanye MaTepralbHO-TEXHUUECKON 6a3bl, HECOOXOUMOM IS

OCYILIECTBJICHUSI 00Pa30BaTEIBHOrO Mpoliecca Mo TUCIUIUTMHE (MOIYJIIO)



1. AHHOTAIMSA TUCIUIIINHBI

Heap Kkypca: mnpakTUyeckass I1€Jlb MU3YYEHUS HWHOCTPAHHOTO sI3bIKa
3aKJIr0YaeTcs B QOPMHUPOBAHUY Y CTYACHTA CIIOCOOHOCTH U TOTOBHOCTH K JIEJIOBOM
KOMMYHUKAIINH, W TPEINO0JIaracT pa3BUTHE PA3TUYHBIX BUOB KOMIIETEHIIUN, KaK
PELEITUBHOIO0, TaK PEMPOIYKTUBHOTO XapaKTepa MHOS3BIYHOTO OOIIEHUS.

OcHoBHas 1eNlb Kypca - OOydeHHE YCTHOW peyd Ha OCHOBE DPa3BUTHS
HEOOXOJMMBIX aBTOMATU3UPOBAHHBIX PEYCBHIX HABBIKOB, PA3BUTHUS TEXHUKU
YTEHUS] U YMEHUS NMOHUMATh AHTJIMNCKUMA TEKCT, COJIepKallluii YCBOCHHYIO paHee
JIEKCUKY U TPaMMAaTHKY, a TAK)KE€ pa3BUTHE HABBIKOB MMCbMEHHOW PEYH B Mpejenax

porpaMmbl Kypca.

3apaum Kypca:

I/I3yquI/Ie AHTJINHCKOTO S3bIKa Ha JaHHOM 3TallC HAIIPaBJICHO HAa JOCTHKCHHC
CIICaAyrommx ueneﬁ Pa3BUTHUEC MHOA3BIYHBIX KOMMYHHUKATUBHBIX KOMﬂeTeHHHﬁI

B PE3YIbTATC OCBOCHUA AUCHUIIIIMHBI CTYACHT OOJIKCH 3HATDH
- S3BIKOBBIC CPCACTBA B COOTBCTCTBUU C TCMAMHU H C(i)epaMI/I O6IH€HI/IH,

- OCHOBHBIE MPaBUJIA OTIEPUPOBAHUS ITUMH CPEJICTBAMH;

- IPUHLMIBI CUCTEMATU3allUN S3bIKOBBIX 3HAHUMU, TOJYYEHHBIX B OCHOBHOM
LIKOJIE;

- CHCTEMY  YyBeJIMYEHHUs OoObeMa pEUYEBBIX EIMHHUI[ B COOTBETCTBUM C
IIPOTPaMMOM Kypca;

- COLMOKYJBTYPHYIO CHEIU(UKY CTPAHbl H3y4aeMOrO S3bIKA.

CTyneHT JOKeH yMeTh

- IOHUMATh ayTeHTHUYHBIEC TEKCTHI,

- IepeaBaTh HH(GOPMAIIHIO B CBA3aHHBIX apIyMEHTHPOBAHHBIX BHICKA3bIBAHHSIX;

- TUIAaHUPOBATh PEUEBOEC U HEPEUEBOE MOBEACHUE C YUETOM CIEeUU(UKH CUTyalluu
OOIIEHHUS,;

- CTPOHUTH CBO€ PEUYEBOE M HEPEUEBOE IMOBEACHHUE aJE€KBATHO COLIMOKYJIBTYPHOMN
cnienr(uKe CTpaHbl U3y4yaeMOoro S3bIKa;

- aJIeKBAaTHO MOHUMATh U UHTEPIPETUPOBATH JIMHTBO - KyJIbTypHbIE (DAKTHI;

- aHHOTUPOBaTh M pedepupoBaTh OPHUTHHAIBHBIE TEKCTHl IO CIEUUATbHOCTH,
COCTaBIATH OubIHorpaduio;

- IPUHUMATh y4acTUe B OOIIEHUH HAa WHOCTPAHHOM S3bIKE B 00bEME HM3Y4YEHHOTO
MaTepuaa.



CTyneHT JOJKEH BJIAETh
- HOBBIMH SI3BIKOBBIMHU CPEJCTBAMH B COOTBETCTBHH C TEMaMH U chepaMu OOIICHUS;
- HaBBIKAMH OTICPHPOBAHUS STUMH CPEJICTBAMHU;
- BBIXOJIUTH M3 TIOJOKCHHSI B YCIIOBUAX NE(PUITUTA S3BIKOBBIX CPEJICTB B MPOIECCE
WHOS3BIYHOTO OOIICHMS,
- COBEPIIICHCTBOBATh YUEOHYIO JIEATEIILHOCTH MO OBJIAJICHUIO AHTTTMHCKUM SI3BIKOM.

[Tpu peanuzanuu aucuUIUIMHbl « MHOCTpaHHBIN S3bIK (AHTIIUHUCKUI ))

OpraHu3aus

BIIpaBC IIPHUMCHATH 3J3JICKTPOHHOC o6yquI/Ie, JUCTAaHIITMOHHBIC O6pa3OBaTeJ'II)HBIe

texHonoruu. OcyliecTBIeHHEe 00pa30BaTEIbHOTO TMpolecca MO AUCHUIIINHE

«HocTpaHHbIl  s3bIK  (aHrIUMCKUN)»  oOecreunBaeTcs

COOTBCTCTBYIOIINMHA

cpeAcTBaMH MH()POPMAIIMOHHO-KOMMYHUKAIMOHHBIX TEXHOJIOTUN U KBadu(pUKaIIUEH

pa6OTHI/IKOB, €C NCIIOJIB3YIOIIHX U ITOAACPKNBAIOIIHX.

2. Tlnanupyemble pe3y/bTaThbl 00y4eHHs MO TUCHUILIHHE

[Iporiecc wu3ydeHUsT AUCIUIUIMHBI

HampaBieH Ha (OPMHUPOBAHUE DSJIEMEHTOB

caenyromux komnereHud B coorBeTctBuu ¢ ®I'OC BO u OIIOIT BO no nanHo#

CIICOMAJIbHOCTH:

IHepuo
hi | Dopmbl
Komnerenunu OITOII, (popmu OLIEHOYHBIX
popmupyembie B Iliianupyembie pe3yJabTaThI - CpPeacCTB U BUbI
paMKax u3y4yeHusi 00y4YeHUs MO0 TUCIHUTIIAHE POBaHU | KOHTPOJISI 3TANOB
JUCIHHUIIIMHBI | OCBOEHHUS
KoMIIe- KOMIIEeTEeHIIU I
TeHI MM
YK-4 3HaTh: — O CYIIHOCTH SI3bIKa Kak 1-6 Texyumuii
YHHUBEPCAIIBHOMN 3HAKOBOM | CEMECT KOHTPOJIb —
CHUCTEMBI B KOHTEKCTE phI

BBIDAKEHUSI MBICIEH, YYyBCTB,
BOJIEU3BABIECHUN; — QOPMBI peun
(YCTHOM ¥ TIMCbMEHHOM); —

0COOEHHOCTH OCHOBHBIX
GYyHKIMOHATBHBIX — CTHJICH; —
SI3BIKOBOM MaTepHa

(Jlekcudeckue  eIMHMIBI U
rpaMMaTHYECKHE  CTPYKTYPBI)
PYCCKOr'0 M1 HHOCTPAHHOTO SI3bIKa
(MHOCTpaHHBIX S3BIKOB; —
MOPGhOJIOTHYECKHE,

YCTHBIN OIPOC:
OTBETHI HA
npoOIeMHbIE
BOIIPOCHI;
o0cyxKaeHue
CTyJCHTaMU C
T1e1aroromMm
PE3YIbTATOB
BBITIIOJTHEHUS,
cooOIeHne Ha




CHHTAKCHYCCKHUC KU JICKCHYCCKUC

O0COOEHHOCTH C y4eTOM
GYHKIMOHAIBHO-CTUIEBOM
celpUKU U3y4aeMoro
MHOCTPAHHOTO SI3bIKA

YK-4.2.

YMeTh: — OpPUEHTUPOBATHCS B
pa3IMYHbIX pEUeBBIX

CUTYaIlMsIX;— BOCIPUHUMATh Ha
ClyX ¥ TIOHMMaTb OCHOBHOE
coJiep KaHue HECJIOKHBIX
AyTEHTUYHBIX  TOJUTHUYECKHX,
nyOIUIIUCTUYECKUX (METUNHBIX)
U TparMaTUyecKuX TEKCTOB Ha
WHOCTPAHHOM SI3BIKE, PA3JIMYHBIX
TUTIOB pPEYH, BBIICTATH B HHUX
3HAYUMYI0  HHpOpMAIUIO; —
MTOHNMAaTh OCHOBHOE
coJiep KaHue WHOSI3BITHBIX
HAyYHO-TIOMYJISIPHBIX W HAyYHBIX
TEKCTOB, OJIOrOB / BeO-CaliTOB; —

BBIJICIIATD 3HAYUMYIO
nH(opMaIuio u3
parMaTHYeCKUX  WHOS3BIYHBIX
TEKCTOB CIIPaBOYHO-
UH(OPMAITMOHHOTO u

PEKJIIAMHOTO XapakTepa; — JAeNIaTh
COOONICHWS] W  BBICTPAWBATh
MOHOJIOI  Ha  MHOCTPAHHOM
S3bIKE; — 3aIOJHATH JICJIOBBIC
OyMaru Ha WHOCTPAHHOM SI3BIKE;
— BECTM  OCHOBHBIC  THIIBI
auainora, coOnojas  HOPMBI
pEUeBOro 3TUKETAa, WCIOJIb3Ys
OCHOBHBIC CTpaTeruu; —
MOJIJICPKUBATh  KOHTAKThI  I10
DJIEKTPOHHOHN TOYTE; 0(OPMIISATH
Curriculum Vitae / Resume wu

COIIPOBOJUTENBLHOE MUCBMO,
HEOOXOAMMbIC TIpH TpPHUEME Ha
paboTy; — BBITIOJIHATH
MTUCEMCHHBIE MIPOEKTHBIE
3a1aHuA (mucbMEHHOE
opopmiieHNE Mpe3eHTaIUH,

MHGOPMAIIMOHHBIX  OYKJIETOB,

PEAJIOKEHHY IO
TEMY.

IIpomexyTOUHBII
(pyOe:KkHbIIT)
KOHTPO.Ib
- KOHTPOJIbHAs
pabora (wim Tecr).

HUrorossiit
KOHTPOJIb
(mpomesKyTOYHAA
arrecTranms) —
3auer (1-5
CEMECTpBHI),
Dk3ameH (6
ceMecTp).

(Janubie hopmbl
MIPOBEPKHU
MIPUMEHUMBI KO
BCEM BHIaM
KOMIIETEHIIUHN ).




PEKIIaMHBIX JIUCTOBOK,
KOJIJTAXKEH, MOCTepoB M T.1.) C

Y4ETOM MEKKYJIbTYPHOTO
PEUYEBOr0 3TUKETA.

YK-4.3.

Bnanets: — CUCTEMOM
M3y4aeMoro MHOCTPAHHOTO
sI3bIKA KaK LIEJTOCTHOM CUCTEMOM,
ero OCHOBHBIMU
rpaMMaTHYECKUMHU
KaTEeropusiMM; —  CHUCTEMOM

opdorpadbun ¥ TyHKTyalluw; —
YKaHpaMy YCTHOW M MUCbMEHHOU
peun B pa3HbIX
KOMMYHUKATHUBHBIX  CUTYaIIHsIX
npodeCCHOHAIbHO-EIOBOTO

OOIIEHUS; - OCHOBHBIMU
crocobamu NOCTPOEHUS
POCTOTO, CII0’KHOTO

IPEJIOKEHUM HAa PYCCKOM U
VHOCTPAHHOM sI3bIKax.

3.

CornacHo yueOHOMY TulaHy JUCHUIUIUHA «AHOCTpaHHBIN SI3BIK» U3Yy4aeTCs C

MecTo TUCUMILTHHBI (MOYJISI) B CTPYKTYpe 00pa3oBaTeIbHOM

NporpaMMmel

I mo 6 cemectp Ha 3 Kypcax.

3HayeHue Kypca HMHOCTPAHHOIO s3bIKa B CHUCTEME MpoQecCUOHATLHON
MOATOTOBKH BBIITYCKHUKA OTIPEICIISIOT €r0 MIPHOPUTETHBIC IIEITH 110 POPMHUPOBAHHUIO
JUYHOCTH, OOJIalaloell CHUCTEeMOUM IIEHHOCTEH, B3TJISAI0B M MPEACTaBICHUM,
OTPpaKAIOIIUX OOIIHME KOHIIETIIIUA POCCUICKON KyIbTYyphl. B yueOHOM mporecce 3To

KOHKPETU3UPYETCS B CIEAYIOIIUX apaMeTpax:

o0Opa3oBaTeNbHBI ACMEKT MPEANosaraeT pacllupeHue CTPAHOBEIYECKHX
3HAHUM O CTPAaHE M3Y4aeMOro s3blKa, 3HAKOMCTBO C I€HHOCTHBIMH
OpUEHTUPAMU MIPEACTABUTEIIEN NHOSI3BIYHOMN KYJIbTYPBI;

BOCIIUTATENIBHBIM ~ ACHEKT  peanu3yeTr B
MTOJIMKYJIBTYPHOCTH M MHOTOSI3bIUNS IPU3HAHUE U OCO3HAHUE NTYXOBHBIX U
MAaTEpUAIIBHBIX LIEHHOCTEW NPYTUX HAPOJAOB U KYJIBTYP B COOTHECEHHH CO
CBOEU KYJIbTYpOMU;

dbopmupoBaHUS



- pa3BUBAIOIININ aCTIEKT 00ECIEYNBAET POCT MHTEUIEKTYaJIbHOTO MOTEHIINANA

CTYJIEHTOB,

pasBUTHUEC HUX KpPCAaTUBHOCTH,

CaMOCTOATCIIbHO COIIOCTABJIATH PA3HBIC A3BIKU U KYJIbTYPLI.

dbopMupyeT CrocoOHOCTH

Crneunanuzanusi ocyliecTBisieTcs B pamkax 3 u 4 cemectpoB. Ha 3Toii ctagumn

M3Yy4daroTCA rpaMMaTHYCCKUEC KOHCTPYKIWH, TUIIMYHBIC AJ1S1 HAYYHO-

HCCIICOAOBATCIIbCKHUX TCKCTOB, a4 TAKKE 3JICMCHTHI TCOPUHU IICPCBOAA, OCBANBACTCA

npodeccroHanbHas TEPMUHOJIOTHSI, PA3BUBAIOTCSI M COBEPIIICHCTBYIOTCS

CIIOCOOHOCTH K pab0Te ¢ MHOS3BIYHOM MPoheCCHOHATBHO 3HAUMMOU WH(OpMaIue.

OOyueHure BeIeTCs C YU4ETOM OPTaHHU3aIlN MEXITPEAMETHBIX CBS3EH C pa3TnIHBIMU

JTUCHUIUIMHAMY TTPOPUITUPYIOIIETO UKJIA.

Komnerenmuu,

npuoOpeTaeMbie

3HaHUA

CTyJEHTAMU B
HCITOJIB30BATHCS MU B X0JI€ OCYIIIECTBICHUS MPOPECCUOHATBHON ACATEIHHOCTH.

U YMEHHS,
nporecce

TaKXKC

OCBOCHMUA

OIIBIT

4. O0bEM TUCHUILIMHBI U BUABI y4eOHOH PadoThI

JIeITEIbHOCTH,
TUCITUTUINHBL,  OyayT

Bua yueonoii
padoThI

Bcero
3.e/1.
(ak.

4.)

1 kypc
(ak.4.)

2 kypc
(ak.4.)

3 Kypc¢
(ak.4.)

4 xypc
(ak.4.)

S kype
(aK.4.)

Cemectp

Cemectp

Cemectp

Cemectp

Cemectp

1 2

3 4

5

6

7 8

9 10

O6muras
TPYZOEMKOCTD
JUCLUILIMHBI

(288)

54 | 54

54 | 54

36

36

AyauTopHsbie
3aHITHUS
(KOHTaKTHAas
pabota
00yyaromuxcsi ¢
npernojaaBaTeaeM),
U3 HUX:

- nexruu (JI)

- CEMHHAPCKUE
sansaTus (C3)

30 | 30

30 | 30

30

30

- MPAKTUYECKHUE
3anarus (I113)

- UHIWMBUIyaIbHbIC
3ansatus (U3)

- CAMOCTOSTEIbHAS
paboTa mojp,




PYKOBOJICTBOM
IpernoaaBaTes
(CP mog pyk.)

CamocrosrenbHas
paboTa cTyieHTa
(CPC), B Tom
YHUCJIC MMOJATOTOBKA:

24 | 24

24 | 24

- KypcoBas pabora
(IpOeKT)

- TOKJIazq
(pedepar)

- DK3aMeH
(?K3aMEHAITMOHHBI
1 IPOCMOTP)

HUToroBplii
KOHTPOJIb

3

3

9

*- BKJIIOYasi MOATOTOBKY M CIa4y IK3aMeHa

P — pedepart; KP — kypcoBas padota; 3 — 3auer; 30 — 3auer ¢ o1ieHKOM; I —

sk3ameH, I — 3K3aMeHalMOHHBIN TPOCMOTP.

5. CoaepxaHne U CTPYKTYPa AMCUHUIIIMHBI

O06bem yueOHOIT padoThI

CTyJIeHTAa
Tpy- (B _ak.4.), B TOM 4HCJe
J0EM
HaumeHnoBaHue pa3aesioB M y4eOHBIX | -
3alaHU# 1O JUCIUILINHE KOCT 3
b Avn.
Y& | c3 | u3 |CPC
pabota
Mo PyK.
IIPEIIOI.
1 kypc, 1 cemecTp
1. A u mos cembsa. CeMelHBIE
TpaUIIAN, YKIIA]T KU3HH. >4 3
2. IloBcenneBHas xu3Hb. Jlocyr B 3
OyJIHU U BBIXOJHBIC JTHH.
3. Jlom, KUJIUIIHBIC YCIOBHUSI. 3




['opona mupa.

. YCTpPOMCTBO rOPOACKON KBapTUPBHI,
3aropojiHoro aoma. OnucaHue
UHTEpbepa.

. Ena. IIpeanourenus B ene. Ena
JIOMa U BHE JI0Ma.

. 3710pOBBIi 00pa3 KU3HH, CIIOPT.

. Marasunsl. [Tokynku. Ogexna.

. 3apyOeKHbIEe CTpaHHbI.
[IyrewecTBus.

. AKTUBHBIN Y IACCUBHBIN OTABIX.
[IyreuiecTBrs U Typu3M Kak
CPEICTBO KYyJbTYPHOIO
oOoramieHus JUYHOCTH.

10.HanmonaneHple  Tpagumuum U

o6sruan Poccun, BenukoOpuranuu,
CHIA.

11. JJoctonpumeuarenpsHocTn Poccun

U CTpaH U3y4aeMoro si3bIKa.

1 kypc, 2 cemecTp

. OO11ee u pa3IMIHOE B CTPAHAX U
HAITMOHAJBHBIX KYJIbTypaXx.

. Bplparomuecs nestenu uCKyccTBa
Pa3HbBIX DII0X, CTPaH, KYJbTYpP

. buorpadus xynoxHuka.

. Beroaromuecs: pycckue Xy10)KHUKH

. Belaromnuecs: XyJJ0’KHUKH — MOU
COBPEMEHHHUKU

. 3HAMEHUTHIE XYA0KHUKH
BenukoOpuranuu

. 3HameHuThle XyaoxxHuku CIIA

54

10




OTtHomieHre K 00IIECTBY U
aKTUBHAS )KM3HEHHAS TTO3UIIHSI.
XyA0KHUK U 00IIECTBO.

9.

XyIOKHUK U BpEMSI.

10.KuHO Kak B UCKyCCTBa.

XynoxHuk kuHoO. [IoBTOpeHue.

11.TeaTp Kak BUJ UCKYyCCTBA.

TeaTpanbHbIN XyI0KHUK.

2 Kypc¢, 3 cemecTp

. Moii BY3. Ucrtopus u tpaguumuun

moero BY3a.

Briciiee Xyn0KeCTBEHHOE
obpaszoBaHue B Poccuu u 3a
pyoOexoM.

. Crynenueckas xu3Hb B Poccun,

Benuko6puranuu, CIIA.

CryneHueckue MexIyHapOoIHbIE
KOHTAKTHI.

JletHue oOpa3oBaTeIbHbIC
nporpammsl. [1neHsp 3a pyoexom.

TBopueckre KOHKYpChI. ['paHThI 1
CTUIICH/INH JI CTYJICHTOB B
Poccun u 3a pybexom.

[TpodheccrnonanpHas ASSITETLHOCTD
yenoseka. [Ipodeccus —
XYJOKHUK.

B macrepckon Xy10KHUKA.

Kanpsr n300pazuTensHOTO
HCKYCCTBA.

10.1Teit3ax. Bpemena roaa. 3ammura

oKpy>katolen cpeapl. [loBTopenue.

54
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11.IToptper. BHemHoCTh YesioBeka.

2 Kype, 4 cemecTp

. XyH0XKECTBEHHBIA MY3€H.

KpynHeiimue mysen Mupa.

. TperbsikoBckas rajepesi. JpMUTAK.

XynoxxecTBeHHbIe My3eu JIoHI0Ha.

My3eu COBpEMEHHOT'0 HCKYCCTBA
(MockoBckuit My3ei
COBPEMEHHOTO HCKyCcCTBa, The
Museum of Modern Art New York,
The Tate Gallery London)

VYyactre B Xy10KECTBEHHOU
BBICTaBKE.

["anepen COBpEeMEHHOTO UCKYCCTBA.

JlemoBas nokyMeHTauus u
nepenucka. Jlorosop.

9.

Xy,Z[O)I(eCTBeHHBIe MaTcpuaJibl.

10. TexHOoI0THS KUBOITHUCH.

[ToBTOpEHME.

11. Ananu3 Xya0KeCTBEHHOTO

npousBeaeHus. 3a4éT.

54

3 Kypc, S cemecTp

CrangapTHble KOMMYHUKATHUBHBIC
CUTyaIlMH1. 3HAKOMCTBO.
Perucrparmus Ha KoHbEpEHITHIO.
['ocTunuia

CrangapTHble KOMMYHUKATUBHbBIC
CUTYyalMU. 3alI0JTHCHUE aHKET.
Busutku. YcraHoBiieHue u
MOJIJIEp)KaHUE KOHTAKTOB.
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3. Crtwnu s3wika. TabyupoBaHHbIC
ACTIEKTHI OOIIEHUS B Pa3HbIX
KyJbTypax.

4. JlenoBoii ctuiib. JIOKyMeHTALMS:
3aKyINKa\3aKas.

5. Karasnor BbICTaBKH, BEICTABOYHBIM
OyKJIET.

6. KoHTpakT Ha 1OCTaBKy IPEeAMETOB
UCKYCCTBa B IPYTI'YIO CTpaHy.

7. ATeHTCKOE COTJIallCHHUE.
[IepenaTo4HbIi aKT.

8. HHuTepHeT-pecypchl:
-yOIMKalus Ha caifte,

-COOOIIEHNE O BHICTABKE.

9. UnrtepHeT pecypchl: HH(pOpMaIIUs
B UHTEPHETE.

10.IIpodeccrnonanbHas JeKCUKa.
TepmuHoIOTHS.

11.CtaThs B ipodecCHOHATIEHOM
KypHaie.

12.0mnmcadne TEXHOJIOTHYECKOTO
npoiiecca.

13.HCTpYKIHKS O UCTIOJIb30BAHUIO
HOBBIX MaTE€pPHUAJIOB.

14.ITy6nukauyu o0 HOBalUsIX B
00JacTu N300pa3UTEIHHOTO
HCKYCCTBA.

15.1IpodeccnoHabHOE HHTEPBBIO.

16.buorpadus u pesrome B
AIEKTPOHHOM (hopmaTe.
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17.1Ipe3eHTanusi TBOPUECKOIO

MPOCKTA.

18.3asBnenue 06 yqactuu B

BBICTaBKE\KOH(DEPCHITHH.

19.Cutyanus Ha npodecCuoHATHFHOM

PBIHKE 32 PyOe oM.

20.BoctpeboBanHOCTh podheccun 3a

py6exom\B Poccun. Bakancum.

21.MexyHapoqHble aKaJeMUYECKUE

OOMEHBI.

22.3asBKM Ha NOJy4YEHHE TPAHTOB.

3 kypc, 6 cemecTp

l.

MexnyHapoiHble TBOPUYECKUE
ITPOEKTHI.

CoBpeMeHHbIE TEHICHIIUU
U300pa3UTEIHLHOrO HCKYCCTBA B
Poccun.

CoBpeMeHHbBIE TeHICHIIUN
M300pa3UTETHHOTO UCKYCCTBA 32
pyOexoM.

['moGanu3anus u COBpEMEHHOE
HCKYCCTBO.

Cuctema npodecCHOHATBHOM
XyI0)KECTBEHHOM IMOJATOTOBKH 32
pyoOexKoM.

EBponelickue Xy10/KECTBEHHBIE
LIKOJIBI.

MexayHapOoaHbIN
XYJI0KECTBEHHBIN PHIHOK.

My3en u Xy10)KECTBEHHbIE

36
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rajeper B COBpEMEHHOM MHUPE.
9. XyI0XHUK B KOHTEKCTE

COBPEMEHHOCTH. 3 1
10.IToBTOpEHME M MOJATOTOBKA K

WTOrOBOM aTTeCTallMU. IK3aMeH. 3 1
Hroro (ak. yacax) 288 180 108

I-II cemecTpshl

Conep:kanue IMCUUIIIHHBI

o0yueHHsT TOApa3yMEeBalOT TOJATOTOBKY TI0 0a30BOMY

HampaBJieHUIO0. B pamkax 3Toro kypca MOBTOpSieTCS U 0000IAeTCs IIKOJIbHBIN

MaTcpuall 110 A3bIKY, OCBANBACTCA KOMMYHHKATHUBHAA I'PAMMATUKA, AKTUBU3HUPYCTCA

U yrayOnsieTcss JIeKCUYECKUi 3amac.

Ne HaumenoBanue Conepxanue pasjena
n/ | pa3aena AUCIUTITAHBI
i
1 kypc 1 cemecTp
1 | 51 u MOsI ceMb. Quantifiers of countable and uncountable nouns
CeMeliHbIE TPaIHITHH, AynupoBanue. ['oBopenue.
YKJIAJ] AKU3HHU.
2 | IloBcenneBnas xu3ub. | Quantifiers of countable and uncountable nouns
I[O(;yr B 6YI[HI/I u Yrenue. IIucemo.
BBIXOJIHBIC JTHU.
3 | oM, )KuIuIHbIe Quantity expressions
yciosusa. 'opona mupa. | AyAupoBanue. I'oBopeHue.
4 | YerporicTtBo ropojckoit | Quantity expressions
KBapTHUpBI, 3aropojHoro | drenue. Incemo.
noMa. Oncanue
UHTEpbepa.
5 | Ena. Ilpennourennss B | A / an and the

ene. Ena noma u BHE
oMma.

AynupoBanue. ['oBopeHue.
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6 | 3mopoBkIii 00pa3 A/ an and the
JKU3HU, CIIOPT. Yrenue. [Iucemo.
7 | Marazusnsl. [lokynku. Present continuous
Onexa. AynupoBanue. ['oBopenue.
8 | 3apyOexHbIe CTpaHbI. Present continuous
HyTGH_IeCTBI/ISI. Yrenue. IIucemo.
9 | AKTUBHBIN U Present simple. Adverbs of frequency. Present continuous
MACCUBHBIN OTIBIX. Action and state verbs
TTyTelecTBHS 1 TYpH3M AynupoBanue. ['oBopenue.
KaK CpeJICTBO
KyJIbTYPHOTO
oOorareHust THIHOCTH.
10 | HanmoHanbHbIC Present simple. Adverbs of frequency. Present continuous
Tpaguiuu #  oObvau | Action and state verbs
Poccun, Yrenne. IIucemo.
Benukobpurtanum,
CIIIA.
11 Past simple.: used to (do),Past continuous

JlocTonmpumMedaTenbHOC
™ Poccum wu ctpan
M3Y4aeMOro SI3bIKa.

AynupoBanue. ['oBopenue.

1 kypc 2 cemectp

1 | O6uee u paznuunoe B | Present perfect, Present perfect continuous
CTpaHax U Yrenwue. IIucemo.
HAIMOHATBHBIX
KyJIbTypax.
2 | Beigatonuecs gesitenu | Present perfect, Present perfect continuous
HMCKYCCTBA Pa3HbIX Ay,HHpOBaHI/Ie. FOBOpeHI/Ie.
AMOX, CTPaH, KYJIbTYP
3 | buorpadwus xynoxuuka. | Past perfect
Urenue. [Tucemo.
4 | Beinaronuecs pycckue | Past perfect

XYOOKHUKHU

AynupoBanue. ['oBopeHue.
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5 | Beinaromumecs Future with going to / Present continuous / will; Will, may,
XY10KHHKH — MOU might for making predictions
COBPEMEHHUKH Urenue. [Tucemo.
6 | 3HaMEHUTBIE Future with going to / Present continuous / will; Will, may,
XY 1OKHUKH might for making predictions
BesukoGpuTatuu AynupoBanue. ['oBopeHue.
7 | 3HaMCHHUTEIC Future clauses with if, when, etc.
XYI0XKHUKHU CIIIA Yrenue. IIucemo.
8 | OTHoO1IEHUE K Future clauses with if, when, etc.
o0LIECTBY M aKTHBHas | AyAupoBaHue. I'oBopeHue.
YKU3HCHHAS TIO3UITHS.
XyH0XHUK U
00111eCTBO.
9 | XynoXHUK U BpeMs. MopanbHble 1 BCIOMOTATEIbHBIE TJ1aroJibl
be: am /is / are; was /were
UYrenue. [Tucemo.
10 | Kuno xak Bua MopanbHbIE 1 BCIOMOTATEIHHBIC TJIar0JIbI
MCKyCCTBA. XyI0KHHUK be: am /is / are; was /were
kuHo. TToBTOpeHHE. AynupoBanue. ['oBopeHue.
11 | Teatp kak BUI MopanbHbIe U BCIIOMOTaTENbHBIE TI1Ar0JIbI

HCKYCCTBA.
TearpanbHbIi
XyJO0KHUK. 3a4€T.

do: do /does; did
Yrenue. IIucemo.

2 kypc 3 cemecTp

1 | Mo BY3. Uctopuau | MoanbHbIe B BCIOMOTaTEIbHBIE II1aroJbl

Tpaguumuu Moero BY3a. | do: do /does; did
AynupoBanue. ['oBopenue.

2 | Beicuee MojianbHble M BCIOMOTaTEIbHbBIE T1ar0Ibl
XY10’KECTBEHHOE have: have /has; had Can, could and be able to
o6pasoBanue B Poconu | 1TeHHE. IIncbMO.

U 32 pyOeKOM.
3 | Crynenueckas »xu3Hb B | MogajIbHBIE M BCIIOMOTaTENbHBIE IJIAT0JIbI

Poccun,

have: have /has; had Can, could and be able to
AynupoBanue. ['oBopeHue.

17




BenukoOputanuu,

CIIA.

4 | CryneHueckue MopganbHbIe ¥ BCIIOMOTaTeJIbHBIC TJ1aroJjibl
METyHAPOIHBIC Can, may, must, should, have to, be allowed to
KOHTAKTEI Yrenue. [Iucemo.

5 | Jlernue MoanbHbI€ ¥ BCIIOMOTaTEeIbHBIC TJ1aroJibl
06pa3oBaTeNbHbIC Can, may, must, should, have to, be allowed to
nporpammbt. [Tiensp 3a AynupoBanue. ['oBopenue.
pyOexKoM.

6 | TBopueckue KOHKYypChl. | MoaanbHbIe U BCIIOMOTATENbHBIE IJ1aroJibl
['panTh!l M cTUNIEH UK Will, may, might
JUISL CTY/ICHTOB B AynupoBanue. ['oBopeHue.

Poccun u 3a pybeskom.

7 | IIpodeccuonanbHas MopanbHbI€ U BCIIOMOTaTeIbHbBIC TJ1aroJibl
IESTEIbHOCTD Will, may, might
yenosexa. [Ipogeccus — | 1TeHAE. [InCbMO.

XYJI0KHUK.

8 | B mactepckoii MoanbHbIE M BCIIOMOTATEIbHBIE TJ1ar0JIbl

XYI0KHHKA. Can, could / do you mind if I..? to ask for permission
AynupoBanue. ['oBopeHue.

9 | XKanpsr MopanbpHbIe U BCIOMOTaTeJIbHBIE TJ1aroJjibl
I/I306p33HTeJ'IBHOFO Can, could / do you mind if I..? to ask for permission
HCKYCCTBa Yrenue. IIucemo.

10 | ITeiizax. Bpemena roga. | MoganbHble M BCIIOMOTATEIbHbIE IJ1ar0JIbl

3anmTa OKpy Karomei
cpensl. [loBTOpeHue.

Shall for making offers
AynupoBanue. ['oBopeHue.

11

[Toptpet. BHemHoCcTh
YEJIOBEKA.

MoanbHbIC M BCIIOMOTATEIbHBIC TJIaroJIbl
Shall for making offers
Urenue. [Tucemo.

2 kypc 4 cemecTp

Xyn0KECTBEHHBIN
MY3€EH.

CpaBHuTEIBHAS u
MpUIaraTesibHbIX,

A Takke KOHCTPYKIIMH JJIS TIepe1adun CpaBHCHUS
Comparative and superlative forms

IMpEBOCXOaAHAs CTCIICHDb
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AynupoBanue. ['oBopenue.

Kpynueiimme mysen CpaBHuTenbHAS u MPEeBOCXOHAS CTENIEHb
MHDA. npuJiaraTebHbIX,
A Takke KOHCTPYKIIMU IS TIepejau CPAaBHEHHUSI
Comparative and superlative forms
UYrenue. [Tucbemo.
TpetbsikoBcKas CpaBHUTENIHHAS u MPEBOCXOHAS CTETICHb
rajepes. JpMUTAK. HpHIaraTeJIbHbIX,
A Takke KOHCTPYKITUH TSI TIepeaqul CPaBHCHHUS
Irregular comparative and superlative forms
Aynuposanue. ['oBopenue.
XyA0KEeCTBEHHbIE CpaBHuTenbHAs u MPEeBOCXOHAS CTEIIEHb
My3€u Jlongona. MnpuiaaraTCibHbIX,

A Takxe KOHCTPYKITHH ISl Iepeadn CpaBHEHUS
Irregular comparative and superlative forms
Yrenue. IIucemo.

My3eun COBpEMEHHOTO
HCKYCCTBa
(MockoBckuit My3eit
COBPEMECHHOTO
uckycctBa, The
Museum of Modern Art
New York, The Tate
Gallery London)

[IpuaaToyHbie MPEAIOKECHHUS
Relative clauses with who / that / which
Aynuposanue. ['oBopenue.

YuacTtue B
XyH0KECTBEHHOU
BEICTaBKE.

[IpuaaTovyHbIe MPeII0KCHUS
Relative clauses with who / that / which
Yreuue. [lucemo.

l"anepen coBpemMeHHOTO
UCKYCCTBa.

[TpuaToyHbIe IPEITIOKESHUS
Relative clauses without who / that / which
Aynuposanue. ['oBopenue.

JlenoBast TOKyMeHTaIuUs
v repenucka. Jlorosop.

[IpumaToyHbIie IPEATOKCHUS
Relative clauses without who / that / which
Yrenue. [Iucemo.

Xy,Z[O}KeCTBeHHI)IG
MaTCpUaJibl.

[IpunaToyHbie MpeIIOKEHUS
Relative clauses with whom / whose / where
AynupoBanue. ['oBopeHue.
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10

TexHomorus >KUBOIHCH.

[IpugaTounbie MPEIIIOKEHUS

[ToBTOpeHue. Relative clauses with whom / whose / where
Urenue. [Tucemo.
11 | Aranmuz AKTUBHBIN U TTACCUBHBIN 3aJI0TH
XY105KECTBEHHOTO Active Tense-aspect forms

IpOU3BeACHUSA. 3a4ET.

AynupoBanue. ['oBopenue.

3 Kypc S cemecTp

1 | CranmapTHbIC AKTUBHBIN U IACCUBHBIN 3aJIOTH
KOMMYHHKATHBHBIC Passive Tense-aspect forms differences between Active
cuTyauuy. 3nakomctgo. | 20d passive

Yrenue. [Tucemo.
Perucrpauus Ha
KOH(EPEHITHIO.
['ocTunuma.

2 | CrangapTHbIe AKTHUBHBIN U IACCUBHBIN 3aJI0TH
KOMMYHHKATHBHBIE Passive Tense-aspect forms differences between Active
cuTyammn. 3anonnenne | 2d passive
T AynupoBanue. ['oBopenue.
YcraHoBieHuE U
no//iep>KaHue
KOHTaKTOB.

3 | Ctunm s3bIKa. AKTHUBHBIN U TTACCUBHBIN 3aJI0TH
TaGyupoBaHHbIC Simple Tenses Passive
ACTIEKThI OOIICHUS B Yrenue. TTucemo.

Pa3HBIX KYJbTypax.

4 | J1emoBoil CTHUIIb. AXTUBHBIN U TACCUBHBIN 3aJI0TH
JIOKyMEHTAaIHs: Simple Tenses Passive
3aKyTIKa\3aKas. AynupoBanue. ['oBopenue.

5 | Karanor BbICTaBKH, AXKTHUBHBIN ¥ TACCUBHBIN 3aJIOTH
BbIcTaBOuHbI Oykier. | Continuous Tenses Passive

Urenue. [Tucemo.
6 | KoHTpakT Ha 10CTaBKy | AKTUBHBIN M ACCUBHBIN 3a710TH

peMETOB UCKYCCTBA B
JIPYTYIO CTPaHy.

Continuous Tenses Passive
AynupoBanue. ['oBopenue.
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7 | AreHTckoe NudunantHB, repyHInii, mpudacTue
coralicHue. Non-finite verb forms: Infinitive, Gerund, Participles (1,
[IepenaTounsblil aKT. 2). o

General characteristics.
Urenue. [Tucbmo.

8 | HTepHEeT-pecypehl: NudunutuB, repyHIuid, npuyacTue
ITyOIHKAIMS HA CaHTe; Non-finite verb forms: Infinitive, Gerund, Participles (1,
COOOIIIEHHE O BBICTaBKE. 2). o

General characteristics.
AynupoBanue. ['oBopeHue.

9 | NuTepHeT-pecypchl: NuduanTHB, repyHInid, mpudacTue
nHQOpMALHS B The Infinitive and its forms
HHTepHETE Functions of the Infinitive.

Urenue. [Tucbemo.

10 | [Ipodeccuonanpuas WubuHUTHB, TepyHANM, TpHUYaCTHE
TIeKCHKA. The Infinitive and its forms
TepMUHONOTHS Functions of the Infinitive.

AynupoBanue. ['oBopenue.

I1 | Cratbs B NudunuTHUB, TepyHIUN, TPUIACTHE
PO ECCUOHATPHOM Verbs / expressions + ing forms
KypHATIE Yrenue. [Tucemo.

12 | Onucanue Nudunutus, repyHIuid, mpudacTue
TeXHOJIOIHYeCKOTO Verbs / expressions + ing forms
npouecca AynupoBanue. ['oBopenue.

13 | MucTpykuus no NuduanTHB, repyHInid, mpudacTue
MCIIOJIb30BaHMIO HOBBIX | Yerbs / expressions + to (do)
MaTepHaioB Urenue. [Tucemo.

14 | [lyOnukamnuu o NuduanTHB, repyHInid, IpudacTue
HOBALUAX B 001aCTH Verbs / expressions + to (do)
H306pa3HTENLHOTO Aynuposanue. ['oBopenue.
HCKYCCTBA.

odeccuoHalbHOE H(OUHATHB, TEPYHIUN, TPUIACTHE

15 |11 " , Tepy ,

HHTEPBBIO. The Gerund and its forms. Functions of the Gerund
UYrenue. [Tucemo.
16 | buorpadus u pestome B | UHPUHUTHUB, TepyHAMI, TpUYACTHE

AJIEKTPOHHOM (hopMmare.

The Gerund and its forms. Functions of the Gerund
AynupoBanue. ['oBopenue.
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17 | [IpezenTanus NudunantHB, repyHInii, mpudacTue

TBOpueckoro mpoekta. | Present and past participles and their forms.
Yrenue. IIucemo.

18 | 3asBnenne 06 yuactuu | UHQUHUTHUB, TepyHANA, TPUIACTHE
B Present and past participles and their forms.
BBICTABKE\KOHDEPEHIH AynupoBanue. ['oBopenue.
u.

19 | Curyanus Ha NuduanTHB, repyHInuid, TpudacTue

npodeCcCUOHATTLHOM
PBIHKE 32 PyOEKOM.

Constructions with non-finite verb forms and their
translation.
Yrenue. [Iucemo.

20

Bakancumn.
BocrpeboBanHOCTD
npodeccun 3a
pyoexxom\B Poccun.

Nudunntus, repyHIuid, npuyacTue

Constructions with non-finite verb forms and their
translation.

AynupoBanue. ['oBopeHue.

21 | MexayHapoHbIe Subjunctive mood. General characteristics.
aKaJeMHUYECKHe Yrenue. [Iucsmo.
O0OMEHBI.

22 | 3asBku Ha momydeHue | Subjunctive mood. General characteristics.

TPaHTOB.

AynupoBanue. ['oBopenue.

3 Kypc 6 cemecTp

1 | MexnayHapoHbIe Perfect and non-perfect Subjunctives
TBOPYECKHUE IIPOEKTHI. Hrenue. [Tucemo.
2 | CoBpeMEHHBIC Perfect and non-perfect Subjunctives
TEHICHINH AynupoBanue. ['oBopenue.
M300pa3UTENBHOTO
uckyccrsa B Poccun.
3 | CoBpemeHHbIE Present Subjunctive and past Subjunctive as synthetic
TEHICHINH subjunctive forms and their use
M300Pa3UTEIHLHOTO Hrenue. [lncemo.
HCKYCCTBa 3a pyOeKOM.
4 | I'moGanu3zarus u Present Subjunctive and past Subjunctive as synthetic

COBPECMCHHOC

subjunctive forms and their use
AynupoBanmue. ['oBopeHue.
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UCKYCCTBO.

5 | Cucrema Suppositional and Conditional as analytical subjunctive
po()eCCUOHATIBLHOM forms and their use
XY I0KECTBEHHOM Urenue. [Inucemo.
MOJITOTOBKH 32
pyOexoM.
6 | EBponelickue Suppositional and Conditional as analytical subjunctive
XYI0KECTBEHHBIE forms and their use
IIKOJIEL AynupoBanue. ['oBopenue.
7 | MexyHapOoJHbIi Translation of the Subjunctive mood.
XYI0KECTBEHHBII Urenue. [Tucemo.
PBIHOK.
8 | My3zeu u Translation of the Subjunctive mood.
XYI0KECTBEHHBIE AynupoBanue. ['oBopenue.
rajepeu B
COBPEMEHHOM MHMpE.
9 | Xynoxnuk B kouTekcTe | Conditionals (1, 2, zero) their translation..
COBPEMEHHOCTH. Urenue. [Tucemo.
10 | [ToBTOpEHUE U Conditionals (1, 2, zero) their translation..

MMOATOTOBKA K UTOTOBOU
aTTecTaly. JK3aMeH.

AynupoBanue. ['oBopenue.

6. YueOHO-MeTOAMUYECKOE 0OecIieYeHre CAMOCTOSTeIbHON padoThl

o0yuaromuxcst

CamocrosiTenbHas paboTra OOydarOIMXCA NpPEANnoiaraeT €KeIHEBHbIC 3aHATHUSA,
KOTOphI€ OO0ECMEUUBAIOT HEMPEPHIBHOCTh, MPEEMCTBEHHOCTh M TOCTYMATEIbHOE
pa3BuTHe POPMHUPOBAHUS KOMIIETEHIIUM.

[IpenonaBarens,

pykoBojcTBysAch Paboueil mnporpammol, mnepuoaudeckud (B

3aBUCUMOCTH OT CJIOKHOCTHU U3Yy4acCMOT O MaTCpI/IaJIa) KOHTPOJIUPYCT:

- 00beM paboThl, HAITPABJICHHOW HA OCBOCHHE HOBOT'O MaTepHaa;
- ypoBeHb CHOPMUPOBAHHOCTH KOMIIETEHITUH;
- 00BeM MaTepHaa, TpeOyIOIMEero JOMOIHUTEILHOIO 3aKPETLICHHMS.
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Crnucku ydeOHOM UM HaydyHOM JmTepaTypbl (OCHOBHOW U JOTOJHUTEIHHOMN)
COCTaBJISIIOTCS B COOTBETCTBUM C HAJIWYMEM JaHHOM JUTEpaTypbl B Y4eOHOMH
o6ubnnorexke HHCTUTYTa. CIUCKU OOHOBIISAIOTCA U KOPPEKTUPYIOTCA B COOTBETCTBUU
C HOBBIMH MOCTYIIJICHUSIMHU B Y4eOHYI0 OHOIHOTEKY.

Pabouass mporpamMma, CHucok y4eOHOHM W HAy4HOM JHMTEpPATypbl, METOJIUYECKUE
PEKOMEHJAIIMU 110 CAaMOCTOATEIBHON padoTe CTYIEHTOB B 3JIEKTPOHHOM U OyMaKHOM
BU/JIE UMEIOTCS Ha Kadeape PyCCKOT0 U HHOCTPAHHBIX SI3BIKOB.

B 3maHumm MHCTUTyTa pEryJspHO MPOBOJISATCS BBICTaBKH pPaboT mpodeccopcko-
IIPENoaBaTeIbCKOTO COCTaBa HWHCTUTYTA, COTPYJHHKOB HMHCTUTYTA, YYalllUXCS.
[Tocemenne 3TUX BBICTABOK M y4acTHE B WX OOCYXKIEHUM — HEOTheMJIeMas 4acTh
y4eOHOTO TIpoliecca, TapMOHUYHO OOBEAMHSIONAS ayJAUTOPHBIC 3aHATUS U
BHEAYJIUTOPHYIO PadoTy.

VYyammuecss THCTUTyTa PETYJISIPHO TMOCEMIAI0T KaK MOCTOSHHBIE IKCIO3UIIUU, TaK U
BpPEMEHHBIE BHICTABKH. B yCIIOBUSAX KapaHTHHA pe4b UIET O BUPTYATHbHOM TOCEIIEHUN
MY3€€B Ha CalTax:

- B TpeThsikoBckoii ranepee (B JlaBpymunHckoM nepeyike u Ha KpeiMckoM Baty);
- B ['ocynapcTBeHHOM My3ee n300pa3uTenbHbIX UCKyccTB M. A. C. IlymikuHa;

- B ctopuueckom mysee;

- B Akagemuu xynoxects (Ha [Ipeuncrenke);

- B 'anepee uckycctn 3. K. Lleperenu;

- B LleHTpanbHOM A0ME XyI0KHUKA.

Ha 3aHATHSAX 110 HHOCTPAHHOMY SI3bIKY yYallluecs: 00CY 0T YBUIACHHOE, pacIIupsis
JMara30H MOJyYEeHHBIX CBEACHUIM MaTepHuagaMu, MoA00paHHbIMH MIPETOJaBATEIIEM.
[TocTOSSHHBIM MCTOYHMKOM HMH(OpPMAIMK O BBICTABKAX CIYXaT COOTBETCTBYIOIINE
ra3eThl U )KypHAJIbl CTPAHBI H3y4aeMOro S3bIKa.

WNudpopmanus u3 cetu IHTEpHET Takke UCTIOIB3YETCs B mMpoiiecce 00ydeHusI.

Takum  oOpa3oM, pEKOMEHIYEeMbId  KOMIUIEKC CpPEACTB  OOy4YeHus Ipu
CaMOCTOSITENIbHOM paboTe BKIIIOYAET B ce0s cleaytoiiee:

- U3y4YEeHHE PEKOMEHIYEMO JTUTEPATyPHI;

- MIOCEIICHNE MY3€€B U BHICTABOYHBIX 3aJI0B; (BUPTYaIbHOE B YCIOBHSX
KapaHTHUHA);
- monyuenue uapopmaruu 3 CMU (Brimtouast cets HTEpHET).

24



(I)OHI[ OICHOYHBIX CPEACTB 1JIfl TEKYHIECT0 KOHTPOJISA U HpOMe)I(yTOqHOﬁ aTreCcranmumn

7.1 lloka3aTejy, KPpUTEPHH U LIKAJIA OLCHUBAHUS YPOBHA Pe3y/bTAaTOB 00y4eHHS 10 TUCHHUILIUHE

Iloxa3arenu n KPHUTEPHUHU OLICHUBAHUA

BOCIIpUHUMATb Ha CIyX MW IIOHHUMATb

dopmupyemble . IIkaja .
KOMITETCHITHH Jtanbl GopMUPOBAHMS KOMIIETEHIUI P — YPOBHSI OCBO€HHSI KOMIIETEHIIUIi MocJIe
HU3YYECHUS M CHUNIMHBI

YK - 4: 3HAaTh: — O CYIIHOCTH S3bIKA KaK 5 Ecnmu oTBeT cCTyaeHTa OTBEYAET BCEM
YHUBEPCAIBPHOM 3HAKOBOW CHCTEMBI B | «OTIWYHO» | KPUTCPHUAM.
KOHTEKCTE BbIPaKEHUSI MBICJIEH, YyBCTB,
BOJICU3BSBICHUN; — (QopMBI  peun 4
(YCTHOH M MUCHbMEHHOM ); — 0COOCHHOCTH «XOPOIIIOY Ecin orBer cTyleHTa 10 OOJIBIIMHCTBY
OCHOBHBIX (DYHKIIHOHATBHBIX CTHICH; — OLICHUBAEMBIX MapAMETPOB COOTBETCTBYET
A3BIKOBOM ~ MaTepuasl  (JEKCHYECKHE KPUTCPHUSM.
€IUHULIBI u rpaMMaTU4YeCcKue
CTPYKTYpPbl) PYCCKOTO MU HWHOCTPAHHOTO 3
S3bIKa  (MHOCTPAHHBIX  A3BIKOB,  — | yIOBIETBOpH-| ECIH OTBET CTYJIEHTa COOTBETCTBYET JIMIIb
MOP(OJIOTHYECKUE, CUHTAKCUYECKUE H | TeIbHOY HOJIOBUHE KPUTEPUEB OLICHKH.
JIEKCUYECKHEe OCOOCHHOCTU C YYETOM
(YHKIMOHATBHO-CTUJIEBON  CTIEIM(PUKU 2
M3Y4a€MOro HHOCTPAHHOTO SI3bIKa
c VK-4.2. CHCYHOBICTBO-| Ecnu  OTBET CTYAEHTA IMOJHOCTBIO HE
VMETh: —  OpHEHTHpOBaThbcs B | PHTCIBHOY COOTBETCTBYET BBIJICJICHHBIM KPUTEPHUIM
Pa3IMYHBIX  PEYEBBIX  CUTyaLMSIX;— OLICHKH.




OCHOBHOC€ COACPIKAHUC HCCIOXHBIX

ayTEHTUYHBIX MOJTUTUYECKUX,
NyONMUIIUCTHYECKUX  (MEIUMHBIX) U
MparMaTU4eCcKux TEKCTOB Ha

WHOCTPAHHOM SI3BIKE, PA3JTMYHBIX THIIOB
peYH, BBIICIATH B HHX 3HAYMMYIO
uH(pOPMAIIMIO; — IMOHUMAaTh OCHOBHOE
OJIcp)KaHUEC  HWHOSI3BIYHBIX  HAYYHO-
NOMYJSPHBIX W  HAYYHBIX TEKCTOB,
O01oroB / BeO-caliTOB, — BBIAECIATH
3HAYNMYIO uHdOopMaIuio u3
IIparMaTHYeCKUX HHOS3BIYHBIX TEKCTOB
CIIPaBOYHO-MH(OPMAIIMOHHOTO n
PEKIIaMHOTO  XapakTepa, — JenaTh
COOOIIICHNS ¥ BBICTPAWBATh MOHOJIOT Ha
WHOCTPAHHOM  SI3BIKE; —  3aIOJIHSTH
JeNoBble  OyMarm Ha HMHOCTPAHHOM
SI3BbIKE; — BECTH OCHOBHBIE THIIBI JHAJIOra,
coOro/1asi HOPMBI PEYCBOTO ITHUKETA,
UCIIOJIb3Ysl OCHOBHBIC CTPAaTEeTUH; —

HOJJICPKUBATh KOHTAKTEI 10
DIIEKTPOHHOM II0YTE; oopMIIAThH
Curriculum Vitae / Resume wu
COIPOBOMTEIILHOE IMICHEMO,

HE0OXOMMBIC NP MTpUEME Ha PaboTy; —
BBITIOJIHATh MMHUCHbMEHHBIE TPOCKTHBIC
3amanus  (MUCbMEeHHOE  odopmiieHHe
MPE3CHTAIINA, WH()OPMAITMOHHBIX
OyKJIETOB, pPeKJIaMHBIX  JIMCTOBOK,

OneHka 3HaHUM CTYIEHTOB OCYIIECTBISETCS
o S5-0a/IbHOM IMIKAJIE KOMIUIEKCHO C
Y4ETOM MEPEUUCICHHBIX HI)KE KPUTCPHUEB.

O0mme KpuTepuM OIEHKH KayecTBa
chopMHPOBAHHOCTH KOMMYHUKATHBHBIX
KOMIIeTeHLM:

Kpurtepnu OLIeHKH MOHOJIOTHYECKON PEYn:

- COOTBETCTBHUE COZEpKAHUS
BBICKA3bIBAHUS 33/1aHUIO;

- aJeKBaTHOCTh BBIOOpA JIEKCUKO-
rpaMMaTUYECKUX €IUHUILL;

- 0eriocT W  BBIPA3UTEIHHOCTH
peun.

Kpurepnu OLICHKH THATTOTMYECKON PEYU:

- UCIOJb30BAHUE PA3IIUYHBIX THUIIOB
pEILINK;

- COOTBETCTBHUE
COLUOJIMHTBUCTUYECKUM
rnapaMeTpaM CUTyalluu;

- TpamMMaruydecKas paBUIbHOCTD.
Kputepyi  OUEHKM  NOHUMAaHWsS __ 1OpH
ayIMPOBaHUMU:

- BOCIIpUSTHE  COLHMOKYJBTYPHBIX

AJIEMEHTOB TEKCTA;

- coOuoieHue BPEMEHHBIX
napaMeTpoB TIPHU  BBITOJIHCHUH
3aJIaHus;

- JWana3oH BIIAJACHHUS PEYEBBIMHU
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KOJUIaKEW, MOCTEPOB M T.A.) C YUETOM
MEXKYJIbTYPHOI'O PEUEBOIO STUKETA.
YK-4.3.

Brmanerp: — cHCTEMOM HM3y4aeMoro
MHOCTPAHHOTO $3bIKa KAaK IIEJIOCTHOM
CUCTEMOH, ero OCHOBHBIMU
rpaMMaTHUYE€CKUMHU  KAaTeTOpUsIMU;  —
cucreMoil opdorpaduu U NMyHKTyaluu;
— JKaHpaMHU YCTHOHM M IIMCBMEHHOW peuu
B Pa3HbIX KOMMYHHKATUBHBIX CUTYyaIUAX
po(hecCHOHANBHO-/IEI0BOTO  OOLICHMS;
— OCHOBHBIMH CIOCOOaMHM TOCTPOEHUS
IIPOCTOr0, CJIOYKHOTO NPENIOKEHUN Ha
PYCCKOM M HHOCTPAHHOM SI3bIKaX.

«3auTeHo»

«He 3auTeHo»

CpencTBamu.
Kpurrepun oLIeHKM NOHMMAaHUS OIPU YTEHUU:
- coOoieHne BPEMEHHBIX
apameTpoB;
- BIIAJIEHUE  pa3HBIMHU
MOHUMAaHUS TEKCTOB;
- HCIOJb30BaHHUE KOMIIEHCATOPHBIX
CTpPATETUU.
Kpurepun oLleHKN TUCbMEHHOH peYHu:

BHUJIAMH

dbopmara
THIIA

- coOJIroIcHuE
COOTBETCTBYIOIIIECTO
[MICEMEHHOTO TEKCTA,

- QJCKBaTHBIM HaMEpPEHUSM BBIOOP
PCUEBBIX CPEJICTB;

- HUCIIOJb30BaHUE
KOHHEKTOPOB.

TCKCTOBBIX

Ecau cryaeHT BiazeeT KOMIETEHIUSIMU
BCEX BUJIOB PEUEBOM JICATEILHOCTH - UTCHHE,
TOBOPCHHE (MoHoJIOT, JTAAJIOT),
ayJIMpoBaHue, MHChbMO, a TAaKXKE OCBOWI B
o0nveMe He meHee 50 % n3ydeHHbIN TEKCHKO-
rpaMMaTHYeCKUN MaTepuall.

Ecau CTYACHT HC BIaAcCCT BCEMU
KOMIICTCHIUAMNU BHUOO0B pequoﬁ
ACATCIIBPHOCTH, HC OCBOUII I/I3y‘-ICHHBII71

J'IeKCI/IKO—FpaMMaTI/I‘-IeCKI/Iﬁ MaTcpual.
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Onucanye MKaJbI U KPHUTEPHUEB OICHUBAHUA OCBOCHUSA JUCHUIIMHAPHBIX qgacreu KOMHeTeHIII/Iﬁ

3HAHUA

Bbaaa

YpoBeHb 0CBOEHUS

Kpurepuu oneHuBaHusi ypoBHsI OCBOCHUS 3HAHUI U YMEHUM
nmocJjie M3y4YeHust yaeOHOro marepuajia

Bricoknil ypoBeHb

CryneHT cBOOOJTHO OPUEHTUPYETCS B KATETOPUATIBHO-TIOHATUITHOM armapare TACIUILUIHHBI
B 1IEJIOM M OTAEJIBHBIX €€ Pa3/eliOB, 3HAET COBOKYIMTHOCTh TEOPETUUYECKUX KOHUEMIUN 10
JTUCLIUILIMHE, METO/Ibl, IPUEMBI U TEXHUKHU PEIIEHUS] OCHOBHBIX AUCHMUIUIMHAPHBIX 33]a4 U
3a7a4 OTAEJbHBIX Pa3/ieJIOB JUCHUILIMHBI.

Cpennuii ypoBeHb

CTy,IICHT AOCTATOYHO XOpPOIIO OPUCHTUPYCTCA B KaTeFOpHaHBHO-HOHHTHﬁHOM arIiapare
AUCHUILIMHBI B ICJIOM U OTACIIBHBIX €€ pa3aciaoB, 3HAKOM C TCOPCTHUUCCKUMU KOHICIIIHUAMA
10 JUCHUIIIINHEC, UCIIBITHIBACT HeOOJIbIITNE 3aTPpYAHCHUA B MCTOAAX, IIPUCMAX U TCXHUKAX
PCIICHUA OCHOBHBIX JUCHUIIJIMHAPHBIX 3aJa4 W 3aaa4 OTAC/IbHBIX pa3JACIOB JUCIUITIIMHEI.

Hwusknii ypoBeHb

CryneHT cnabo OpUEHTHPYETCS B KaTETOPHAIBHO-TIOHSITHIHOM amnmapare AUCIUIUIMHBI B
L[EJIOM U OTJEIIbHBIX €€ Pa3feiaoB, HE3HAKOM C HEKOTOPBIMHU TEOPETUUYECKUMU KOHLIETTIUSIMA
M0 JUCIUIUIMHE, UCIMBITHIBAET 3aTPYAHCHUS B METONAX, NPUEMAX M TEXHHKAX PEUICHUS
OCHOBHBIX JINCUMIUIMHAPHBIX 3a]1a4 U 33]1a4 OTACIbHBIX Pa3AE€I0B JUCLUIIINHBIL.

MuHUMaTBHBIHN
YPOBEHBb HE JJOCTUTHYT

CTYIICHT HC OPpHUCHTUPYCTCS B KaTeFOpHaHBHO—HOHHTHﬁHOM arrapare JUCHUIINIMHBI B
OeJIoOM MW OTACIBHBIX €€ Ppa3acjioB, HE3HAKOM C TCOPCTHUUCCKUMHU KOHLOCIIHUAMU 110
JUCHUIIIINHC, HCIIBITBIBACT OobIIHe 3aTpyAHCHUA B MCTOHAX, IPUCMAX N TCXHHKAX
PCIICHUA OCHOBHBIX TUCHUIINIMHAPHLBIX 3aJa4 W 3a4a4 OTACJ/IbHBIX Pa3ACIOB JUCIUITIIMHEI.

YME

HUA

Bricokuii ypoBeHb

CrtyneHT cBOOOJIHO TMOB3YETCS MOHATUAMH, KaTETOPUAMH, TEPMUHAMH JTUCIUTUIMHBL U UX
onpeneneHus MU, (PUKCUPYET CBOMCTBA, NMPHU3HAKK M 3aKOHOMEPHOCTH, B 0O0OOIIEHHOM
dbopmMe oTpakarolue sSBICHUS JAHHOW HAYYHOU chephl M CBA3U MEXKIY HUMH, UCIIOJIb3YET
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Pa3IMIHbIC MCTOAbI, IPUCMBbI 1 TCXHUKHW I PCIICHU NUCHHUIIIIMHAPHBIX 3a144.

Cpennuii ypoBEeHb

CTyaeHT XOpoIlo MOJb3yeTCsl MOHATUAMH, KaTerOPUsIMH, TEPMUHAMHU JUCUUIUIMHBL U UX
onpeaeneHus MU, (PUKCUPYET CBOMCTBA, NMPU3HAKKM U 3aKOHOMEPHOCTH, B 00OOIIEHHOMN
dopMe oOTpaxarouie SBIEHUS JAaHHOW HaydyHOM cdepbl M CBA3M MEXKIY HHMH, C
HEOOJBIUIMMHU 3aTPYIHEHUSAMH HCIONBb3YET Pa3IMYHbIE METOMAbI, MPUEMbl U TEXHUKH IS
pelIeHus AUCIMILUIMHAPHBIX 3a/1a4.

Hwuzkuit ypoBeHb

CTyaeHT HCTIBITHIBAET 3aTPYJHEHHUS B HUCIOJIb30BAaHUU TMOHATHM, KaTETOpUil, TEPMHUHOB
JUCIUIUIMHBL M HMX  OMNpeAeNieHud, cnabo (QUKCUpPYEeT CBOMCTBA, TMpPU3HAKKH U
3aKOHOMEPHOCTH, B 0000IIeHHOHN (hopMe OTpakarolle sIBJICHUS JaHHOW Hay4dHOU cdepbl
U CBS3M MEXKIy HUMH, UCHBITHIBAET TPYJHOCTH B WCIIOJIB30BAHUU PA3JTUYHBIX METOJIOB,
IPUEMOB M TEXHUK JUJISl PEIICHUS TUCIUTIITMHAPHBIX 33]1a4.

MuHuMaJIbHBIA
YPOBEHb HE IOCTUTHYT

CTyZneHT He yMeeT WCIOJIb30BaTh IMOHSTHUS, KATETOPUH, TEPMUHBI AMCHUIUIMHBI U HX
ompejieneHusi, He yMmeeT (UKCHPOBATh CBOMCTBA, MPU3HAKK W 3aKOHOMEPHOCTH, B
0000111eHHON (hopMe OTpaXKarollKe IBICHUS JAHHOW HAy4YHOU Cepbl U CBSI3U MEXAY HUMH,
HE YyMEEeT WCIONb30BaTh pA3JIUYHbIE METOMABI, MPUEMBbl W TEXHUKH JUIS PEIICHUs
JUCIMIUTHHAPHBIX 33]1a4.

HABBIKH

Bbaaa

YpoBeHnb
npuodpereHust

Kputepun onieHuBaHHUs YPOBHSI NPHOOPETEHHBIX HABBIKOB
nocJje u3y4eHus y4e0HOro MmarepuaJjia

Bricokuil ypoBeHb

CTyZleHT OTJIMYHO BJIAJACET MPAKTUYECKUMHU HAaBBIKAMU MPUMEHEHHUS U3YyUYEHHBIX METOJIOB,
NPUEMOB W TEXHUK B paMKaX BBIOPAHHOW TEOPETUUYECKOW KOHIEMIIUU IS PEIICHUS
MOCTAaBJICHHBIX 3a1ad. CBOOOTHO OPHEHTHPYETCS B MPEIOKEHHOM PEIICHUH 3a/1ayH,
MOKET €ro MOJU(UIIMPOBATh MPU U3MEHEHHUH YCIOBUM 3aja4H.

Cpennuii ypoBEHb

CTyneHT yBEpEHHO BIAJEET MPAKTUUYECKUMHU HABBIKAMU MPUMEHEHUS U3YYEHHBIX METO/JIOB,
IPUEMOB U TEXHUK B paMKaxX BBIOpAHHOW TEOPETUYECKOM KOHIEMIMUM JJis PelIeHUs
MIOCTABJICHHBIX 3a7a4. XOPOIIO OPUECHTUPYETCS B IPEJI0KEHHOM PEIICHUHU.

Hwuzkuit ypoBeHb

CryneHt cimabo BiajeeT MPAKTUYECKUMH HaBbIKAMH NPUMEHEHHS HM3yYEHHBIX METOJIOB,
MPUEMOB M TEXHHUK, 3aTPYJIHSCTCS B BBIOOpPE TEOPETHUUYCCKOW KOHIICTIIMH IS PelIeHUs
NOCTaBJICHHBIX 33/1a4. C11a00 OpUEHTUPYETCS B MIPEVIOKEHHOM PEIICHUH.
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MuHuMaJIbHBIA
YPOBEHb HE JOCTUTHYT

CryneHT He BiajeeT NPaKTUYECKHMMHM HABBIKAMHM IPUMEHEHHS HW3YYEHHBIX METOJIOB,
IPUEMOB U TEXHHK, 3aTPYJHSIETCS B BBHIOOpPE TEOPETHUECKON KOHUEMIMH JAJIsi PEIleHUs
IIOCTABJICHHBIX 33/1a4. He MOXeT peuI0KNUTh pEeIICHHs 3a1a4.
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Tabiamnua nepeBoga pe3yibTaTOB TECTUPOBAHUS B OLIEHKY

Ne
OneHka [MIxana
nn
1 «OTn4HO» KosnuecTBO BEpHBIX OTBETOB B MHTEPBAJIE:
81-100%
2 «Xopouio» KonnuecTBo BEpHBIX OTBETOB B MHTEpBAJIE:
61-80%

3 «Y noBnerBoputenbHO» | KonnM4yecTBo BEpHBIX OTBETOB B MHTEPBAJIE:

41-60%

4 | «HeynosnerBopurenbno» | KomnyecTBO BEpHBIX OTBETOB B MHTEpPBAJIE:

0-40%

5 «3a4TeHO» KomnuectBo BCPHBIX OTBCTOB B HMHTCPBAJIC:

41-100%

6 «He 3auTeHO» KonnuecTBO BEpHBIX OTBETOB B MHTEpBAJIE:

0-40%

7.2. Conep;kaHue TEKCTOBBIX MAaTEPHAJIOB
TunoBbie KOHTPOJIbHBIC 3a/IaHUSl, MaTepHaabl, HEOOXOAUMBIE ISl OLEHKHU
3HAaHUW, YMEHUM, HABBIKOB U ONBITA AEATEIbHOCTH, XapaKTEPU3YIOUIUX 3TaIlbl
¢popMHUpoOBaHUS KOMIETEHUUH 1o jaucuunianHe «VHOCTpaHHBIM  A3BIK
(aHTTUHCKUN )».

CaMmocrosiTenbHass ~ paboTa  IpeanojiaraeT  HU3y4deHHe  CTyACHTaMu
MPOrpaMMHOr0 y4eOHOro Marepuana BO BHeayAUTOpHOe Bpems. OHa MOXeT
BKJIFOYATh:

- paboTy ¢ y4eOHOH JuTepaTypoill MO TeMaM, KOTOpble H3yYaIUCh Ha
PAKTUYCCKUX 3aHATHSIX;

- pedepupoBaHre ayTeHTHYHBIX HCTOYHHKOB IO BOMPOCAM, KOTOPHIC
TPeOYIOT CaMOCTOATEIHLHOTO OCBOCHUS,

- BBITIOJTHCHUE KOHTPOJIBHBIX 3a/IaHU U TECTOB;

- YTEHUE OPUTHHAIBHOE aHTJIOS3BIYHON JIUTEPATYPhl M0 MIHMPOKUM TEMaM
crieruain3alnuu

- MOJITOTOBKA UTOTOBOTO 3a7iaHus (I0KiIana, cooomenus, pedepara)

O06pa3ibl TEKCTOB I CaMOCTOATENbHON paOOThl CTYICHTOB:

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', 'landscapes’
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 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).
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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.

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,
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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 Il 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
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
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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.
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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 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
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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 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
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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 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
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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.

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 Natural
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
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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 taccuino) 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 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
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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
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Eyck's The Annunciation from the Ghent Altarpiece and Raphael's The Marriage of
the Virgin.

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 —
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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.

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
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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 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).

3agaHus s OIEHKY YMEHUN OHUMAHWS [IPY YTCHUU:
- Ilpouuraiite TEKCT; COCPENOTOYHTE BHUMAHUE HAa OOIIEM CIOXKETE
V3JI0KEHUS
- IIpoumnTaiite TEKCT U Pa3AEIUTE €r0 Ha CMBICIIOBBIE YaCTH
- TlonGepuTe MOIXOIAIINIA 3aT0JIOBOK JIJISI KAXKIOW YacTH

O0pa31bl 3aJlaHUHN JUIA UTOTOBOTO KOHTPOJIS:

I. Put the verbs into the Present Simple or Present Progressive.
1. She (study) every evening.

He (dance) with Marry now.

They (get) married next week.

She usually (take) the bus to school.

Her husband never (remember) her birthday.

We (watch) a film on television at the moment.

AR N

I1. Put the verbs into the Present Simple or Present Progressive.
The conversation between the caller and the man.
- Good morning, 1(be) Mr. Green there?
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No, he 2(not/be) here. He 3(work) at the moment. He usually 4(work)
until4 p.m.

What about Mrs. Green? Where 5(be) she?

She 6(do) the shopping. She always 7(do) the shopping on
Thursdayafternoons.

Where 8(be) the children?

They 9(play) football. They always 10(play) football after school.

How 11(you/know) all this? Who are you?

I (be) the burglar.

II1. Put the verbs into the Present Simple or Present Progressive.

A

7.
8.

9.

In the evening I often (go) to see my friends.

On Sundays we sometimes (go) to the cinema or to the disco club.
Andrew (get) up very early as he (live) far from school. He never (be) late.
It (be) seven o’clock in the evening now. Victor (do) his homework.

His sister (read) a book. His mother and grandfather (talk).

Now I (write) a letter to my grandmother who (live) in Kazan.I (wrote) to
her very often.

It (take) me forty minutes to get to school.

Hello, Pete, where you (go) —I (hurry) to school.

It usually (take) me an hour to do my written exercises.

10.Where (be) Boris? I (look) for him.-He( have) dinner.
11.Where is your sister?-She (do) her homework in the next room.

VI. Underline the correct word, adjective or adverb.

AR e

VII.

Al e

The children played quiet / quietly.

It was raining heavy / heavily yesterday.
She gave it a careful / carefully looks.
She speaks perfect / perfectly German.
Have you seen Rebecca recent / recently.
He is a slow / slowly runner.

She sings good / well.

She bought a nice / nicely dress.

Put the adjectives in the right order.

a new / woolen / red / smart / hat

a (an) modern / luxurious /Italian / car

two silk / long /blue / beautiful dresses

a pair of leather / old / brown shoes

a (an) stone / English / small church

a green / fantastic /Japanese / large motorbike
a (an) old / English / heavy / dictionary

a plastic / blue / little spoon

VIII. Present simple or Present Progressive

1.

a. Sarah gets up at five o’clock.

b. I think Sarah (to get up). I can hear her upstairs.
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2.

a. Mike (to have) his breakfast but he is nearly finished.

b. Mike (to have) his breakfast on the school bus. He says he never has time for
it at home!

3.

a. None of the family (to wear) glasses. We all have perfect eyesight.

b. Hey! Keith (to wear) his new sunglasses. He looks like a film star!

4.

a. Why (to smoke)? - I don’t know. I started when I was 15 and I can’t
stop.

b. Why (to smoke)? - Because I am nervous.

5.

a. Why (to wear) a suit?-Because it’s Sunday.

b. (to wear) a suit?-Only on Sundays.

IX. Find and correct the mistakes.

1
2
3
4.
5.
6
7
8
9.
1

My father is not very healthy because he is smoking.-he smokes
My mother is French. She is coming from Paris.

Diana is not talking to Charles at the moment.

The Queen is living in Buckingham Palace.

The President of the USA lives in the White house.

Look, the sun shines.

My sister 1s having five children.

The earth is going round the sun.

My English teacher is very fit because she is playing tennis.

0. I can’t play football because I do my homework.

X. Put the questions.

l.
2.

A young married couple goes on a long journey.
[ am smoking because I want the ash.

Passive voice
I. Turn from active into passive.

I1.

1.

2.

B

P _AW

9.

Two reports on Hemingway’s stories (to make) in our group last month.
Both of them were very interesting.

He said that grandmother’s letter (to receive) the day before.

Two new engineers just (to introduce) to the head of the department.
Don’t worry, everything will be all right: the children (to take) to
thetheatre by the teacher and they (to bring) back to school in the evening.
I am sure I (to ask) at the lesson tomorrow.

They told me that the new student (to speak) much about.

The hostess said that one more guest (to expect).

The newspaper said that an interesting exhibition (to open) in the
Hermitage the next week.

his new dictionary (to sell) everywhere now

10.All the texts (to look) through yesterday and not a single mistake (to find).

Turn from passive into active.

1.
2.
3.

The room was cleaned and aired.

Have all these books been read?

Whom were these letters written by?
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The letter has just been typed,

She showed me the picture which had been painted by her husband.
I shall not be allowed to go there.

He has been told everything.

All the questions must be answered.

. The door has been left open.

10 Betty was met at the station.

11.The girl was not allowed to go to the concert.

O %N LA

II1. Rewrite the following passage in the Passive.

Some people saw a UFO in the sky above London last night. They reportedit to
the police. The army sent a helicopter to look at it more closely. The UFO shot
the helicopter down and killed both men in it. People have given photographs
of the UFO to the police. Experts are looking at them now.

I'V. Rewrite the following passage in the Passive.

Someone broke into a local jeweller shop yesterday. The owner had just locked
up the shop when a robber with a gun threatened him. The robber told him to
unlock the shop and give him all the diamonds in the safe. Then the robber tied
him up. The police have organized a search for the robber. They hope they will
find him in a few days. Doctors are treating the owner of the shop for shock.

V. Rewrite the following passage in the Passive.

My uncle painted this picture. Someone has offered him a lot of money for it.
He will

deliver the painting tomorrow. When they give him money he will tell them the
truth.

He painted it one night while he was sleepwalking.

Conditional I and 11

1. Conditional 1. Put the verbs in brackets into the correct form.

I Ifit oo (rain), we .................. (eat) inside.

2. Ifyou ......... (not / pass) the exam, ............... (you / take) it again?

3. We ......... (lose) our way if we ......... (not / stay) on the main road.

4. He ............... (not / catch) the plane ifhe ............... (not / hurry)!

So Tl (telephone) if I .................. (need) any help.

2. Conditional II. Put the verbs in brackets into the correct form.

1. Ifyou ............... (do) more exercise, yoU ............... (feel) better.

2. What ............... (you/do)ifyou............ (win) a million pounds?

3. If someone ............... (come) in here withagun, I ............... (be) very
frightened.

4. If1............... (be) you, I ............... (learn) French before traveling to
France.

5. I'msure Fred .................. (understand) if you ............... (explain) the

situation to him.
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6.

My husband ............... (be) very upset if I ............... (lose) my
wedding ring.

3. Choose the best sentence-beginning.

1.

AR ANl

If dogs can /could talk, ...

If I go / went shopping next week, ...

If Switzerland starts /started a war against Australia, ...

If the government gives /gave everybody a month's holiday with pay, ...
If you need / needed help one day, ...

If everybody gives /gave 10% of their money to poor countries, ...

4. Choose the best way to continue the sentences.

1. I'm not going to open the window. If I open /opened the window, it will /
would be too noisy.

2. I'm going to get up early tomorrow. If I have / had time, I'll / I'd walk to
work.

3. If I have / had time, I'll / I'd walk to work, but it's just not possible.

4. 'l may get a job in Germany.' 'If you get / got it, what will / would your
boyfriend say?

5. 'There's a job in Germany, but I don't think I'll get it.' 'If you get / got it,
what will / would your boyfriend say?'

6. We never leave food on the table. If we do / did, the cat will / would eat
it.

7. 'Shall T put this on the table?' 'If you do / did, the cat will / would eat it.'

8. I'll probably go to university. But if I go / went, I won't / wouldn't earn
any money for three years.

9. I'm not going to go to university. If I go / went to university, I won't /
wouldn't earn any money for three years.

Gerund

. Open the brackets using a suitable form of the gerund. Use prepositions.

WX kW=

She often complains _ (not feel) appreciated at work.

Her parents insisted _ (speak) to the headmistress.

Are you accusing me _ (lie)?

Anyone traveling without a passport runs the risk  (arrest).

She had great difficulty _ (understand) his heavily accented English.
What's your reason _ (go) abroad?

I disapprove (smoke) in public places.

He was surprised _ (see) Cindy, he hadn't expected her to come.

. They put out the fire _ (pour) water on it.

10 Peter was suspected (be) a spy.
11.I have no hope _ (give) this role.
12.He has little experience (teach) English.

II. Open the brackets using a suitable form of the gerund. Fill in the gaps
with prepositions. State the syntactic functions of the gerund.

1.

The baby liked (wash).
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Sophia could not remember ever (see) her mother cry.

She didn't see any harm _ (let) the children stay up late on Saturday nights.
There is no point _ (give) him a false impression.

Success is (get) what you want. Happiness is (like) what you get.
He distracted his mind  (go) to as many parties as he could.

_ (arrive) to London I found a job as a teacher.

The police officer told him to stop, but he kept (drive).

. The plants need (water).

10 Bill isn't used (wear) a suit and tie every day.

11.1 wanted to go ‘to Mexico. He suggested (go) to Hawaii.

12.He came _ (invite).

DN U AW

ITII. Complete the sentences using the gerunds. Use prepositions where
necessary.

The rainy weather prevented us ...

I congratulated her...

... Was very tiring.

Tom i1s grateful to his mother ...

He was against...

It's no use ...

The only remedy for such a headache is ...
There is some risk ..

. I strongly object...

10 He is in the habit...

11.1t's very kind of you to have taken the trouble ...
12.The idea is worth ...

WX R W=

Participle

1. Translate using participles.
1. IIpounTaB MMCHMO, OH MOJIOKUJ €T0 B SIIUK CTOJNIA.

Bomnpocsl, o0cykaaBuirecs Ha MpoUJIoM COOpaHUU, OUEHb UHTEPECHBI.

Ycaplmas, 4To €€ cECTpa HE MOXKET IPUEXATh K HEM, AHHA PAaCCTPOUIIACE.

Mamuna, KoTopas ciiejoBaja 3a HaMHu, OblJIa CEPOTO LIBETA.

Sl BUgen, Kak OH MPOTyYJHUBAETCs B MapKe.

Korpa Bam noctpounu rapax?

Bbyayuu oueHb paccessHHBIM, OH cJeJlal HECKOJIbKO OIUOO0K, IepenuchiBas

TEKCT.

8. CTyleHThl, HE yIeNA0IMe JOCTaTOYHO BHUMAaHUA I'paMMaTUKe, HUKOT 1A
HE OBJIAACIOT aHTJIMKUCKUM SI3BIKOM.

9. Crapasich CKpBITh CBOE€ CMYILIEHME, OHAa Hadajla 4YTO-TO TOPOIJIHUBO
paccka3bpiBaTh, 00pamasich K CBOEMY CIIYTHHKY.

10.Tak xak OBII0 OYCHB MO3THO, COOpaHue OBLIO 3aKOHUCHO.

11.4 mabnromana 3a TeM, KaKk OH BHUMATEIIbHO YUTAJI HUCHMO.

12.00bsicHUB BCce MOJAPOOHO, OH CIOKOWHO CEJ Ha CBOE MECTO.

13.lopora, koTopas ceiluac pEeMOHTUpYETCS, OyJdeT 3HAYUTEIbHO LIUpE
1ocjae peMOHTA.

14.JIvoau, oxuaaBue Bac, TOJbKO UTO YUUIH.

49

NownkwLb



15.Boo01ie roBopsi, y MEHSI HET BpEMEHH, YTOOBI BHICIYIIUBATH €€ HEJICIbIe
VCTOPHUMU.

2. Use the appropriate form of the Participle of the verbs in brackets.
That night (to go up) to his room Shelton thought of his unpleasant duty.
He couldn't join his friends (to be) still busy in the laboratory.

(to finish) his work he seemed more pleased than usual.

She watched him (to pass) the gate and (to walk) down the street.

(to inform) of their arrival the day before he was better prepared to meet
them than anyone of us.

I saw him (to unfold) the telegram slowly and hesitatingly.

The wall (to surround) the house was very high.

Here is the letter (to receive) by me yesterday.

9. He left the room again (close) the door behind him with a bang.

10.10.(to know) that she couldn't trust Jim she sent Peter instead,

11.11. (to return) from the expedition he wrote a book about Central Africa.
12.(to confuse) by his joke she blushed.

13.(to show) the wrong direction the travellers soon lost their way.

14.The photographs (to publish) in the newspaper were very extraordinary.

SNk W=

0 =

7.3 . MeToauyeckne MaTepuaJibl, onpeaessiiomye nNpoueaypbl OeHNBAHUS
3HAHWI, yMEeHHN i, HABBIKOB M (MJIM) ONBITA AeSATeJIbHOCTH

KoHTponp 3HaHMM CTYIEHTOB MO JucUUIUIMHE «WHOCTpaHHBIA SA3BIK»
IIOJpa3aeIIsIeTCs Ha TEKYIIUNA U UTOIOBBIM.

OOBbeKkTaMu KOHTPOJISI KaKk 00s13aTeTbHOI0 KOMIIOHEHTA TMpoIiecca 00ydeHUs
MHOCTPAaHHOMY  SI3bIKYy  SIBJIAIOTCA  NPUOOpeTaeMble  CTyA€HTaMU  3HAHUS
(JINHFBUCTUYECKHUE U CTPAHOBEIUYECKUE) U YPOBEHb C(HOPMHUPOBAHHOCTH PEUYEBBIX
HaBBIKOB U YMEHUN.

KoHTpousb ocyiecTBiseTcs NOypOYHO (TEKYIIMI KOHTPOJIb), IO 3aBEPIICHUN
U3YUYEHHS] OTHAEJIbHOW TeMbl (NMEPUOJUYECKHI KOHTPOJIb) M IO 3aBEpPIICHHUU
sTana/kypca oOydeHHs MHOCTPAaHHOMY SI3bIKY (MTOTOBBIM KOHTpPOJb). Bo Bcex
(dbopmax KOHTPOJIA B Ka4€CTBE OJTHOI'O U3 BAPUAHTOB BBICTYNAET TECTUPOBAHUE.

Tekymuii KOHTPOJb IPOBOAUTCS Ha KaXIOM 3aHATHU B YCTHOW,
NUCcbMEHHOU Qopme unu B popme TecToB. Ilepuonnueckuii — aBa pasa B CEMECTP
— MPOBOJMTCS NMUCHbMEHHAsi KOHTPOJIbHAs padoTa B BUJE TECTOBBIX 3aJaHUN IO
MPOIICHHOMY MaTepHuairy/TemMe.

B xonue I, I1, 111, IV, V cemecTpoB mpoBOAUTCS UTOTOBBIN KOHTPOJIB B hopme
3a4eTa, BKJIOYAIONMIMI MPOBEPKY KauyecTBa CHOPMUPOBAHHOCTH YMEHUM:
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a) 03HAKOMUTEIBHOTO YTEHUS (TEKCT COIMUOKYJIbTYPHOU TEMaTHKH;, 00BEM

tekcta 1200-2000 neyaTHBIX 3HAKOB; MOHUMAaHHUE TpoBepsieTcsa B (hopme Oecebl

0 COJICPXKAHUIO TEKCTA; BpeMs Ha MOJATrOTOBKY 710 30 MUHYT);

0) YCTHO-pEUEBOT0 BhICKA3bIBaAHUS:

- MOHOJIOTHYCCKOI'O XapakKTepa — IIOATIOTOBJIICHHAA PCUYb (COO6IH€HI/IG,

cojieprkaliee COIMOKYJbTYPHYIO HH(DOPMAIUIO B paMKaX MPONUJEHHON TeMaTUKHU;

BpEMS Ha MOATOTOBKY - 10 15 MUHYT),

- JMaJOrMYecKoro XxapakTepa — HENOJAroTOBIIeHHas peuyb (Oecema c

9K3dMCHATOPOM Ha OJHY U3 U3YUCHHBIX TCM).

NTOroBeiii KOHTPOJIH MO 3aBEPIICHUM BCETO Kypca oOyueHus B koHIe VI

CEMCCTpPA OCYIICCTBIIACTCA B (bopMe 9K3daMCHA4, BKIIIOYAIOIICTO ITPOBCPKY KAa4YCCTBA

c(hOpMUPOBAHHOCTU YMEHUM:

a) W3YyYarollero 4yTeHusi (MCKYCCTBOBETYECKHH TeKCT o0bEmMom 1m0 2000

MEeYaTHBIX 3HAKOB, TOHMMAaHUE KOTOPOro mpoBepsieTcss B opMe Oeceibl Mo ero

COAEPKAHUIO);

0) ycTHOM mepemauum UHPOpMAUM TeKcTa B (opMe aHHOTAMU K

MIPOYUTAHHOMY TEKCTY — He MeHee 15-20 ¢pas3;

B) CUTYaTMBHOT'O BBICKA3bIBAHUS MO OJHON M3 U3YUECHHBIX TeM 00BEMOM HE

MeHee 15-20 dpas.

Bpewms i1 moAroToBKY K OTBETY — 45 MUHYT.

Texymui KOHTPOJIb.

TCKYIIII/Iﬁ KOHTPOJIb I OHCHUBAHUA KOMIIOHCHTOB JUCIHUIITIMHAPHBIX yacTeu

KOMIIETEHIIMH, B MPOIECCE OCBOCHMS AUCIUILIMHBI, TPOBOAUTCS Kadeapoi B Xoie
ydeOHOro mpoiiecca B (popMe KOUIOKBHYMa (TEOPETHYECKOro ompoca), pedepara,
JIOKJIaJla W KOHCYJbTAIlUd CTYJECHTOB BEIYIIMM TMEAaroroM IO pe3yJibTaTaM
BBITIOJTHEHUS CAMOCTOSTEIBHBIX PadoT.

Ne | HaumeHoBaHmue Kparkas xapakrepucruka IIpencraBienue
n/n OIIEHOYHOT 0 OLIEHOYHOI'0 CpeIcTBA OIIEHOYHOT'0 CpeIcTBA
cpeacTna B (hoHe
Tekymmnii KOHTPOJIb
1 Komtoksuym CpenctBo KoHTpoJisi ycBoeHus | Borpocsl mo Temam /
(TeopeTudeckuit | yaeOHOTO  Marepuajga  TEMBI, | pa3zeraam
ornpoc) / OTBeTHI | pazaena JTUCITUTUTHHBI, | JUCIIUTUIUHBI.
Ha TPOOJEMHBIC | OPraHU30BAaHHOE B BUE YCTHOTO | PaznuunHple  aceKTHI
BOIPOCHI (MMCHMEHHOT0) OMpOca CTYJICHTA | TEM, pas3nenos
WId B BHUIE coOeceqoBaHUs | AUCIUTLIUHEI.
npenojaaBatesis ¢ 00yJaromumMcs.
Cryaenty HEOOXOAUMO
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chopMmynupoBaTh HE  MEHEe

OJIHOT'O COJZICPKATEITBHOTO
BOMpoOca poOJIeMHO-
3BPUCTUYECKOTO WIH
MOJIEMUYECKOTO XapakTepa [0
MOBOY OCBEIIEHHOTI'O B
MpEAbIAYIIEH JICKIIUU
Marepuania, IMOCTaBJICHHBIX
po0JieM, M3JI0KEHHBIX
KOHIIEIIUH. HeoOxoaxumocTh

BBIIIOJIHUTD 3aJaHUC TAKOI'O poJa
CTaBUT CTyACHTAa B CHTyallUIO

BHYTPEHHETO Jajora Cc
npenojaBaTesieMm,

KOHIIEHTPUPYET BHHMAHHE Ha
COAEPKATEIbHBIX MOMEHTax

JIEKIMH U AKTUBU3UPYET MPOLECC
ycBoeHUsA. PekoMeHnayercs s
OLlEHKHU 3HAHUM CTYJCHTOB.

Koncynpramus IIpocmotp Tembl paszgenoB 1o
CTyJECHTOB pErIaMEHTUPOBAHHOTO JVCLHUIUIMHE U 3a1aHUI
NeJaroromMm 10 | TEMAaTUYECKOT O 3aJaHus, | ISl  CaMOCTOSITEIbHOM
pe3yJbTaram MO3BOJISIIONIUHN MMPOBECTH aHAIU3 | pabOTHI.
BBITIOJTHEHUS WHMBUAYAJIBHBIX
CaMOCTOSTEINIbHBIX | 00pa30BaTEeNbHBIX  JTOCTHXKCHHIM
pabor CTYJEHTA U ONPEACIUTh YPOBEHb
OCBOCHMSI UM OCHOBHBIX ITOHSTUI
Y YMEHUU T10 JUCLUTLUINHE.
Pexomenayercss s OLEHKH
TeOpeTHYeCKUX 3HAHUN H
NPAKTHYECKUX YMEHHH
00yJaromnierocs.
Jlokian [Iponyxkr caMoOCTOATEILHON | TeMbl JIOKJIaJ0B,
(coobrieHue) paboThI CTy/ICHTA, | COOOIIICHHUH.
MPEICTABISIOIINI coboit

nyOIuYHOE  BBICTYIUIGHHE  TIO
NPEACTAaBICHUIO  TOJYYEHHBIX
pe3yJbTaTOB PACCMOTPEHUSI U
U3yYEHUSA ONPEAEIECHHOU
y4eO0HO-HCCIIeTOBATEIbCKOM
TEMBL.

Pexomenayercss s OLEHKH
3HAHUH, YMEHUI M BJIAJCHUH
00yJaroIIUXCS.

IIpome:xxyTOoUHBIN (PYyOeKHBIH) KOHTPOJIb.
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IIpoMe:XyTOYHBIH KOHTPOJIb Il KOMIUIEKCHOTO OLICHUBAHUsI YCBOCHHBIX 3HAHUM,
OCBOCHHBIX yMEHUN U TMPUOOPETEHHBIX BIAJEHUN TUCHUIUIMHAPHBIX YacTeu
KOMITIETEHIIU, B TIPOIIECCE OCBOCHUS AUCITUIUIMHBI, TPOBOUTCA Kadempoil coriaacHo
rpaduka y4eOHOTO mpoIiecca Mocie H3y4eHUs] TEMaTHIECKUX PA3ACIIOB TACIUTITUHBI
B (popMe KOHTPOJIBHON PabOThI, TECTUPOBAHUSL.

Ne | HaumeHoBaHue Kparkas xapakrepucTuka IIpencrasiienue
/I | OLEHOYHOro OLIEHOYHOI'0 CPeACTBA OLIEHOYHOI'0 CPeACTBA
cpeiacTBa B (ponye
Py0e:xHbII KOHTPOJIb
1 KonTposbHas CpenctBo  mpoBepku  ymeHui | KoHTpoibHbIE 3a/1aHus.
pabora NPUMEHSTh TOJIYYEHHBIE 3HAHUS

I PEIICHHUST JUCHUTUITMHAPHBIX
3a7a4 OMPEICIICHHOTO THUIA IO
pazieny uid TeMmMe y4eOHOM
JTUCIUTIINHBI.

Pexomenayercs g OLEHKH
3HAHMHI, YMEHUI, BJAJACHUH

00yYJaroImuxcsl.

2 Tect Cucrema cTaHIapTU3MPOBAHHBIX | TecToOBBIC 3a/1aHUS.
MPOCTHIX u KOMIIIEKCHBIX
3a7JaHuH, O3BOJISIOIIAS

aBTOMATU3UPOBATh  MPOLEAYPY
U3MEpPEHUSI  YPOBHS  3HaHWM,
YMEHUU u BJIAJICHUN
0o0yyarommxcs.

Pexomennyercs g OLEHKH
3HAHUW, YMEHMH M BJIAJICHUI
00yJarOIIUXCS.

HToroBbliit KOHTPOIb (MPOMEKYTOYHAS aTTECTALIUA).

HNToroBplii  KOHTPOJb (MPOMEKYTOYHAS] AaTTecTAlMsA) OOydYaroImUXCs IS
KOMITJIEKCHOTO OIICHWBAHUS C(HOPMHPOBAHHOCTH JTUCHUILIMHAPHBIX dYacTed W
KOMITETECHIIUH B 1IEJIOM B IPOIIECCE OCBOCHUS TUCITUTIINHBI POBOIUTCS Kadeapoi 1o
UTOTaM ouepenHoro cemectpa B (opme 3auera (auddepeHIIMpOBAHHOTO 3ayeTa),
KypCOBO# pabOTHI (B HEKOTOPBIX CEMECTpax), SK3aMeHa.

Ne | HaumeHoBaHMe Kparkas xapakrepucTuka IIpencrasienue
n/n OIL[EHOYHOI'0 OLICHOYHOI'0 CPeACTBA OLI€HOYHOI0
cpeacrna cpeacrBa B hone
IIpoMeKyTOYHAS ATTECTAUS
1 3auer Cpenctso, no3Bossironiee | Teopernueckue

OIICHUTh 3HAHUS, YMEHHUS U | BOIPOCHI U
BJIaJIcHUsI  OOydYaromierocss IO | IPaKTUYECKUe
y4eOHOM JTHUCIHUILINHE TI0 | 3aJlaHUs.

pe3yJibTaTaM TEKYIIETro u
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pyOEXKHOTrO KOHTPOJS WIH C
MPOBEJCHUEM  aTTECTAIMOHHOIO
HCTIBITAaHUS (ycTHOrO WIn
MMCBMEHHOT0), B KOTOPOM
3asBJICHBl BOINPOCHI W 3aJIaHUS,
KOHTPOJIUPYIOIIUE YPOBEHB
c(hOpMHUPOBAHHOCTH 3asIBJICHHBIX
JTUCHUTUTMHAPHBIX KOMITCTEHITUH.
OcymiecTBasgercss Uil OIEHKHU
3HaHUW, YMEHUW W BJAJCHUU
00yJaroImmxcsl.

DK3aMeH

CpenctBo,  MO3BOJIAIONIEE B
YCTHOH WJIM THUCBMEHHOUW (opme
mo OwujeTaM OICHHTHh 3HAHMS,

YMEHHUS u BJIQ/ICHUS
oOyydaromierocss 1o  y4eOHOU
aucumiiuHe.  buier  moker
COZIepKaTh TEOPETUIECKHE

BOIIPOCHI, TPAKTUUYECKUE 3aTaHUA
A KOMIUIEKCHBIC 3aJaHusT ISl
KOHTPOJIA c(hOopMHUPOBAHHOCTH
3asIBJICHHBIX  JIUCIUILIMHAPHBIX
KOMIICTEHIINH.

Ecnu BJIAJCHUS CTyJICHTA
OLICHMBAIOTCS II0 pe3yJbTaTaM
pyOeKHOTO KOHTPOJIA,

AK3aMEHAITMOHHBIA OWJIET MOXKET
HE COJIEpKATh 3-TO 3aJaHUs.
OcymiecTBisgeTcss JIsI  OLECHKH
TEOPETUUECKUX 3HAHUM,
MPAKTUYECKUX YMEHUN 1 HAaBBIKOB
WX TPUMEHEHHUSI.

Kowmmiekt
MaTEPHUAIOB K
AK3aMEHY.

Koxapckas, E. D. AHrnmiickuit s3sIk. [IpakTrnaecknii Kype Ui Xy 10KHUKOB
Y UCKYCCTBOBE/IOB : YUEOHUK ISl CPETHETO MPOPECCHOHATIBHOIO 00pa30BaHUs
/ E. O. Koxapckas, T. A. beunst, . A. HoBukoBa. — 2-e u3J., Ucp. U J0M. —

8.1. OcHoBHas JuTEpaTypa

Mocksa : M3patensctBo FOpaiit, 2025. — 190 c.
[lleBenea C.A. AHrnuiickuii 1yist rymanutapues. -M.: FOuutu, 2022.

bo6koBa I1.B. Acniektsl KyabTypsl. [IpakTHyeckuii Kypc aHTJIMICKOTO sI3bIKA.

Mockaa. [Tpocnekt 2021.
English Grammar in Use, Murphy R., 2025. www.cambridge.org
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UCKyccTBOBeIOB. Mockaa. FOpaiit 2018.
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®opym 2018.

Ky3sbmenkoBa 1O. b. AHramiickuii s3bIK: YYEOHUMK UM MPAKTUKYM s
npukiagHoro OaxanaBpuara/ FO. Bb. Ky3bmenkoBa; Beicmias 1mikosa
skoHomuku. Hail. Uccnen. Yu-1. — M.: FOpaiit, 2017. — 442 c.

Ot EnuzaBetsl 10 Bukropun. Iloptper XVI-XIX BekoB u3 HanmonanbHo#
noptpeTHoit ranepeu, Jlonaon: kar. Beict. / I'TI; Hayu. pen. T.JI.Kapmosa;
aBT. cT. T.JI.LKapnosa, [1.®annemn. - M.: I'TT, 2016. - 208 c.

bypoa 3. WM. VY4eOHHMK aHIVIMICKOTO A3bIKA JUIsI T'YMAaHHMTApPHBIX
cnieruanbHOCTel By30B: yueOHuk/ 3. U. Bypoga. — 9-¢ u3n.-M.: Aiipuc mpecc,
2014.-526 c.

3 xypc: - aynuo u Buaeomarepuansl Speak Out Upper Intermidiate DVD rom
- aynuo Martepuansl K yueoHuky Language Leader Advanced, 2014.
Henpes3oiinennniii BemxByn / Beepoc. My3elt neKop.-IpUKIIAIH. U HApO/I.
UCKycCTBa; aBT. cT. ['.bnelik-Pobeprc u np.; coct. E.M.Bopymununa u ap. -
M.: Ilmnakoreka, 2014. - 224 c.

[IpepadasnuThl: BUKTOPHAHCKUN aBaHTapA: U3 coop. ['anepeun Telt, my3el. u
yacTH. koyuekuit Benukoo6p. u CILIA: kar. Bict. / Mun-Bo kynet. PO, TMUN
uM. A.C.Ilymkuna, I'anepes Teiit, Jlongon; pea. 2.Cmut, A.Ilo3HaHCKas; aBT.
tekcT. T.bappunmkep u ap.; nep. ¢ anra. C.Jluxauesa u ap. - 2-e uza. - M.:
['MUN um. A.C.Ilymkuna, 2013. - 196 c.

['erpu Myp 1 KiacCMUeCKHil KAHOH COBPEMEHHOW CKYJIBIOTYpHI: KaT. BBICT. /
Mun-Bo kynbr. PO, "MockoBckuii Kpemmp", ®ounx [.Mypa; cocr.
3. Tperynosa, E.KapaBaesa. - M.: My3en Mock. Kpemiis, 2012. - 215 c.
3onotoit Bek anriuiickoro asopa: ot I'enpuxa VIII no Kapna I: xar. BbICT. /
Mun-Bo kynbT. PO, "MockoBckuit Kpemub", My3seit Bukropuu u Ans6epra,
JlonpoH. - M.: My3zeu Mock. Kpemus, 2012. - 383 c.

Munbsp-benopyuesa A.Il. Pycckoe nckycctBo. Mocksa, 2004. — 382 c.
Munssap-benopyueBa A.Il. 3anagnoe uckyccro. Mocksa, 2004. — 276 c.
How to read paintings. N.L.Dagen. London, 2002

First Certificate Star. L. Prodromou. Macmillan Heinemann, 1998
Anrnuiickuii s3uik Juisi BY3oB uckycers. H.U., Jlubepman u ap. Mocksa,
1989. — 288 c.

The art of the USA. N.I1. TypermieB. Mocksa, [Ipocsemenue, 1986. — 168 c.
Correct English for everyday use. T. Ap6exoBa. MockBa, Bricmras Illkoina,
1985. - 198 c.

. MaTtepuaibl U3 ra3eT u )KypHaJIOB 10 TEME KYJbTYpPbl U HCKYCCTBA.
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9. IlepeyeHb pecypcoB HH(POPMAITMOHHO-TEJIEKOMMYHUKALIMOHHOM CeTH
«AHTepHET»

VKkazaHHble B CIHCKE W3JIaHUS JOCTYHHBI B CIEAYIOMUX OQUIHMATBHBIX

AJIEKTPOHHBIX 0a3ax JaHHBIX:
- DnekTponHo-6ubanoreunas cucrema MI'AXU um.B.1. Cypukosa;
- DneKTpoHHEIHN deaepanbHbiil moptan «Poccuiickoe obpazoBanne» (www.edu.ru);
- DnexkTpoHHBI uHGOpMAMOHHBIN pecypc Poccuiickoil rocymapcTBeHHOU
oubnmmoTeku (www.rsl.ru);
- DnekTpoHHbIA HHGOPMAIIMOHHBIN pecypc poccuiickoil HanmonansHol OUOIMOTEKH
(www.nlr.ru);

http://www.rchn.org.ru/ - «Poccuiickas ceTb KyJIbTypPHOT'O HACJIECAUS.

http://www.culture.ru - Poccuiickuit GoHa KyJIbTYpHI.

http://www.aki-ros.ru - AreHTCTBO KyJIbTYpHOU UH(pOPMAITUH.

http:// www.gif.ru — UndpopmarenTcTBo «KynbTypay.

http://www.adit.ru/ — ABTOMaTH3aImMs JIEATENbHOCTH My3€eB 51
uHdopmarmonnsie TexHojaoruu (AJNT)

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

www. iskusstvo.ru

WWW. paintingart.ru

- Enunelii wHTEpHET-TIOpTAN IS TMOMYJAPU3ANMH KYyJIbTYPHOTO HACIEIus |
Tpaauuuii HapoaoB Poccuu «Kynerypa.PO» (https:/ www.culture.ru/):
https://www.culture.ru/live/lectures/movies — «JIekiuu oHIanH».

https://www.culture.ru/lectures/articles — «CTtaTbu 00 UCKYCCTBE U HAYKE».

https://www.culture.ru/lectures/persons — «buorpadhun y4€HbIX M OOIICCTBEHHBIX
TesITeIIC.

https://www.culture.ru/lectures/dictionaries — «KynbTypHBIN CIIPaBOYHHK.

https://www.culture.ru/traditions/foreign-heritage — «3apy0OexHOE HACIEAUEY.

10. MeToanyeckue ykazaHusi AJs 00y4AHOIIUXCH 110 OCBOCHUIO U CHMILIMHBI
(MoayJist)

C no3unmii 1moaxoja ¢ yuéToM KOMIIETCHIIMH MPUOPUTET MOTYyUar0OT aKTUBHbIC
METOIbl M (OPMBI TPOBENEHUS Y4EOHBIX 3aHSATUH, CHOCOOCTBYIOIIME Pa3BUTHUIO
OOIIEKYIbTYPHBIX U MPOPECCUOHATBHBIX KOMIIETEHITUH.

C uenpto GOpMHPOBAHUS ¢ Pa3BUTUA KOMIETEHIIMH  OOyYaronimxcs
peIyCMaTPUBACTC IIUPOKOE HCIOIb30BAHUE B YYEOHOM IMPOIECCE AKTUBHBIX H
WHTEPAKTUBHBIX (POPM MTPOBEACHHUS 3aHATU.

CamocrosiTennbHast ~ paboTra  mpeamojiaraeT — M3y4YeHHE  CTYJICHTaMH
IPOrpaMMHOTO

y4eOHOro MaTepuasa BO BHEAyAUTOpPHOE BpeMsi. OHa MOXKET BKIIIOYATh:
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® CaMOCTOATENBHYIO Pa0d0Ty ¢ yueOHOI JIUTEepaTypol Mo TeMaM, KOTOphIE ObLITH
IPEeIMETOM OOCYX ICHUS Ha ayJUTOPHBIX 3aHATHUSX;

® WU3y4YCHHE JIUTEePATYPhl MPU MOATOTOBKE K MPAKTUUECKUM 3aHSATHSM;

® BBHINOJHEHNE KOHTPOJBHBIX 33/IaHUI BO BpEMsI HJTH TIOCIIC NU3YUCHUS TEMBI;

® YVYCTHBIE WIA TMCHMEHHBIC OTBETHl Ha TMpeJjaraeMple BOMIPOCHI IS
CaMOTIPOBEPKH;

® TIOJrOTOBKY HTOTOBOT'O KOMIUICKCHOTO 3aaHUsI.

11. Ilepeyenb HHGPOPMAUOHHBIX TEXHOJIOT Ui, HCIIOJIb3yeMBbIX NIPH
OCYIECTBJIEHMH 00Pa30BATEJIbHOI0 MPOIECCA MO JUCHHUILINHE (MOTYJIIO)

[lepeuerb WHGOPMAIIMOHHBIX CIPABOYHBIX CHUCTEM, HCIIOJIB3YyEMBIX IPHU
OCYIIECTBJICHUU 00pa30BaTENBLHOTO Tpoliecca (MOpTalibl, KaTalord, MOUCKOBBIC
CHUCTEMBI):

http://moodle.mgahi.ru (Bxox mo mapoiio) — DieKTpoHHas HHHOPMAIIMOHHO
— obpazoBarenbHas cpena MITAXU um. B.U. Cypukosa

http://www.artcyclopedia.com/ — IlouckoBasi cucTteMa IO HCKYCCTBY.
OpueHTHpOBaHa B OCHOBHOM Ha WH(GOPMAIMIO O TEPCOHATMSAX U IIOUCK
M300paKeHUM

http://www.groveart.com// — OOmUpPHBIA pecypc MO HU300pa3UTEIBHOMY
ucKyccTBy. OpHEHTUPOBAH Ha MOMCK Pa3HOTO poja WH(OOPMAIIUU U U300paKEHHH.
[IpenocraBnser moctyn K 3iekTpoHHoM Bepcuu The Dictionary of Art (1996 1, B
34-x TomMax)

http://www.artinfo.ru/ — MyapTUMeINITHOE W3AaTEIIBCTBO, OAHK HAaHHBIX U
CETEBOM pecypc, MPEeIOCTaBISIOMNUNA HHPOPMAILIUIO O COBPEMEHHBIX XY0KHUKAX
Poccuu, u mporeccax, MpoUCXOASIINX B COBPEMEHHOM PYCCKOM MCKYCCTBE

http://pravo.roskultura.ru/ - mpaBoBo#t mopTan B chepe KyabTypHhI.

http://www.edu.ru/- ®enepanpubiii moptan Poccuiickoe oOpazoBaHue

12. Onucanue MaTepuaIbHO-TEXHUYECKOI 0a3bl, HEOOXOAUMOH 1151
OCYyILIeCTBJIEHHSI 00Pa30BaTEeJILHOI0 MpoIecca Mo AUCHHUIINHE (MOYJII0)

J1is TpoBeIeHUsT ay TMTOPHBIX 3aHATUH 10 TUCTUTUINHE «IHOCTpaHHBIH SI3BIK
UCIOJIb3yeTcst Habop yueOHOM MeOenn, HaBecHas J10CcKa, MPOeKTop, kapra Poccuu.

HeoTbemiiemoli yacTpio yueOHOTO TIpOIIecca SBISIETCS TOCEIICHUE YUaIIUMUCS
B COMPOBOXKJICHUM TIPETOJABaTeNsl PEryJIsIpHO MPOXOISIINX BBICTABOK padoT
poeccopcKo-npenoaBaTeIbCKOr0 COCTaBa WHCTUTYTA, COTPYIHUKOB WHCTUTYTA,
YYAIUXCS C TOCIEAYIONIUM OOCYXXIEHHWEM YBHJACHHOTO. OJTO TapMOHHYHO
00BeTUHSACT ayJAUTOPHBIC 3aHATUS W BHEAYJIUTOPHYIO padOTy, TIOMOTasi HE TOJBKO
(GhOpMHUPOBAHUIO U ABTOMATHU3AIMN KOMIIETCHITUI BepOaTbHON KOMMYHHUKAIIUU, HO U
co3/aBasl yCJIOBHSI JIJIsl ’TOW KOMMYHHKAITUH.
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