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1. Ileau u 3aga4Yu AUCHUIINHBI

Heas aucuunmiauHbl—QOpMUPOBAaHUE Y OOYYAIONIUXCS OCHOBHBIX  SI3bIKOBBIX
KOMIIETEHIIMN, a TaKXe CIOCOOHOCTH MPUMEHSTh COBPEMEHHBIE KOMMYHUKATHUBHBIE
TEXHOJIOTMM Ha HWHOCTPAHHOM SI3bIKE IS aKaJIeMHYECKOTO U MPOoQEeCcCHOHATHHOTO
B3aMMOJICUCTBHSA.

Jnst TOCTMKEHUS TTOCTABIEHHON LEJIH PEIIAIOTCS CIEAYIOIINE 3a{aYH:

- IOJJIEp>)KaHKE paHee MPUOOPETECHHBIX HABBIKOB M YMEHUI MHOSI3BIYHOTO OOIIEHUS U
MX MCIOJIb30BaHHE KaK 0a3bl sl pa3BUTHS KOMMYHHUKATHBHON KOMITETCHIIMH B chepe
poQeCCHOHATBHOTO B3aUMOCICTBYS;

— OBJIAQJICHUE B TOJIHOM O0BEME JEKCHYECKUM M TPaMMaTHYECKUM MaTEpHaIOM,
MPEJCTABICHHOM B IPOTrPAMME;

— OBJIQJICHUE HABBIKAMHU CAMOCTOATEIIBHOTO YTEHHS M TPAMMaTUYECKOTO aHaJIN3a
ayTEHTUYHBIX TEKCTOB,;

— pacuMpeHHe CJIOBapHOTO  3amaca, HEOOXOJAMMOro JUIS  OCYIIECTBJICHUS
aKaJIeMHUECKOro U MPOo(PeCcCHOHAIBHOTO B3aUMOICUCTBU;

— pa3BUTHE YMEHUN U OINbITa OCYIIECTBICHUS CAMOCTOSATEIBbHONW pPabOTHI MO
MOBBIIICHUIO YPOBHS BIIaJICHUS MHOCTPAHHBIM SI3bIKOM B paMKax MPoQecCHOHATHHOTO
B3aMOJIEUCTBUS.

2. IlepeyeHb MUIAHUPYEMBIX Pe3yJbLTATOB 00y4eHUsI MO AUCHHUILINHE,
COOTHECEHHBIX € JIAHMPYEeMBbIMH Pe3yJIbTaTAMM 0CBOCHHA
o0pa3oBaTe/IbHOM NPOrPpaMMBbI

2.1. Kommerennuu oOydaromierocs, QopMHpyeMble B pe3ylbTaTe OCBOCHUS
JUCITUTUTMHBI.
B pe3ynbrare uzydeHusl NUCUUIUIMHBI OOydaromMiics TOJKEH 00JanaTh CleayIoUUMU
KOMIETEHIUSAMU (pe3yJibTaTaMU OCBOEHHUsI 00pa30BaTeIbHOM MPOrpaMMBbl):
YK-4. CriocobeH OCyHIeCTBIATh JI€I0BYI0 KOMMYHHKAIMIO B YCTHOW M TNHCHbMEHHOU
dbopmax Ha TocyaapcTBeHHOM si3bike Poccuiickoit deaepanii ¥ HWHOCTPAHHOM(BIX)
s3bIKe(ax).

2.2. B3auMoOCBsI3b TMUIAHUPYEMBIX PpE3yJIbTAaTOB OOY4YEHUS 1O JUCHUUIUIMHE C
dbopmupyembiMu komnereHuusimMu OITOTT

Koawbl HNuaukatopsl Pe3yabTaThl 0CBOEHHSA AU CHUIITHHBI
1;:}1\::; Ooyuarowuiica Ooyuarowuiica Ooyuarowuiica
i 3Haem ymeem enaoeem

onon

YK -4 | VK-4.1. Beibupaer | -popmsr peuu | -peiCcTaBUTh ceds; | -M3ydaeMbIM
Ha (ycTHOI U | -BBIpaXaThb CBOE€ | MHOCTPaHHBIM
rOCyJJapCTBEHHOM MUCHMEHHOMN) MHEHHE; SI3BIKOM KaK
Y UHOCTPaHHOM (- -0cO0EHHOCTH -OpPUEHTUPOBATHCSA B | LEIOCTHON
BIX) I3bIKAX OCHOBHBIX Pa3IMYHBIX PEYEBBIX | CUCTEMOI], ero
KOMMYHHUKaTHBHO (GYHKIIMOHATBHBIX CUTYAaIIHSX; OCHOBHBIMH
pueMiIeMble CTUJICH; -[IOHUMATh rpaMMaTH4eCcKUM
CTHJIb JIEJIOBOTO -poneTHueCcKHUEe OCHOBHOE Y KaTeTOPHSIMU;




oOmeHus, OCHOBBI SI3BIKQ; coJiep)KaHue -opdosnnyecKoit
BepOabHBIC U -IpaBUiIa YTeHHsI | TPOGECCHOHANBHBIX | HOPMOU
HeBepOabHbIE M3y4aeMoro 53blKa; | TEKCTOB Ha | U3y4aeMoro
cpencTBa -sI3bIKOBOM MaTepuaj | HHOCTPAHHOM SI3bIKA;
B3aUMOJICHCTBUSA C | pyCCKOI'O U | S3bIKE;
rapTHEpamHu. HMHOCTPaHHOTO -BOCIIPUHUMATH -HaBBIKAMU
VYK-4.2. A3bIKA, pasJM4yHbIE  THIbI | KOMMYHHUKAIUH, B
Hcnonb3yer HEOOXOUMBIH U | pe4u, BBIIENASA B HUX | TOM  4YHCIIE€ Ha
nH(OPMAIIMOHHO- JOCTAaTOYHBIM U | 3HAUUMYIO WHOCTPAaHHOM
KOMMYHHUKAITMOHH oOmeHus B | nH(OpMAILIHIO; (pIX) s3BIKE (aX),
bI€ TEXHOJIOTUU Pa3JIMYHBIX Cpelax U | -BECTH OCHOBHBIE | JUISt
P TIOWCKE chepax PEYEBOM | THUIIBI Jauajora, | aKkaJIeMHU4YeCKOro
HE00X0TUMOiA NeSITeIbHOCTH; coOmromasi  HOPMBI | U
nH(popMaluu B -COBPEMEHHBIE pEYEBOro dTHKETa, ¢ | MPO(ECCHOHAIBH
IPOLIECCE PEIIeHHs | KOMMYHUKAaTHBHBIE | y4ETOM oro
CTaHIApTHBIX TEXHOJIOTHH, MEXKYJIbTYPHOI'O B3aUMOJICUCTBUS,
KOMMYHUKATUBHBIX | - pPEUYEBOr0 ITUKETA, - OCHOBHBIMH
3a/1a4 Ha po(hECCUOHATIBHYIO | -UCII0IL30BATh HaBbIKAMU
rocyaapCTBECHHOM TCPMHHOJIOTHIO  HA | COBPCMCHHBIC nepesoaa C
Y UHOCTPaHHOM (- M3y4aeMOM SI3bIKE; UH(OPMAIMOHHO- MHOCTPAHHOTO
LIX) sA3bIKax -OCHOBHBLIC KOMMYHHUKATHUBHBIC HJIn Ha
YK-4.3. rpaMMaTHYECKHe cpencTsa JUISL | AHOCTPaHHBINA
JemoHCTpUpYyET SI3BIKOBBIE pelienys SI3BIK, B TOM
YMCHHEC BBIIOJHATH | CTPYKTYPBI, KOMMYHHUKAaTHBHBIX qUCJIC 1o
epeBoa IMO3BOJIAIOIIUC B | 3aga4 Ha HpO(i)eCCI/IOHaJII)H
po(hecCHOHANBHBIX | COOTBETCTBUU C | rocy1apCcTBEHHOM M | OF TEMATHKE;
TEKCTOB C | HUMHU CTOUTH HHOCTpaHHOM(-HX) - HaBBbIKAMHA
WHOCTPAHHOTO (- bIX) | IPEIIOKEHHS B | A3bIKaX; -IIPUMMEHATH | BEACHUS IUAJora,
Ha IIOBCCTBOBAHUH U | TIOJTyYEHHBIE 3HAHUSA IMMOJINJIOTA,
rocyapCTBEHHBIN auanorax B cBoOeii | - HaBbIKAaMH
SI3BIK U 00paTHO. npodeccroHanbHOl | OOIIEHHs Ha

IEATCIbHOCTH WHOCTPAaHHOM

-JIOTUYECKU A3BIKC B pPaMKax

BBICTpauBaTh CBOIO | IPOTPAMMBI

peub;

-IIEPEBOJIUTH

MMCbMEHHBIC

UCTOYHUKH 0a30BOTrO

YpOBHSI c

HCII0JIb30BaHUEM

po¢eCCHOHATBHON

JIEKCHKH,;

3. MecTo AUCHUILIUHBI B CTPYKTYpe 00pa3oBaTeIbHON MPOrpaMMbl

Juctumnuna «MHOCTpaHHBIA S3bIK (QHTJIUMHCKUN)» OTHOCUTCA K 00s3aTesbHON
yactu ydeObnoro tuana OIIOII BO mno wHanpanenuto moarotoBku 52.03.06
«/lpamaryprus».



4., O0beM TUCHHUILIMHBI
OO6m1as Tpy10eMKOCTh (00beM) THCIHMIUIMHBI cocTaBiisgeT 11 3ad. ex. 396 ak. Jacos.

O0beM IUCHUIUIHHBI Bcero gacos
ouHas ¢opma 00yUeHHS

OO0mmas TpyA0eMKOCTh TUCITUTLIMHBI 396
KoHTtakTHas paboTa 00ydaromerocs ¢ mpernoaBaTesnem (1o 166
BHJIaM YYCOHBIX 3aHITHH) (BCET0), B T.4.
3aHATHUS JIEKIUOHHOIO THIIA -
[pakTHYeCcKHe 3aHATHS 166
KypcoBas pabora -
CamocrosiTenbHas paboTa o0yqaronuxcsi, BKIOYask OATOTOBKY 230
K 9K3aMeHYy (3a4eTy) B cooTBeTcTBUU ¢ BYII
Bunbl npomexxyToyHOl aTTecTauy 00y4aronierocs 3a4eT, IK3aMEH

5. Coaep:kanue TUCUMILUIMHBI, CTPYKTYPHMPOBAHHOE 10 TEMaM C YKa3aHUEM
OTBEJEeHHOr0 HA HUX KOJIMYeCTBA aKaJeMHYeCKUX WIH ACTPOHOMHUYECKHX YACOB U
BU/I0B Y4eOHBIX 3aHATHH
5.1. ConepkaHue TUCIUILUIMHBI, CTPYKTYPUPOBAHHOE TI0 pa3esiaM U TeMaM

Ne | HaumeHOBaHME TEMBI CopnepxaHue TeMbl
TEMBI
1. | Ilonsatue o TpaHckpunuuu, HTOHAMU. | CriocoObl 00pa3oBaHUs Pa3IUYHBIX YacTel
[ToBTopenue rpymmsl mpocThix Bpemen | peun. (Nouns. Adjectives. Adverbs.) I'pynmna
(Simple Tenses). I[Topsaok ci10B B npocteix BpeMeH (Present Simple, Past
AHTJTMHCKOM TMPEJIOKCHUH. Simple, Future Simple Tenses). O6pa3oBanue
Nudunutus. YucourenbHbIe. YTBEPAUTEIBHON, BOIIPOCUTEIILHOM,
Mecronmenus. TUIbI BOPOCOB. oTpunarenbHoil gopm. IlpaBuinbHbIe
[TpursxarenbHbIi nagex. Most /uenpaBuiibHbIe Tiaronsl (Regular/lrregular
ouorpadus. CtpaHsl U Verbs). Aprukiu. (Definite/Indefinite
HaroHansHOCTH. [TopTpeT akrepa. Articles). JInunble, TpUTSHKATEIbHBIC,
BBenenwne B TeaTpagbHYIO JIEKCHKY. BO3BpATHBIC, YKa3aTEIbHbIE MECTOMMEHUSI.
OtcytcTBUe apTHKIS YHCIUTENbHBIE
(mopsAKOBBIE/KOIMYECTBEHHBIE). Most
6uorpadus. Hazpanus ctpan u
HanuoHaiabHOCTeH. ['.I'ap60. JI. OnbBre.
Onwucanne BHemHOCTH. OncaHue
xapakrepa. CTpykrypa Tearpa. Hazpanue
npogeccuid, CBSI3aHHBIX C TEATPOM.
OcHOBHBIE HaBBIKK aKTepa (KecT,
WHTOHUPOBAHME U T.J.)
2. ['pymnna JIIMTEIbHBIX BPEMEH. Monanshsie raaroist could, should, ought to,

(Continuous Tenses). MonanbHbie
rnarosbsl. (Modal Verbs). ITaccuBHbrit
3asor (Passive Voice). Ananus
CHEKTaKJIs (TeopHUs U JIEKCHKA)

would mist pekoMeHIaIu| | TOCTaHOBKH
BCIKIIMBBIX BOITPOCOB. MOJIaJ'H)HI)Ie TJIarOJIbl
BO3MOKHOCTH Can, may, might, could, can,
can’t 'pammarudeckuit obopot there is/there
are. I'pynmna pnutensHbIX BpemeHn (Present,
Past, Future Continuous Tenses).
OO6pazoBanue yTBepAUTEIbHOM,
OTPHUIIATEILHON M BOTIPOCUTENHHOU (popM.
I'maronel, He ucnonp3yemsie B Hactosmem
JmurensHoMm Bpemenu. Mcnions3oBanue
Present Continuous Tense aist 0003HaYeHUS
3aIUIAHMPOBAHHOIO MeponpusTHs. IIpocteie




BpemeHa B [laccuBHOM 3aiore. AKTepckoe
npocTpaHcTBo. IIpocTpancTBO 3pUTENS.
Cuenorpadus. exopamuu. Ceet. 3ByK.
Koctromsl. ['pum.

I'pynna CoBepiileHHBIX BpeMeH
(Perfect Tenses). Kocsennas peub
(Reported Speech). CornacoBanue
BpeMmeH (Sequence of Tenses).
ITpunararensusie (Adjectives). Mcropus
tearpa. Y. lllexkcniup. E. I'patoBckuil,
K. Cranucnasckuii.

. CTeneHu cpaBHEHUs PUIIaraTelbHbIX.
(Degrees of Adjectives). ObopoT “going to”
JUISL BBIpaXKEHUS ONMKamux OynyImux
wiaHoB. CoepiueHHble Bpemena (Present
Perfect, Past Perfect, Future Perfect Tenses).
YTBepauTenbHas, OTpULATEIbHAS,
BonpocutensHas ¢popmbl. Citydan
KCIIO0Ib30BaHMS COBEPIICHHBIX BPEMEH.
Bomnpocurensusie ciosa (Who? What?
When? how? Where? CpeaneBekoBblii Teatp.
Teatp snoxu Y. lllekcnupa. 3010T0M BEek
Ucnanuu. Utanbsackuit Teatp. Komenus

Henws Apre.
YcnoBubie npeioxenns. CIoHOE Present Perfect Continuous, Past Perfect
nononnenne. CoBepineHHo-aauTeapHbIE | Continuous, Future  Perfect  Continuous
Bpemena (Perfect -Continuous Tenses). | Tenses: IPaBUIIO o0pa3oBaHus
XKanpsr. YTBEPIAUTENBHOM, BOIPOCHUTENBHOM,
OTPHILIATEIILHON bopm. Craydan
UCIONIb30BaHUSl COBEPIICHHO- JIJIUTENbHBIX

BpPEMEH. [Tepexoanbie/HETIEPEXOTHBIE
rmaronel  (Transitive/Intransitive  Verbs).
O6pa3oBanne © Ccloydyad HCIOJIb30BAHUS
cnoxxroro gomnonuenus (Complex Object).
Tunel ycnoBHbIX npeanoxenuii. (Conditional
and.  XXanupsr (Tparemusi,  KoMemus,
Tparukomenus, gpapc u 1.1.) C. Moam (Teatp.
Crpeko3a u mypaBed. Mucrep Bce3Halika.
Jlanu. Jlymsza. CuactnuBelii 4yenosek.) O.
I'enpu (ITocnennumii nmuct. Iloka ket aBTo.
Hapst BonxBos.) O. Yampn (Peibak u ero

Jy1a)

Aptuxim. MTHTepHAaMOHAIBHBIE CIIOBA.
CrnoBoobpazoBanue. [Ipunarounsie
YCIIOBUS U BPEMEHU B
CJI0KHOIIOTYMHEHHOM IIPEUI0KEHHH.
Pabota c peniensusimu M. bunmuHrTOHA.
DKCKypC B TEOPHIO NEPEBOIA
I'epynnuit. CocnararensHoe
HakJIOHEHHE. IHTepBhIO € pexnccepoM.
TearpanbHble GpecTuBay.

IloBTOpPEHME rPAMMATUYECKOTO
Marepuana. JlureparypHsiit
MMCBbMEHHBIN NIEPEBOJ] TEKCTOB C
AHTJIMMCKOTO Ha PYCCKHM SA3BIK.
ITonroroBka K sK3aMeHy.

Ynorpebnenue aptukis. Mcnonb3zoBanue
MHTEPHALMOHAIBHBIX CJIOB. CIIOCOOBI
CJIOBOOOpA30BaHUS PA3IUYHBIX YaCTEH pedn
B aHIVIMHCKOM si3bIKe. TeaTpalibHas JeKCUKa.
DKCKypcC B TEOPHIO MiepeBoa (OCHOBHBIE
M0JIOKEHHUS). «JI0XKHBIE APY3BI»
nepeBouMKa. UreHue u oocyxaeHue
OTPBIBKOB M3 MbEC aHIJIO-AMEPUKAHCKHUX
nucatenedt (T. Yunbsmce. A. Musnep. b.
loy). Subjunctive Mood. O6opotsr Wish u if
only Bompoch! 1 TeMbI 17151 6ece/Tbl ¢
pexuccepoM. AHanu3 UHTEpBLIO ¢ I1.
bpyxowm, I1I. [IITaits. K.Mutuemr. T.
Crommapn u ap. OO1ieHre Ha aHTIIMHCKOM
A3bIKE B paMKax (ecTuBans

[ToBTOpPEHME M cUcTEMAaTU3ALUA
rpaMMaTH4eCcKNX HaBbIKOB. [IpakTrka
JUTEPATYpPHOTO MHCBMEHHOTO NEPEBOJIA C
AHTJIMHCKOTO A3bIKAa HA PYCCKUM.




5.2. Paznensl U TeMbl JUCIUIUIMHBI, UX TPYAOEMKOCTb MO BUAAM Y4€OHBIX 3aHITHI
Ounas ¢gopma o0yueHust

Bunasl yueOHOI paboTHI,
BKJIFOYasi CAMOCTOSITEIbHYIO

No Paznienbr u TeMbl Bce pPAGOTY CTYIEHTOB i [Ipouenypa oneHuBanus/
TEMBI JUCLIUTLINHBI ro OLICHUBAEMbIE KOMIIETECHIIUU
TPYAOEMKOCTD B Y.
J3 C3 I13 u3 CPC
1 cemecmp 72 34 38 Texyuwjuii KOHmMpoJib
IToHsiTHE O TPAHCKPUIIIIUH,
nHTOHauuK. [loBTOpeHne
TPYIIIBI IPOCTHIX BPEMEH
(Simple Tenses). [Topsmok
CJIOB B aHTJIMICKOM Oyenxka pesynomamos
npeoxkeHnn. Naduautus. BbINOIHEHUST (POHEMUYECKUX,
1. |YucnutensHbie. 72 34 38 |nexcuyeckux u epammamuiecKux
Mecronmenns. Turbl YIPAXHCHEHUT, 8bINONIHEHUE
BONPOCOB. IIpUTsKaTeIbHbIH epammamuyeckux mecmos YK-4
magex. Most Ouorpadust.
CTpaHbl 1 HATMOHATHLHOCTH.
[TopTpeT akTepa. Benenue B
TeaTpaIbHYIO JEKCHKY.
2 cemecmp 72 32 40 Texyuwyuii KOHmpob
['pymma JImuTeTsHBIX BpeMeH. Oyenka pe3yniomamos
(Continuous Tenses). BbINONHEHUS (POHEMUUECKUX,
MopnansHble rnarossl. (Modal JIeKCUHEeCKUX U ePaAMMAMULECKUX
\Verbs). ITaccuBHbIit 3am0r VAPAdNCHEHUT, 8bINOIHEHUE
2 |(Passive Voice). Ananu3 72 32 40 2PAMMAMUYECKUX MeCMOos,
CIICKTaKJIS (TEOpHUs U gvicmynienue no meme, nepesoo
JIeKCHKa) € PYCCKO20 HA aHRUUCKULL
npeoodceHHbIX (hpas no meme,
mexywuii onpoc, YK-4
3 cemecmp 72 34 38 Texkyuquii KOoHmpons
['pynma CoBepiieHHbBIX
BpemeH (Perfect Tenses). Oyenxca pesyromamos
Kocsennas peun (Reported BbINONHEHUSL YOHEMUYECKUX,
Speech). Cornacosanue AEKCUNECKUX U SPAMMATNUNECKUX
Bpemen (Sequence of Tenses). YRPASICHENUL, GOIRORHENIE
3 I 72 34 38 2PAMMAMUYECKUX Mecmos,
puiarateiabHbIe
(Adjectives). Uctopwust Teatpa. GICHyIACHIE 110 Meme, Nepes 00
V. lllekcriup. E. I'paroBckwid, € PYCCROCO TG dnleTUUCKUL
K. Cramvcnasckuii npedﬂoofceHH?lx ¢pa3z no meme,
mexywuii onpoc, YK-4
4 cemecmp 72 32 40 Texywuii konmpono
Y CIIOBHBIE TIPEAJIOKCHUSI. Oyenka pe3yromamos
CI0XHOE JOTIOJTHEHHE. BbINOIHEHUST POHEMUYECKUX,
CoBepIICHHO-UTHTEIbHBIC JIEKCUHECKUX U SPAMMAMUYECKUX
Bpemena (Perfect -Continuous VIPAdNCHEeHUl, BbINOIHEHUE
4 Tenses). XKanpsl. 72 30 40 2PAMMAMUYECKUX Mecmos,
8bICHIYNICHUE NO meMe, Nepesoo
C PYCCKO20 HA AHRUICKULL
npeonodicenHbIX Ppas no meme,
mexywuii onpoc
VK-4




HakJIoHeHue. IHTepBbIo ¢
pexuccepoM. TeaTrpanbHble
(decTuBany.

[loBTOpEHME
rpaMMaTHYECKOro MaTepuaia.
JIuTeparypHblil TUCEMEHHBII
MEPEBOJ TEKCTOB C
AHIJIMMCKOTO HA PYCCKUI
a3bIK. [TonroToBka k
DK3aMEHY.

5 cemecmp 108 34 74 Texywyuii KOoHmpoJio

5 |Aptuxmnu.
HHTEepHaIMOHAIEHBIE CTIOBA.
CiioBooOpa3oBaHUe.
[IpunaTodnsie yCIOBHSA U Oyenka pesyrbmamoe
BPCMCHU B 6LINONHEHUs. YOHEMUYECKUX,
CJI0’KHOIIOTYHHEHHOM leKCUtecKUx u epamMmamudecKux
npeuiokennd. Pabora ¢ ynpasicrenuii, blnoaneHue
perieH3usMu M. ePAMMAMUYECKUX MeCmos,
bunnuHrToHa. KCKype B sbICIIYNIEHUE N0 meMe, Nepeeoo
TEOPHIO TIEPEBO/IA. C PYCCKO20 HA AH2AULICKULL
Cepynmit. Cocnaratensioe | 108 34 74 npeonoosicenvix pas no meme,

mexywuii onpoc YK-4
Bvicmynnenue no mewme,
NO020MOBKA OUAN02A NO meme,
8bINONHEHUE Nepesoa
npeolodceHHbIX (hpa3, nepesoo
MeKCma ¢ aHeauticko20 A3biKa Ha
PYCCKULL I3bIK 2PAMMATNUYECKULL
mecm YK - 4

6. YueOHO-MeTOAUYECKOE OOecneyeHne CaMOCTOSATEIbHOI padoThI
00y4aromuxcs Mo AMCHUIJINHE
6.1. Opranusanusi caMOCTOSITEILHON PabOThl 00yJarOIINXCS
CamocrosTenbHas padoTa 00yJaroIuxcsi — 0COOBIN BUJ TO3HABATEILHOM JEATEILHOCTH,
B IIpoIlecCe€ KOTOPOW MPOUCXOAUT TOJydeHHe, oO0paboTka M YCBOCHHE Yy4ueOHOM
uHpopmanuu. Llenapro camocTosTeIbHOU paboThl 00yUarOLIErocs SBIsSETCS:
— CHUCTeMaTu3alus, 3aKperuieHue, YIIIyOJIeHHEe U paclIupeHre MOJTYyYEeHHBIX 3HAHUN
YMEHUI, HaBBIKOB U (MJIM) ONBITA JI€ITEIIbHOCTH;

— (QopMupoBaHHE€ YMEHUW HCIOJIb30BATh pA3JIMYHBICE BHUABI y4eOHOU, ydeOHO-
METOANYECKOM, HAyYHO! JTUTEPATYPBI, MATEPUAIIBI IEPUOIUYECKUX U3TaHUM;

— pa3BUTHE  T[O3HABAaTEIbHBIX  CIIOCOOHOCTEW,  TBOPYECKOW  WHUIIMATHBBI,
CaMOCTOSITEIHHOCTH, OTBETCTBEHHOCTH M OPTAHU30BAHHOCTH O0YYAIOIINXCS;

— (QopMuUpOBaHHE CAMOCTOSITEILHOCTH MBIIUICHHSI, CTIOCOOHOCTH K CaMOPa3BUTHIO,
CaMOCOBEpPIICHCTBOBAHUIO, CAMOPEAIN3allNH;

— Ppa3BUTHE UCCIEAOBATENHCKOTO U TBOPUYECKOTO MBIIIJICHUS.

O0beM caMOCTOSATENBHONW Pa0bOTHI MO KAXKIOW JNUCIUILIUHE OMPEILISIeTCS] yIeOHbIM
MJIaHOM.

CamocrosTenbHas paboTa MOXKET ObITh ayJAUTOPHON M BHEAYAUTOPHON. AyauTopHas
camocTosiTelbHas paboTa OCYIIECTBIACTCS HA JIEKIIMOHHBIX CEMHUHApPCKUX U
MPaKTUYECKUX 3aHITHUSX, B IPOLIECCE MHIMBUAYAIbHBIX 3aHITHI C 00yYalOIIUMHUCS, IIPU
BBITIOJIHCHUM KOHTPOJIBHBIX paboT u ap. BHeaymuTopHas caMmocTosiTelabHas paboTa
MOJKET OCYIIECTBIISITHCS:

— B KOHTAaKT€ C MpernojaBareiieM: Ha KOHCYJbTAIUAX 110 Y4eOHBIM BOTIPOCaM, B X0
TBOPYECKUX KOHTAKTOB, MPU JIMKBUJALMHK 3aJ0DKEHHOCTEH, NpPH BBINOJIHEHUU
WHANBUAYaJIbHBIX 3aJaHUMN;

— 0e3 KOHTaKTa c mpernojaBaresieM: B OMOIMOTEKe, 10Ma, B OOIIEKUTUU U JPYTHX
MeCTaX MPH BBIMOJTHEHUH YI€OHBIX U TBOPUYECKUX 3aaHUI.

BneaynuropHasi camocTosiTenbHasi paboTa, Ipex/ie BCero, BKIIOYAET MOBTOPEHUE




MaTepuana, HW3YYeHHOrO0 B XOJleé ayIUTOPHBIX 3aHATHI; pabOTy C OCHOBHOH U
JOTIOJTHUTENbHOM IuTepaTypoil U IHTEpHET-UCTOYHUKAMHU; IOJrOTOBKY K CEMHUHAPCKUM,
IPAKTUYECKUM W WHIUBUIYAJIbHBIM 3aHATHUSM; BBINOJHEHUE 3aJaHUN, BBIHECEHHBIX
MIPENOIABATEIEM HAa CaMOCTOSITEIbHOE M3Y4Y€HHE, HAayYHO-HCCIEIOBATEIbCKYI0 U
TBOPUYECKYIO paboTy 00yUaromerocs.

6.2. 3amaHus IS CAMOCTOSTENBHON PaOOTHI (TIOTOTOBKH K MPAKTHYECKUM 3aHSITUSIM)

Ne | Tema 3aHaTus Llens 3anaTus 3amanus s | @opma

/0 MIOATOTOBKH KOHTPOJISI

1. | Ilonsatue o tpaHckpunmuu, | PopMUpoBaHUE Brinonnenue [IpoBepka

nHTOHauuu.  [loBTOpEeHUE | MOHOJIIOIMYECKOMN rpaMMaTH4E€CKHUX YIPA)KHEHUH,
Ipynnbl MOPOCTBIX BpeMmeH | peud.  OrpaloTka | ynpakHEHH 10 | OLICHUBAHHE
(Simple Tenses). [lopsiiok | rpaMMaTHYECKOTO JTAHHOM TE€ME. | JUAJIOrOB
CJIOB B AQHTTIUHCKOM | HaBblka MO AaHHOU | [loAroTOBUTH MOPTpET | COOOIIEeHUH
MIPEITIOKEHUH. TEMeE. akrepa. Onucanue
Nupunutus. BHEIIHOCTH u
YucnurenbHbIE. [IOBEJICHUYECKUE
Mecroumenus. Tunsl 0COOCHHOCTHU
BOIIPOCOB. W3BECTHOM JINYHOCTH.
IIpuTskaTenbHBI  MageK.
Most 6uorpadus. Ctpansl u
HauuoHanbHOCTH. [lopTper
aKrepa. Beenenue B
TeaTpaJIbHYIO JICKCUKY.

2. | I'pynma Jnutenbubix | OcBOCHUE u | Beimonnenue IIpoBepka
BpPEMEH. (Continuous | oTpaboTka rpaMMaTH4YeCKUX YIPaXHEHUH,
Tenses). MopanbHble | TPAMMAaTHYECKOTO YIPA)KHEHUHN Ha OLICHUBAHHE
rnarosiel.  (Modal Verbs). | HaBplka 1O TeMaM. | OTpaOOTKY IPYIIIbI cooOIeHni
[TaccuBnsiii 3anor (Passive | PazBurtue JUIUTEIIBHBIX BPEMEH.

Voice). AHanu3 cnekTakis | MoHosnorndeckoi T | IloaroroButs pacckas
(Teopust U JEKCUKA) JINaJIOTUYECKON 0 KaXJIOM M3 aclieKTOB
pedn 1O JIaHHOW | aHaJIM3a CIEKTaKJIs.
TeMe (light, sound,
costumes, sets)

3. | I'pynma CoBepiieHHbIX | OcBoeHHE  HOBBIX | BolmosnHeHue [IpoBepka
BpemeHn (Perfect Tenses). | rpaMmaTiuueckux rpaMMaTHYECKUX YIpaKHEHUH,
Koceennas peur (Reported | tem. BBemenue wu | ympakHeHUi Ha | OIICHHBAHUE
Speech). CornacoBaHue | 3aKpEIUIEHUE HOBBIX | OCBOEHHUE IpyNIbl | IPE3eHTaLMi-
Bpemen  (Sequence  of | nmekcuueckux COBEPIIIECHHBIX COOOIICHUI
Tenses). IlpunararenbHbie | enuHul.  Pa3sutue | BpemeH.  CoOCTaBUTH
(Adjectives). Hcropust | MOHOJIOTHYECKOW U | BCE BUABI BOIPOCOB K
tearpa. Y. llekcrmp. E. | quanornueckoin JTaHHOMY
I'paroBckui, K. | peun. NPEII0KEHUIO
CranucnaBckuit BrinosHUTH

MIepPEBOIHBIE
YIPaXHEHUS 110 TEME.
[ToaroroBuTh pacckas
0 J)KM3HU U TBOPYECTBE
BBIJAIOLIErOCs
pexuccepa.




VYcnoBubie  npemsioxeHus. | OcBoenue  HOBbIX | [loarotoButh ananus - | [IpoBepka
CnoxHoe JIOTIOJTHEHHUE. | TPAMMATHUYECKUX U | OT3bIB Ha TMOCIEIHUHN | yIpaKHEHUH,
CoBepHICHHO-ITUTENbHBIE | JIEKCHYECKUX  TEM. | IPOCMOTPEHHBIN OLICHUBAHHE
BpeMeHa (Perfect - | Pa3Butue cnektakib. (The best | BeicTyuIeHHE Ha
Continuous Tenses). | moHosoruueckoir u | performance  you‘ve | 3amaHHyO TEMY
XKanpsl. JIATOTUIECKON ever seen). Pacckasarp
peun. O BHEYATICHUAX W
0COOEHHOCTSIX
CIEKTaKJIs
KOHKPETHOM
TeaTpasbHOW  (OPMBI
(Tparemusi, KoMmenus,
dbapc...)
ApTuximu. OcBoeHue  HOBBIX | BbINOTHUTH IIpoBepka
WNHTepHanmoHanbHbIe IrpaMMaTHYECKUX U | IEPEBOJHbBIC VOPAKHEHUH U
cioBa. CnoBooOpa3oBaHME. | IEKCHYECKHX  TEM. | YIPaKHEHUSI. BBICTYIUICHUN Ha
[Ipunarounsie ycnoBus u | OTpaboTka u | [logroroButh 3a/IaHHYIO0 TEMY
BpEMEHU B | 3aKpeIuieHue CPaBHUTEJIbHBIN
CJIO’KHOTIOTYMMHEHHOM IrpaMMaTHYECKOrO aHaIu3 JBYX
npenaoxkeHud. Pabora ¢ | HaBblKa MO JAHHBIM | CHEKTaKJIeH  pa3sHbIX
peLeH3usIMuU M. | Temam. Pa3Butue | pexxuccepoB no OJAHOU
bunnuarrona. DKCKypc B | MOHOJIOTMYECKOM M | M TOM JK€  IIbece.
TEOPHIO IIEpEBOAA JINaJIOTUYECKON [ToaroroButh
peur 1O 3aJaHHBIM | MMCbMEHHBIN u
TeMa. JUTEPATYPHBIN
nepeBoj peueHsuu M.
bwmHrTOHA.
I'epynnuii. CocnararensHoe | OtpaboTka Boinonnenue [IpoBepka
HakJIOHeHue. WHTepBbIO C | (PaMMaTHYECKOTO U | rpaMMaTHYECKUX YIpaKHEHUH,
pexuccepoM. TearpanbHble | JIEKCHUECKOTO yIpaxHeHUH 0 | KOHTPOJIb
becTuBay. HABBIKOB IO TEMaM. | U3y4acMbIM  TE€MaM. | MOHOJOTHYECKOU
PazsuTne ITonroroBuTh OTYET O | M
MOHOJIOTHYECKON U | TeaTpajJbHOM JAJIOTHYECKOM
IUAJIOTUYECKOU (decrunae, peun o
peur MO 3aJlaHHBIM | T€aTPaIbHOM MPEII0KEHHBIM
TeMa. COOBITHH. TEMaM.
[ToBTOpEHUE [ToaroroBuTh
rpaMMaTH4ECKOIr0 cooO1eHue Ha
Marepuana. JlureparypHbli AQHIJIMMCKOM A3BIKE
MHCbMEHHBIN TIEPEBO/T «Mos JTATIIIOMHAS
TEKCTOB C aHITIMMCKOro Ha pabotay, «JIroOUMBIH
pycckuii a3bik. [loaroroBka pexuccep»

K 9K3aMEHY.

6.3.

[lepeuens Tem (3amanus) s KypcoBOi pabOTHI

BrinonHeHue KypcoBoil paboThl HE MPEYCMOTPEHO.

6.4.

WNuble MmaTepuansl (0 YCMOTPEHUIO MPETO1aBaTeNs )

[TepeueHpb yueOHO-METOAMUECKOTO 00ECIICUEHUS IS CAMOCTOSTEILHON PaOOTHI
00yJaromuXxcs Mo AUCIUTUIINHE!

— BWJICO3AIMCHU CIIEKTaKJIeH, (PUIBMOB M MacTEeP-KJIaCCOB Ha aHTJIMHCKOM SI3BIKE

— MaTepHAaJIbl JJII Ay IUPOBAHUS
OGpa3oBarenbHbIE TEXHOJIOTHUU




Peanu3zanuss KOMIETEHTHOTO MOJXOJa MPEAyCMaTpPUBAET LIMPOKOE MCIOIb30BAaHUE B
y4eOHOM TMporecce aKTHBHBIX (OpPM TPOBEJCHUS 3aHATUH, B COYCTAHHH C
BHeayquTOpHOU paboroit. Ilpenmonaraercss MIHUPOKOE MCHOJIb30BAHUE YUAIIUMUCS
MHTEPHET- PECYPCOB U ayIMO- U BHIEOMATEPHUAIIOB.

1. OlIeHO‘{HbIe CpeacTrBa 1Jid NPOBECACHUSA TEKYIET0 KOHTPOJISA U
l'[pOMe)KyTO‘IHOﬁ arrecranuu oﬁyqaloumxca

7.1 IIlpuMepHbIE OLICHOYHBIE CPEACTBA, BKIIOYAS 3aJaHUs Uil IPOBEACHUS TEKYILETO
KOHTPOJISI U TMPOMEKYTOUYHOM aTTecTalli OO0YyYaloIUXCAd MO TUCHUIUIMHE (MOIYIIO)
npuBeeHbl B [Ipunoxkennn 1 k pabodeii mporpamMme TUCITUTUTHHBL.

7.2 OrieHOYHBIE CpEeACTBA IS MPOBEACHUS MPOMEKYTOUHOM  aTTeCTaIuu
00y4Yaromuxcs Mo AUCHUIIIHHE (MOIYIIO) BKIIOYAIOT CIASAYIOIIUE Pa3/Ieibl:

- IepeyeHb KOMIETeHIHH, (OpMHUpPYEMBIX B TMPOLIECCE OCBOCHUS YyueOHOMU
JMCIUTLIINHEL,

- OMHCaHUE MoKa3arelied U KPUTEPUEB OIICHUBAHUS KOMIIECTEHIIUN, ONMUCAHHUE IITKAJ
OILICHUBAHHS,

- TUTIOBBIE KOHTPOJIbHBIC 3aaHUs I WHBIE MaTeprajIbl, HEOOXOAUMBIC IS OLIEHKU
pe3yibTaTOB OOyYEeHHS 10 YYeOHOW AUCIUIIIMHE, OOECIEeUHBAIONIUX JOCTH)KCHHUE
MJIAHUPYEMBIX PE3yJIbTATOB OCBOCHHSI 00pa30BaTEIHLHOM MPOrPaAMMBI;

- METOJIMYECKUE MaTepHualbl, ONPECISIONINe MPOIEyphl OIICHUBAHUS PE3YIHTATOB
00ydeHUss MO y4yeOHOW IUCIHUILIMHE, OOCCIEeYMBAIOIINX JOCTIKCHHE IUTAaHUPYEMBIX
PE3yIbTATOB OCBOCHUSI 00pa30BaTEIHLHOMN MPOTPAMMEBIL.

8. IlepeueHb OCHOBHOI M IONOJHUTEIbHOM JUTEPATYPHI
8.1. OcHoBHas nuTEpaTypAa:
1. Hutu Bpemenu / [lutep bpyk . — MockBa : Aptuct. Pexuccep. Teatp, 2005 . —384 c. -
ISBN 5-87334-086-2 . anextponnas 6ubnuoreka TUTUC
2. The Empty Space [Tekct] = Ilycroe mpoctpanctBo / Peter Brook . — London :
Macgibbon & Kee, 1969 . — 141 p. — Ha anrn. s3. - ISBN 261 62604 3 .anexTpoHHast
oubnuoreka TUTUC
3. Carnicke, S. M. Checking Out Chekhov: A Guide to the Plays for Actors, Directors,
and Readers / S. M. Carnicke. — Brighton : , 2017. — 239 ¢. — ISBN 978-1-936235-91-
9. — Tekcr : anekTpoHHBIN / Jlanp : 3nexTpoHHO-OMOnuoTeynas cucrema. — URL:
https://e.lanbook.com/book/104141 (mata oOpamenus: 04.02.2022). — Pexxum gocrtyna:
JUIsl aBTOPU3. TI0JIb30BATEIICH.

8.2.  JlomomHuTenbHas IUTEpATypa

1. CrapoctoBa O.®. English on Stage (Aurmuiickuii Ha cuene). Yacte 2 YueOHoe
nocobue. Mocksa, u3n-so 'UTUC, 2014. —snextponnas oubnuoreka [ MTUC

2. CrapoctoBa O. ®. What We Know About Shakespeare: comprehension
textbook for students and postgraduates. M.: Poccuiickuii yHUBEPCUTET TEaTPaabHOTO
uckyccrtBa- TUTHUC,2015 .- 88 c.

3. BacumseBa E. A. Awnmmiickas rpammatuka. Camoe BaxkHoe. W3aaTenbcTBO
«[Ipocmext», 2015, 32 cTp. https://e.lanbook.com/book/61496

4. Aurmmiickuii s3pik uis rymanutapueB (B1-B2). English for Humanities : yueGHOe
nocobue mis By30oB / O. H. CrorameBa, A. B. bakynes, I'. A. IlaBnoBckas, E. M.
MykoBHukoBa. — MockBa : M3matensctBo IOpaiit, 2021. — 178 c¢. — (Bricmiee
obpazoBanme). — ISBN 978-5-534-14982-1. — Tekct : D2JIeKTpPOHHBIA //
Oo6paszoBatenbHas mwaTdopma FOpaiit [caiit]. — URL: https://urait.ru/bcode/486279



https://e.lanbook.com/book/61496
https://urait.ru/bcode/486279

5. IIBerkoBa, T. K. English Grammar Guide : yue6Hoe mocooue / T. K. [[BeTkoBa. —
Mocksa : Ilpocmekr, 2014. — 168 c. — ISBN 978-5-392-12486-2. — Tekcr :
AMEKTPOHHBIM // JlaHb :  2JeKTpoHHO-OMOMMoTewyHas  cuctema. —  URL:
https://e.lanbook.com/book/54914

6. I'ypees, B. A. Anrmmiickuii s3pik. ['pammaruka (B2) : y4eOHUK M MPaKTHUKyM ISt
By30B / B. A. I'ypeeB. — Mocksa : U3narensctBo HOpaiit, 2021. — 294 ¢. — (Beicuuee
obOpazoBanue). — ISBN 978-5-534-07464-2. https://urait.ru/author-course/angliyskiy-
yazyk-grammatika-b2-474588

7. Harypsa, M. M. AHrnuiickuii s36IK. JloMaliHee yTeHue : yaeOHoe mocoOue 11 By30B
/ M. M. llaTypsiH. — 2-¢ u3n., crep. — Mocksa : UznarensctBo Opaiit, 2021. — 214 c.
— (Bricmiee ob6pazoBanue). — ISBN 978-5-534-01392-4. — TekcT : 3MEKTPOHHBIHA //
Oo6paszoBatenpHas maTdopma FOpaiit [caiit]. — URL: https://urait.ru/bcode/470418

8. NBanoBa, O. A. English Grammar in use : yuebHO-MeToamueckoe mocodue / O. A.
MBanoBa. — 2-e m3a. — Mocksa : ®JIMHTA, 2016. — 142 ¢. — ISBN 978-5-9765-
2712-6. — TekcT : ANeKTpOoHHBIN // JlaHb : 3JIeKTpOHHO-OMOMMOTEUHas cucTeMa. —
URL: https://e.lanbook.com/book/83785

9. English grammar for university students : yue6Hoe mocobue / M. JI. BonoBukosa, E.
B. Manxeneesckasi, E. C. MunbkeBuu [u ap.]. — Poctos-na-Jlony : FODYVY, [0. r.]. —
Yacts 1 — 2016. — 132 c. — ISBN 978-5-9275-2027-5. — TekcT : anekTpoHHbIi //
Jlanp : AJIEKTPOHHO-OUOIMOTEUHAS cucTema. — URL:
https://e.lanbook.com/book/114535

10. Hnpuenko, O. C. Annmmiickuii s3eik ( B1-B2) : nekcuko-rpaMMaTHYeCKUi
NPAKTUKYM : yueOHo-meToauueckoe nocodue / O. C. Unpuenko. — Cankrt-IlerepOypr :
CIIoI'Y, 2020. — 264 c. — ISBN 978-5-288-06008-3. — Tekcr : anekTpoHHbIN // JlaHb :
aNIeKTpoHHO-0nOMoTeunas cucrema. — URL: https://e.lanbook.com/book/144199

9. Ilepeuenn pecypcoB HHPOPMAIMOHHO-TEIEKOMMYHUKANIMOHHOM ceTH
«HHTepHET»

Csenenus o Poccuiickom nacturyre tearpaibHoro uckycctsa — ' MUTUC, a taxxe
JIOKaJbHbIE HOPMATHBHBIE aKThl MHCTUTYTA, CBEACHUS 00 y4yeOHO-METOAUYECKOM U
MaTepUaIbHO-TEXHUUECKOM O00€CIeYeHUH O00pa30BaTeIbHBIX MPOrpaMM U JApyras
HeoOXoauMast HHGopMaIys coepikarcs Ha opuIaibHOM caiTe - hitps://www.qgitis.net/.

Uepes odummanbHblii  callT obOecrieuuBaeTcs JIOCTYN  OOydaromuxcs U
MEJarOTHYECKUX PaOOTHUKOB K Pa3IMUHBIM CEPBUCAM M CCHUJIKAM, HEOOXOAMMBIM ISt
BeJIeHUS1 00pa30BaTENIbHOIO MpolLiecca.

[Ipy wW3ydyeHMM  AUCHUIUIUHBI  PEKOMEHIYETCS  HCIOJb30BaTh  PECYpChl
WH()OPMaIIMOHHO-TEJICKOMMYHUKAIITMOHHOM ceTn «HTepHeTY:

Ha3zBaHue 31eKTpOHHOTO pecypca ceTh CchUlika Ha JIEKTPOHHBIN pecypc
WuTepHeT, BKIItOYast MpoQeccruoHaIbHbIe 0a3bl
JTAHHBIX
Fluent English — o6pa3oBarenbHbIit TPOEKT http://www/fluent-english.ru
Kynberypa PO https://www.culture.ru/
AHTTTUUCKHN SI3BIK.IU-BCE JIJIST M3YYAIONTUX SI3BIK http://www.english.language.ru
I'pamMaTHKa aHIJIMKACKOTO SA3bIKA http://www.mystudy.ru
The Theatre Times https://thetheatretimes.com/
Theatre -BBC Culture http://www.bbc.com/culture/tags/theatre

10. MeToauyeckue yKka3aHusi JAJsl 00y4alOMMUXCHA M0 OCBOEHUIO I CHUILINHBI
10.1. OcHoBHBIMH (opMaMH TIONYYEHUS ¢ 3aKpEeIUICHUS 3HAHUW TIO JaHHOU


https://e.lanbook.com/book/54914
https://urait.ru/author-course/angliyskiy-yazyk-grammatika-b2-474588
https://urait.ru/author-course/angliyskiy-yazyk-grammatika-b2-474588
https://e.lanbook.com/book/83785
https://www.gitis.net/
https://www.culture.ru/

JTUCHIUIUIMHE  SBISIOTCS  MPAKTUYECKUE  3aHATHS,  CaMOCTOsATENbHas  pabora
oOydJaromerocsi, B TOM UYHCIE€ TMOJ PYKOBOJCTBOM IIPEMOJIABATENsA, IMPOXOXKICHUE
TEKYIIET0 KOHTPOJISI yCIIEBAEMOCTH.

CamocrtosTenbHass paboTa BKIOYaeT B ce0d H3ydYeHHE Yy4eOHOU, ydeOHO-
METOAMYECKON W CIeIUaIbHOW JIMTEPaTyphl, BHITIOJHCHHE YMPAKHEHHUH, MOATOTOBKY
IIPE3CHTAIIMI, MOHOJIOTOB M JUAJIOTOB IO 3aJJaHHBIM TeMaM IS MIPAKTHUYCCKUX 3aHSATHH,
MOJITOTOBKY K TEKYIIEMY KOHTPOJIIO U TPOMEKYTOYHON aTTECTAITHIH.

Texymuit KOHTPOJb YCIIEBAEMOCTH IO YYEOHOM ITUCHUIUIMHE M TMPOMEKYTOYHAs
aTTeCTalusl OCYIIECTBJISIOTCS B COOTBETCTBHE C [lonokeHueM O TeKylleM KOHTpPOJe
YCTIEBAEMOCTH U IMTPOMEKYTOYHOM aTTECTAIIUU O0yUJaIOIINXCS, YTBEPKIACHHBIM ITPUKA30M
pexropa 'M'TUCa.

Hannuue B MHCTUTYTE 3IEKTpOHHOM MHGOPMAIMOHHO-00pa30BaTEIbHON CpEeJbl, a
TaKKe JIEKTPOHHBIX 00PA30BATENIbHBIX PECYPCOB MO3BOJISIET OCBAUBATH KypC MHBAIUIaM
u nuiaM ¢ OB3.

10.2. OcobGeHHOCTH OCBOCHHS YYeOHOH IUCHMIUIMHBI HWHBAIMJAAMH W JIUIAMH C
OTPaHUYCHHBIMHU BO3MOXKHOCTSIMU 37I0POBBS

OcobeHHOCTH OCBOCHHUSI y4eOHOW IUCHUIUIMHBI WHBaUIamMu u Jmmamu ¢ OB3
onpenenenbl B IlomoxxeHnn 00 opraHu3anuu OOyYEHHUS HWHBAIUIOB M CTYIACHTOB C
OTpaHUYEHHBIMU BO3MOKHOCTSIMH 37I0POBbS, YTBEPKICHHBIM ITPUKA30M PEKTOPA.

O6yuenne uHBanuaoB u Juil ¢ OB3 MoXeT oCymiecTBIATHCS HHAWBUIYAILHO, a
TaKkKe C MPUMEHEHHEM 3JICKTPOHHOTO OOYydYeHUs, AMCTAHIIMOHHBIX 00pa30BaTEIbHBIX
TEXHOJIOTHM.

dopMa NMpOBEIECHHSI NMPOMEKYTOUHOW aTTecTaluu s UHBanunoB u jauy ¢ OB3
YCTaHABJIMBACTCS C YYETOM WHIAMBUAYATBHBIX MCHXO(PU3MUECKUX 0COOCHHOCTEH (YCTHO,
MMMCbMEHHO Ha OyMare, MUCbMEHHO Ha KOMITbIOTEpE, B (hOpMe TECTUPOBAHUSA | T.1I1.). ITpu
HeoOXoauMoCcTH uHBanuIaM u JuiaMm ¢ OB3 npenoctaBiseTcs JTONMOJIHUTEIBHOE BpEeMs
JUIA TIOATOTOBKH OTBETA.

11. MeToauveckne peKOMeHAAIUN NMPENOAABATEII0 10 OPraHU3aluu
Y4eOHOro npouecca no JUCuuIJInHe

11.1. IlpenomaBanue ydeOHON IUCIUIIIMHBI OCYIIECTBISECTCS B COOTBETCTBHUU C
dbenepasbHBIMM  TOCYJAPCTBEHHBIMU  00pa30BaTEIbHBIMU  CTAaHJIApTaMU  BBICIIETO
00pa3zoBaHusl, C yU€TOM KOMIIETEHTHOCTHOTO TMOJIX0/1a K O0Y4YECHHIO.

[Ipu npoBeneHNH NPAaKTUYECKUX 3aHITUH, NPENoJaBaTellb JOJDKEH MPUIEPKUBATHCS
TEMaTUYECKOT0 IJIaHA JUCUHUIUINHBI, TpuBeneHHoro B PIIJ[. Pexomennyercs oOpatuthb
BHUMaHUE Ha BOMPOCHI W 3a/JaHUs, MPUMEHSIEMbIE TMPU OICHKE CHOPMUPOBAHHOCTH
KOMIIETEHIIMH B XOJ€ TEKYIIEro KOHTPOJIE M MPOMEKYTOUYHOM aTTECTallUd IO
JTUCITUIUIMHE, TIPU HEOOXOJIMMOCTH, pa300paTh aHAIOTMYHBIC 3aJaHUsl ¢ OOBSICHEHHEM
ocoOeHHocTel BbINoIHeHUA. CienyeT o0paTuTh BHUMaHUE 00yJYaloOIIUXCs Ha TO, YTO JIJIs
YCHENTHOW TOATOTOBKM K TPOMEXKYTOYHOM aTTeCTallud (3a4eTy WIM DK3aMEHY) OHU
JOJDKHBI M3YYUTh OCHOBHYIO U JIONOJIHUTEIBHYIO JIUTEpaTypy, CIHCOK KOTOPOM
npuseneH B PIIJI. Texkymuii KOHTpOJIb yCIIEBAEMOCTH M NPOMEKYTOUYHAsl aTTECTALMS
OCYIIECTBIISIFOTCS B COOTBETCTBUE ¢ [lo0KEeHNEeM 0 TeKyIleM KOHTPOJIe YCIIeBaeMOCTH U
MIPOMEXYTOYHON aTTECTAIIMH 00YUYaIONUXCsl, YTBEPKICHHBIM IPUKA30M PEKTOPA.

11.2. VunoBanmoHHble (OPMBI yUCOHBIX 3aHSATHI

B memsax pasButus y 0oOydYaromuxcsi HaBBIKOB ~ KOMAaHIHOM  paboOTHI,
MEXJIMYHOCTHOM KOMMYHHUKAlLlMM, CIOCOOHOCTH TPUHATHUS pEUICHUM, 3aHATHUSA 110
JTUCLUUIUIMHE OPUEHTHPOBAHBI KaK HA WHIWMBHUAYAJbHYIO, TaK U TPYNIOBYIO pabOTy C
00y4JarouMHKCS.



12. IlepeyeHb HHGOPMALHOHHBIX TEXHOJIOTHI, HCIO0JIb3YEeMbIX IPH OCYLIECTBJIEHUH
00pa30BaTeJbLHOIO NMPOLECCa 10 JUCIHHILTHHE

Kax b1l o0yqaromuiicss o0ecrieueH HHAUBUIYaTIbHBIM HEOIPAHUUYEHHBIM JJOCTYIIOM K
3NIeKTpOHHBIM OuOmmoreunsiM cucremMam ['MTUCa, conepxkamuM yuebHYI0, yuyeOHO-
METOJIMYECKYIO U MHYIO JINTEPATYPY MO U3yYaEMbIM JTUCHUIUIMHAM,

— MHMHpopmanMoHHbIE TEXHOJOTUH, HCIIOJIb3yEMble B 00pa30BATEIBLHOM IIpOLIECCE:
JI€MOHCTPALlMOHHBIE TEMaTUYECKUE MYJIbTUMEINA- U BUAEO- MaTepUasl U JIp.;

— TporpaMmsl, obecreunBaroIye 10CTyl B ceTb VHTepHeT;

— TporpaMMbl, 00eCHeurBaIONIUE JEMOHCTPALMI0 BUAEO MaTepuasoB (HarpuMep,
npourpeiBatenb « Windows Media Player»);

— TpOrpaMMBbl JJisl AEMOHCTPALMK U CO3[JaHus Ipe3eHTaluil (Hapumep, «Microsoft

PowerPointy).

13. MaTepuajnbHO-TeXHHYecKas 6a3a
No HanmenoBanue yaeOHBIX OGopynoBanue Ilepeuenr mporpamMMHOTO
/1 | MOMEIICHUN obecrieyeHusl

1 | YuebHnas ayIUTOpUs st | CTOJBI, CTYIBA, 1O Windows 10
MIPOBEACHUS JCKIIMOHHBIX, | HOYTOYK, I1O Microsoft office 2019
CEMHHAPCKUX M MPAKTHYCCKHUX | 3BYKOBOCIPOU3BOISAII
3aHATHUNA, TEKYIIEro KOHTPOJS U | asd anmaparypa mno
MIPOMEXKYTOYHOH aTTeCTaIUu: TpeOOBaHUIO;

Bueomnpoektop + I1K;
MapKepHas JJOCKa.

2 | Ilomemienus st | CTodsl, CTYJbS, I1O Windows; I1O
CaMOCTOSATEIbHON paboThl, | KOMITBIOTEPHI C Microsoft office 2019
OCHAIlleHHBbIE  KOMIMBbIOTepHOHU | «IHTepHET» U
TEXHUKOM C  BO3MOXKHOCTBIO | IOCTYIIOM B
MOIKJTIOUEHUS K CeTH | 00pa3oBaTEIbHYIO
«HTEepHET» W OO0ECIeYeHuEeM | Cpeny, MIa3MEHHBIH
JocTyna B AIIEKTPOHHYIO | TEJIEBU30D,

MH(}OPMALIMOHHO-
o0pa3oBaTeNbHYIO cpeny
OpraHH3aIH
3. | bubmuorexka, B Tom uwmcine | CTONBI, CTYIbA, 1O Windows
YUTAIIBHBINA 371 KOMITHIOTEPHI C ITO Microsoft Office 2019
nocrynoM K MaTeprer | [I0 Adobe Acrobat Reader
1 I0CTYIIOM B DNeKTPOHHO-OMOINOTEUHbIE
00pa30BaTeIbHYIO _ | cuctemsl «¥OpaiiT»,
Cpeay i HUTaTClIen | «Jlanwb», HOb
14. CBenenus o pa3padboTunkax
Pa3paboTtunk  paboueit  mporpaMMbl  JUCHUILIAHBIL: CT.  MpenojaBaTeib

dunmnmonosa JI.A.

15. Cgenenusi 00 yrBep:K1eHUHM 1 BHeceHNH n3MeHeHui B PI1/I

Pabouas nporpamma aucuuIuinHbl « THOCTpaHHBIH SI3BIK (aHTIIMICKUIA)» pa3paboTaHa
B cooTBeTcTBUU ¢ TpeboBanusimu GI'OC BO, paccMoTpeHa u ono0peHa Ha 3acelaHuu

KadenIpbl THOCTPAHHBIX S3BIKOB.



IIpunoxenue 1
K paboueil nporpamMme AUCHUTUTUHBI
«HOCTpaHHBIH SI3bIK (AHTTHHCKHUH S3BIK)>»

MUHUCTEPCTBO KYJIBTYPbI POCCUMCKOM ®EJEPAITN

®enepalibHOE TOCYAAPCTBEHHOE OIOKETHOE
_ 00pa3oBaTeIbHOE YUPEHKACHUE BBICLICTO 00pa3oBaHust
«POCCUUCKUU MHCTUTYT TEATPAJIBHOI'O UICKYCCTBA —TTUTUC»

OueHovHbIE CpeCcTBA N0 AUCHUIINHE
HNHocTpaHHblii A3BIK (AHTJIMHCKHH A3BIK)

HanpaneHue moAroToBK1/CleHaaIbHOCTh:
52.03.06 Ipamaryprusi

HanpasneHHocTh (po¢uiib) MporpamMmbl/ Crieluamn3aus:
JlpamaTyprusi TeaTpajJbHOIr0 HCKYCCTBa M KHHeMaTorpadga

YpoBeHb BBICIIETO 00OpPa30BaHUS:
O0axkajaBpuat



Ilepeyenb KoMmneTeHUMH, (POPMHUPYEMBIX B IPoLECCe OCBOEHUS Y4eOHOI
AMCUUIJINHBI

Koapbl NuaukaTopsl Pe3yabTarbl 0CBOCHUSA 1M CHUIINHBI
K‘:rll:l;w Ooyuarowuiica Ooyuarowuiica Ooyuarowuiica
OIon 3Haem ymeem é1aoeem
YK-4 | VK-4.1. -(popmbl peuu | -IIpeicTaBUTh ce0s; | -U3ydaeMbIM
Bri6upaet Ha (ycTHOM U | -BBIpaXKaTh CBOE€ | MHOCTPAHHBIM
rOCYJapCTBEHHOM | MMUCbMEHHOM) MHCHHUE; SI3BIKOM KakK
Y UHOCTPAHHOM (- | -OCOOCHHOCTH -OPUEHTUPOBATHCS B | LIETOCTHOM
BIX) SI3bIKAX OCHOBHEIX Pa3JIMYHBIX PEYEBBIX | CUCTEMOM, ero
KOMMYHUKATUBHO | (DYHKIIMOHAJIBHBIX CUTYalUSIX; OCHOBHBIMH
MIpUEMJIEMbIE CTHJICH; -IIOHUMAaTh rpaMMaTH4YE€CKUM
CTHJIb CJI0BOTO -hoHETHYECKHE OCHOBHOE Y KaTEeropusiMu;
oOuieHus, OCHOBBI SI3bIKQ; coZiepKaHue -ophosnuyeckoit
BepOaJIbHBIC U -IIpaBuJia YTeHUs | MPO(hEeCCHOHATBHBIX | HOPMOK
HeBepOaIbHBIC HW3y4aeMOoro s3bIKa; | TEKCTOB Ha | U3y4aeMoro
cpeacTBa -SI3bIKOBOM MaTepuas | KHOCTPAHHOM SI3BIKA;
B3aUMOJCHCTBHUSI pyccKoro U | S3BIKE;
C IapTHEpPaMH. HWHOCTPAHHOTO -BOCHPUHUMATH -HaBBIKAMH
VK-4.2. SI3bIKA, pa3IuYHbIC THUIIBI | KOMMYHHKALUH, B
Ucnons3yet HEOOXOIUMBIN U | peuu, BBIJICISASA B HUX | TOM  4YHCIE Ha
MH(OPMALMOHHO- | JOCTATOYHBIM /IS | 3HAYUMYIO MHOCTPAHHOM
KOMMYHHUKAIIMOH | OOIIeHus B | uHGOpPMAIIHIO; (pIX) s3BIKE (aX),
HBIC TCXHOJIOTHUU Pa3IMYHBIX CPENAX U | -BECTH OCHOBHEIC | JJISt
IIPHU TIOMCKE chepax PEYEBOH | THUIIBI Jauanora, | akaJleMHUYeCKOro
HEOOXOTMMOM JIESITEILHOCTH, cobmoasi  HOpPMHI | U
vH(OpMaIuy B -COBpPECMCHHBIC peYeBOro JTHKETA, C npodeccuoHanbH
nporecce KOMMYHUKATHBHBIE | y4eTOM oro
penieHust TEXHOJIOTHH, MEXKYJIbTYPHOT'O B3aUMOACUCTBUS,
CTaHIapTHBIX - pPEYEBOTO ITHUKETA,; - OCHOBHBIMU
KOMMYHUKaTUBH mpohecCHOHATBHYIO | -UCITIOJIB30BATh HaBBIKAMH
bIX 3aa4 Ha TCPMUHOJOTUIO Ha COBpPEMCHHBIC NepeBoaia C
roCyAapCTBEHHOM | U3Y4aeMOM SI3bIKE; uH()OPMAIIMOHHO- WHOCTPAHHOTO
Y UHOCTPAHHOM (- | -OCHOBHBIE KOMMYHUKATHBHbIE | WX Ha
bIX) SI3bIKaX rpaMMaTH4eCKHe cpejicTBa JUIst | THOCTPaHHBIN
VK-4.3. SI3BIKOBEIE pelieHus S3bIK, B TOM
HGMOHCTpI/IpyeT CTPYKTYPHI, KOMMYHUKATUBHBIX quclie 110
YMEHHE BBITOJIHATE | MO3BOJISIONIUE B | 3a1a4 Ha | podeccnoHanbH
IepeBOJI COOTBETCTBUU C | rocy1apCTBEHHOM M | OF TEMATHKE,
npodeccuoHanbHbl | HUIMH CTOUTh | HHOCTPAHHOM(-BIX) | - HaBbIKaMU
X TEKCTOB C | MIPCATIOKCHUA B | d3bIKaX, -IIPUMEHSITD BCACHHUA Auajora,
HHOCTPAHHOTO (- IIOBECCTBOBAaHUU u MOJIy4YCHHBIC 3HAHU:A IIOJINJIOra,
BIX) Ha | guanorax B cBoelt | - HaBBEIKAMH
FocyllapCTBeHHbIﬁ HpO(I)eCCHOHaHLHOﬁ O6IJ.I€HI/ISI Ha
SI3BIK 1 O6paTHO. TEATECIbHOCTH UHOCTpaHHOM
-JIOTUYECKHU A3BIKC B paMKax
BEICTpanBaTh CBOIO | IPOTPAMMBI
peus;
-TIEPEBOIUTH
MMMCHMCHHBIC

WCTOYHUKM 0a30BOTO
YPOBHS c




HUCIIOJIB30BaHHUEM

JICKCUKH

podeccCHoHATBLHOMI

2. Onucanue moka3sarteJie u KpUTEpUEB OLCHUBAHUS KOMHETCHHHﬁ, OonmucaHue
IIKaJ OHCHUBAHUA

YpoBenb chopMUPOBAHHOCTH KOMIIETEHIMH

Heoocmamounwti Ilopozoswii IIpoosunymutii Buvicoxuu
Kommerenuu ne Komnerenmn Kommerenmn Kommerennuu
c(OpMHUPOBAHBI. c(OpMHPOBAHEI. copMupoBaHbl. 3HaHUS | CHOPMHUPOBAHEI.
3uanus oTCyTCTBYIOT, | ChopMUpOBaHbI OOLIMpHBIE, CHCTEMHBIC. | 3HAHUS TBEPJIBIC,
YMCHHMSI M HaBBIKW He | 0a30BbIC 3HAHUS. YMeHust IpUMEHSIIOTCS K | BCECTOPOHHHE.
c(hOopMHUPOBaHbI YMmenus PEIIEHUIO TUTTOBBIX YMeHus ycremnrto
(dbparMeHTapHbI ¥ HE | 3aJaHUH. MPUMECHSFOTCS K
Bcerja gocrtatounsl | JlemoHcTpupyercs pEIIEeHUI0 KaK
JUTSL peleHust JIOCTATOYHBIA YPOBEHB TUTIOBBIX, TaK U
TUTIOBBIX 33JJaHUN. | MIPAKTUYECKUX HABBIKOB | HECTaHJAPTHBIX
JlemoHCTpUpYyETCS TBOPUYECKUX
HU3KHUI YPOBEHb 3a/laHuH.
MIPAKTUICCKHUX JemoHCTpUpYyeTCS
HaBBIKOB BBICOKHI YPOBEHB
MPAKTHICCKIX
HABBIKOB
Kputepuu oneHuBanus
Ooyuarowuiica Ooyuarowuiica Ooyuarowuiica Ooyuarowuiica
demoncmpupyem demoncmpupyem demoncmpupyem Jemoncmpupyem
po0OeIbl B 3HAHUSX 3HAHHUS OCHOBHOTO | MOJIHOE 3HaHHE Y4eOHOTO | BCECTOPOHHEE,
OCHOBHOT'O Y4eOHOro | yueOHOro MaTepuasa, yCHemHo CUCTEMATUYECKOE U
MaTepuana, MaTepuana B BBITIOJTHSIOIITIM r1yOoKOe 3HaHuE
JIOTTYCKaeT o0beme, MPEAYyCMOTPEHHBIE B y4eOHOT0
MPUHIIUITHATEHBIE HE0OXOIMMOM ISl | TIporpaMMe 3aJaHus, MaTepuaia, yMeHHe
OIMOKHY B JanbHENIIeTo MPOJIEMOHCTPUPOBABIIINM | CBOOOTHO
BBITIOJTHEHUH oOydeHus u HaBBIKU U YMEHUS, BBITIOTHSTH
MIPETYCMOTPEHHBIX MPEACTOSIIEH c(hOopMUPOBAHHOCTH 3a/1aHMS,
POrpaMMOit paboThI 1O KOMITETEHITHH, PETYCMOTPEHHBIE
3aJaHuH. CIICIMAJIBHOCTH, HeOOXOINMBIE IS MpOrpamMMoOH,
CIIPABUBIIUMCS C Oymymieit MIPOSIBUBIIIUM
BBITIOJTHCHUEM npodecCuoHATBHON TBOPYECKHE
OOJIBIIMHCTBA JeATETbHOCTH CIOCOOHOCTH,
3aJIaHuMH, YMEHHS U HaBBIKH,
MpeayCMOTPEHHBIX HEOOXO MBI IS
MIPOrpaMMoi, Oynymeit
HMMEIOIINX npohecCuOHANBHOM
OCHOBHBIC HAaBBIKU U NeSATeTbHOCTH
YMEHHSI,
HEeOOXOINMBIE IS
Oymymieit
npodecCuOHATBHON




JCATCIIBHOCTH

OIICHKa OIICHKAa OICHKA «X0po1I10» OIICHKA «OTJIHYHO»
«HEYIOBJIETBOPUTECIBHO0» | «KYAOBJECTBOPHUTEJIbHO»

HE 3a9YTCHO 3aYTCHO 3a4YTCHO 3a4YTECHO

3. TumnoBble KOHTPOJIbHbIE 32 IaHNS WJIN HHbIE MATEPHAJIbI, HEOOXOAMMBIE IS
OlIeHKH pPe3yJIbTATOB 00y4eHHs MO TUCIHUIIHHE.
3.1. IllpumepHble BAPHAHTHI 3aJJaHUM 1JIA TEKYIIEr0 KOHTPOJIS

Tema 1. IlonsiTHe 0 TPAHCKPUNIUU, MHTOHAIMHU. [loBTOpEeHMe rPyNIbI MPOCTHIX
BpeMeH (Simple Tenses). [lopsinok cjioB B aHTrIMiickoM npeaJio:xkeHun. UngpunuTus.
YucaureabHbie. Mectoumenus. Tunsl Bonpocos. IlpurskarenbHbiil nagex. Most
ouorpadus. Crpanbl 1 HanuoHaJAbHOCTH. [lopTpeT aKkTepa. BBenenue B
TeaTPAJIbHYIO JIEKCUKY.

1. Beinonnume mecm:
1.What are ___ plans for the coming weekend?
2.A -you B —yours C -your
3. you married?
A-is B-am C-are
4.The cake is so delicious. Can | have the restof _ ?
A-its B -it C-his
5.Lisa enjoys playing the piano. It’s  hobby.
A-her B—hers C-him
6.1 haven’t got a textbook. Don’t worry, you can use .
A-my B-mine C—-me
7. Thisis good idea.

A-- B-the C-a
8. Mydadis actor.

A-The B-a C-an

9. Volgais the longest river in Europe.

A- — — B-the,the C- the,— D —, the
10. New York is the biggest city in USA.
A — — B-the,the C-the,— D —, the

llepesedume na anenuiickuii A3vlK credyroujue NOHAMUL!
CueHna, nmapTep, aHTPAKT, 3aHABEC, IJIaBHAs POJib, 3arjiaBHas poJib, CLIEHOTpad,
pexuccep, peKBU3UT U T. 1.

Hanuwume gpopmul npowteduteco epemeru cnedyroujux HenpasuibHulx 2a20a08:
Jlymath, HAYMHATD, YUUTh, TOOEKIATH, TPUXOIUTD.

Packpotime ckobku, nocmagvme 2na2onvl 8 HyHCHOU Gopme.




They (start) work at 9:00 a.m.

He (take) a shower has breakfast and (go) to school.

He (take) his cat to the vet tomorrow.

She (live) in Moscow.

Tom (catch) the train to work every morning.

Kate (leave) the sports club late yesterday.

Nike (come) home (change) his clothes and (go) out again.
The children (walk) to school at 8:00 a.m. Yesterday.

Hanumume, HA KAKOM A3blKE cO060pAM 6 OaHHbIX cmpanax.
France- Spain- Russia- Italy-
Portugal-

beceoa no meme «My first visit to the theatre”

Tema 2. I'pynna Jlimtenbunix Bpemen. (Continuous Tenses).
Mopaabnbie riaroJbl. (Modal Verbs). IlaccuBublii 3a0r (Passive
\oice). AHaJIU3 CeKTaKJIsl (Teopusi U JIEKCHKA)
Bcmasvme 1S unu are:

There some milk in the cup.
There a big window to the left of the door.
There three rooms in our country house.

there three cups on the coffee-table?

____there a carpet on the floor?

BrinonnuTe Tect:

1.What are ___ plans for the coming weekend?

2.A -you B —yours C -your

3. you married?

A-is B-am C-are

4.The cake is so delicious. Can | have the restof _ ?
A-its B -it C- his

5.Lisa enjoys playing the piano. It’s  hobby.

A -her B—hers C-him

6.1 haven’t got a textbook. Don’t worry, you can use .
A-my B-mine C-me

7.  Thisis good idea.

A- - B-the C-a

8. My dad is actor.

A- The B-a C-an

0. . ___Volga is the longest river in Europe.

A- —,— B-the,the C- the,— D —, the

10. New York is the biggest city in USA.

A- —,— B-the,the C-the, — D —, the



Ilepesedume oanmvie 2nazonvHvle Popmbl U3 AKMUBHO20 341024 8 NACCUBHDIIL.
I....(play) computer games every day (active)

................................................. (passive)
She ....... (visit) London last year (active)
................................................. (passive)
I...... (read) a story tomorrow (active)
................................................. (passive)
We ....... (listening) to music now (active)
................................................. (passive)
You....... ( watch) TV at 7 o’clock yesterday (active)
................................................. (passive)
I....... Just ....... (do) my homework (active)
................................................. (passive)

By 6 o’clock yesterday he ...... ( water) the flowers (active)
................................................. (passive)

Iloozomosvme doknao no meme: «Analysis of the performance from all the
aspectsy

Tema 3. I'pynna CoBepmiennbix BpemeH (Perfect Tenses). KocBennas peunb
(Reported Speech). Coraacosanue Bpemen (Sequence of Tenses).
HpuaararenasHslie (Adjectives). Uctopus Tearpa. Y. llekcnup. E.
I'paToBckuii, K. CTanucaaBckuii)

Buvibepume npasunvHulli sapuanm:

3amanue 1.

Greg said that ... a new job.

he will need

he needed

would he need

3aganue 2.

Tim complained that he ... at four o’clock in the morning.

is working

will be working

was working

3ananue 3.

He said that he ... that film.

had already seen

has already seen



was seen

3ananue 4.

Anna explained to me that the hairdresser’s ... down the road.

is located

was located

locates

3aganue 5.

Charles said that he ... me the following day.

would have called

will call

would call

3aganue 6.

Bill asked me what ... for dinner the day before.

| have made

| had made

had | made

3aganue 7.

He said that If | ... Kathrin, she ... me.

ask / will help

have asked / would help

asked / would help

3aganue 8.

| was worried if ... enough space to buy a new TV set to my room.

| would have

would | have

| will have

3aganue 9.

Alex wondered if ... for the weekend at his place.

his sister will stay

his sister was going to stay

his sister is going to stay

3anganue 10.

[ wasn’t sure if my purchases ... or not and I didn’t know whom to ask about it.

delivered

had been delivered

will be delivered

Cocmasvme 60Nnpocsvl U3 OAHHbBIX COB.
1.you/rehearse/your role/when/i/came? 2. Julie/give/you/her e-mail
address/yesterday?3 Where/you/go/for/your honeymoon/ last year?

Pacxpoiime ckobxu, nocmagug 2nazoivl 8 HyxcHyo ghopmy 0is nepedadu
OyOywHOCmu Oeticmeust.

I’m sure the performance (to be successful). I think he (to come to the opening
performance). They (to rehearse) the whole morning. She (to enter) the Russian
Institute of Theatre Arts. The show (to start) at 7 p.m. we (to go) to the theatre



tomorrow (we ‘ve already bought the tickets). She (to play) this Saturday.

Buvibepume npasunvhslii 6apuanm:

When Mary school?
has, left

was, leave

did, leave

you your dog every morning?
Are, walking
Does, walk
Do, walk

My sister up at 6 am every day.
gets

IS getting

get

Choose the correct sentence:

When did he built this house?
When has he built this house?
When did he build this house?

Buibepume npasunbHwiii nepegoo:

Sl Kynui KHUTY Ha 3TOU HeJee.
a) | buy a book every week.

b) I’ll buy a book next week.

c) | bought a book last week.

d) I am buying a book now.

e) | have bought a book this week.

On Huxorna He Obu1 B [1apuke.
a) He did not be in Paris.

b) He has never been to Paris.
c) He was not in Paris.

d) He never was in Paris.

e) He has never be to Paris.
KTto Hanucan 3ty ctatbio?

a) Who wrote this article?
b) Who did write this article?



¢) Who has written this article?
d) Who has write this article?
e) Who has wrote this article?

ThI yKe ciyian HOBYIO IECHIO?

a) Have you listened to the new song already?
b) You have listened to the new song already?
c) You listened to the new song already?

d) Did you listen to the new song already?

e) Have you listen to the new song already?
OHna y’ke 1mo3aBTpakaia.

a) She had breakfast.

b) She has already had breakfast.

c) She has breakfast.

d) She has already have breakfast.

e) She have already had breakfast.

beceoa no meme: «My impressions of the performace | saw last»

Tema 4. YciaoBuble mnpemioxenus. Ciio:kHoe pomosneHue. CoBeplieHHO-
naureabHbie BpeMeHna (Perfect -Continuous Tenses). ZKanpsbl.

Ilepeseoume:

S He oxupana, 4TO BBl TaK MOTpscarolie OylneTre urparb B 3TOM CIIEKTaKIe.
[To3Bosib MHE MO3ApaBUTH T€OS C MpemMbepoil. Pexuccep mompocuil akTepoB HE
OMa3/bIBaTh Ha TEHEPAJIbHYIO PENETUIMIO. Sl MOYYBCTBOBAJ, UYTO KTO- TO B3I
MEHS 3a PYKY.

IIpouumaiime u npoanaiuzupytime UCnOIb308AHUE SPAMMANMUYECKUX BPEMEH 8
ouanoee branw u Cmennot uz nvecot T. Yunvsamca « Tpameati Kenanuey

Blanche:

What you are talking about is brutal desire- just- desire! The name of that streetcar
that bangs through the Quarter, up old narrow street and down another

Stella:

Haven’t you ever ridden on that car?

Blanch:

It brought me here. Where I’'m not wanted and where I’'m ashamed to be...

Stella:

Don’t you think your superior attitude is a bit out of place?

Blanch:

I am not being ok feeling at all superior. This is how I look at it. A man like that is
someone to go out with -once-twice.... But live with? Have a child by?

Stella:

| have told you I love him.

Blanch:

May I speak plainly?

Well — if you’ll forgive me-he’s common!! He acts like an animal, has an animal’s



habit! Eats like one, moves like one, talks like one. There’s even something ape-
like about him, like one of those pictures I’ve seen in anthropological studies!
Thousands of years have passed him right by, and there he is- Stanley Kowalsky-
survivor of the stone age! Maybe he’ll strike you or maybe grunt and kiss you! If
kisses have been discovered yet! Night falls and the other apes gather! Stella —
there’s been some progress since then! Such things as art-as poetry and music-
such kinds of new light have come into the world since then!
Bvinoanume mecm:

I haven’t been watching any films a week.

for

since

in

2. We have been studying English 10 years.

for

since

in

3. How long for me?

have you been waiting

have been you waiting

you have been waiting

4. He letters to her for 10 years.
has be writing

has been writing

has writing

5. What here for so long?
you have been doing

have you been doing

have you being done

Umenue u nepesoo ompuieka uz pomana C. Mosma « Teampy :

He still had at fifty-two a very good figure. As a young man, with a great mass of
curling chestnut hair, with a wonderful skin and large deep blue eyes, a straight
nose and small ears, he had been the best-looking actor on the English stage. The
only thing that slightly spoiled him was the thinness of his mouth. He was just six
foot tall and he had a gallant bearing. It was his obvious beauty that had engaged
him to go on the stage rather than to become a soldier like his father. Now his
chestnut hair was very grey, and he wore it much shorter; his face had broadened
and was a good deal lined; his skin no longer had the soft bloom of a peach and his
colour was high. But with his splendid eyes and his fine figure he was still a very
handsome man. Since his five years at the war he had adopted a military bearing,
so that if you had not known who he was (which was scarcely possible, for in one
way and another his photograph was always appearing in the illustrated papers)
you might have taken him for an officer of high rank. He boasted that his weight
had not changed since he was twenty, and for years, wet or fine, he had got up
every morning at eight to put on shorts and a sweater and have a run round



Regent's Park.

"The secretary told me you were rehearsing this morning, Miss Lambert," the
young man remarked. "Does that mean you're putting on a new play?"

"Not a bit of it," answered Michael. "We're playing to capacity."

"Michael thought we were getting a bit ragged, so he called a rehearsal.”

“I'm very glad | did. | found little bits of business had crept in that | hadn't given
them and a good many liberties were being taken with the text. I'm a great stickler
for saying the author's exact words, though, God knows, the words authors write
nowadays aren't much."

"If you'd like to come and see our play," Julia said graciously, "I'm sure Michael
will be delighted to give you some seats."

"I'd love to come again,” the young man answered eagerly. "I've seen it three
times already."

"You haven't?" cried Julia, with surprise, though she remembered perfectly that
Michael had already told her so. "Of course it's not a bad little play, it's served our
purpose very well, but | can't imagine anyone wanting to see it three times."

"It's not so much the play I went to see, it was your performance."

"I dragged that out of him all right,” thought Julia, and then aloud: "When we
read the play Michael was rather doubtful about it. He didn't think my part was
very good. You know, it's not really a star part. But | thought I could make
something out of it. Of course we had to cut the other woman a lot in rehearsals."

"l don't say we rewrote the play,"” said Michael, "but I can tell you it was a very
different play we produced from the one the author submitted to us."

"You're simply wonderful in it," the young man said.

Tema 5. Aprukiu. UnrepHannonaibHbie cjioBa. CiioBooOpazoBaHue.
HpI/IIIaTO‘{HLIe YCa0oBUSA U BpEMEHHU B CJIOZKHOIIOIYUHECHHOM NPEAJTOKCHUMN.
Pa6ora ¢ peuensusimu M. BUIJIMHITOHA. DKCKYPC B TEOPHUIO NepPeBOIa
Hanuwume cmenenu CPABHEHUA aaHHblx npuaazcanielibHblx.

Sad, happy, big, grey, far, honorable, bad, dry, near, old, complete, unusual.
Brilliant, lovely, little, ugly, low, productive, heavy, strong, slender, famous,
messy, polite.

Slow, remarkable, tall, young, good, hot, tasty, cheap, large, high, busy, many.

IIpooenavime mecm:

I. Choose the right variant

1. William Shakespeare ... Romeo and Juliet.
a) write

b) wrote

C) is written

2. “Oliver Twist” and “Domby and Son” ... by Charles Dickens.
a) Is written

b) are written

C) were written

3. In 1926 the theatre ... by fire.

a) is destroyed



b) was destroyed

c) destroyed

4. The shop ... at nine every day.

a) is opened

b) was opened

c) ¢) will be opened

5. William Shakespeare ... in Stratford-upon-Avon.

a) were born

b) is born

c) was born

6. London is the place where many famous writers ...

a) were born

b) is born

c) was born

7. Many great writers ... in Westminster Abbey.

a) are buried

b) buried

c) were buried

8. The Poet’s Corner .... by many people.

a) was known

b) are known

c) is known

9. The English language .... all over the world.

a) speak

b) was spoken

C) is spoken

10. Jane Austen ... in the Bath between 1800 and 1806.

a) lived and worked

b) was lived and worked

c) live and work

11. 1........ go to see the doctor last week because | was very ill.

A) must

B) must to

C) had to

12. 1 could ......... bought that car but I didn't have enough money to pay for the

petrol.

A) had

B) have

C) have to

13.1......... go now because | am already late for my class.

A) must

B) had

C) have to

14. 1 may ......... able to come to your party if | have the time.
A) be
B) being



C) being to
15. Do you ......... clean the house every day or every week?
A) must
B) have
C) have to
16. 1 ......... speak French without a problem now because | have had many lessons.
A) may
B) can
C) have
17. They ......... do their homework today because it is a holiday at the school.
A) must not
B) don’t have
C) don’t have to
18. 1 ......... help you with your shopping because you have a lot of bags.
A) ought
B) ought to
C) thought
19. When will you ......... come and see us in our new house?
A) can
B) be able to
C) have to
20. I may ......... go to Paris next week because there is a very big exhibition there.
A) have
B) have to
C) had

Variant B
1. Burn’s poems ....all over the world.
a) recited
b) are recited
C) is recited
2. Shakespeare’s works ...read all over the world.
a) is read
b) were read
c) are read
3. Yesterday I ... a very interesting book.
a)read
b) am reading
c) am read
4. The State Turgenev Museum ....in the author’s native town of Oriol.
a) open
b) opened
Cc) was opened
5. William the Conqueror ...the Tower of London in the 11th century.
a) build
b) built



c) was built
6. St Paul’s Cathedral .... by Sir Christopher Wren in the 17th century.
a) build
b) were built
c)was built
7. Columbus ... America.
a) discovered
b) discover
c) is discovered
8. Italian ... in Italy.
a) are spoken
b) is spoke
C) is spoken
9. Da Vinci ... the Mona Lisa
a) painted
b) is painted
C) paint
10. Penicillin ... by Fleming.
a) is discover
b) was discovered
c) discovered
11. 1......... be really mean to her, but | don't want to treat her like that.
A) need
B) could
C) could have
12. You ......... follow the law or you will go to jail.
A) could have
B) need
C) must
13.1......... go to the wedding. I have to work on the same day.
A) could have
B) need
C) can’t
14. 1 really ......... be angry with him. It's not his fault
A) haven’t
B) shouldn’t
C) couldn’t have
15.1......... go to Hawaii this year. I've almost saved up enough money for the

A) might
B) don’t have
C) need
16. She ......... speak for a moment. She was too emotional.
A) must have
B) should
C) couldn’t



17. Do you ......... to work on Sundays?
A) have
B) must
C) should
18.1......... to pay for this traffic ticket on time.
A) have
B) must
C) should
19. 1t ......... rain tomorrow. The weather forecast doesn't look good right now.
A) might
B) have
C) need
20. Let's go fishing tomorrow. Do you think you ......... come over at 5 am so we
can get on the lake early in the morning?
A) can
B) need
C) have
Buvibepume npasunvhulii sapuanm.
Greg said that ... a new job.
he will need
he needed
would he need
Tim complained that he ... at four o’clock in the morning.
IS working
will be working
was working
He said that he ... that film.
had already seen
has already seen
was seen
Anna explained to me that the hairdresser’s ... down the road.
is located
was located
locates
Charles said that he ... me the following day.
would have called
will call
would call
Bill asked me what ... for dinner the day before.
| have made
| had made
had | made
He said that If I ... Kathrin, she ... me.
ask / will help
have asked / would help
asked / would help



| was worried if ... enough space to buy a new TV set to my room.
| would have

would | have

| will have

Alex wondered if ... for the weekend at his place.

his sister will stay

his sister was going to stay

his sister is going to stay

Pam asked him why he ... his job.

wanted to leaving

wants to leave

wanted to leaveHe said the bus ... a little late that day.

will be

might be

can be

It was very late, so | ... to bed.

say | am going

said | go

said | was going

Tema 6. I'epynamii. CociararejibHoe HaKJI0HeHHe. UHTEPBBIO ¢ peKUCCEPOM.
TeaTpanbHble decTUBAIIN.

[lepeBenuTe MHTEPBBIO C AHIVIMMCKOTO HA PYCCKUN

Nancho: Among all the institutions collectively known as “Japanese culture”
today, the few indigenous ones are actually the dramatic forms — kabuki, bunraku,
noh, even ankoku buyo. And despite what you see on television, there is a lot of
dramatic talent in this country, like Britain perhaps. What does it mean when a
culture or a country has a high “histrionic quotient” or level of thespian ability?

Peter Brook: | remember a number of years ago an English actor saying to me that
he felt that there was something very much in common between England and Japan
in relation to acting. He said that one of the reasons why the English are normally
more gifted for acting than Latin countries is that any Latin, as everyone knows,
acts naturally. He has no inhibition whatsoever about immediately and completely
expressing himself outwardly. There is nothing that holds him back. This absence
of resistance, of course, leads to bad art. It leads to natural communication, but no
need for the creative act that comes from difficulty and friction. And he said that
the English paradox, that the English who are normally not considered a theatrical
nation, a theatrical people, can express themselves through the theatre because
there is a meeting between two opposing impulses — an inner impulse that wishes
to express itself powerfully outwards, and an inhibiting influence that prevents that
through the nature of the education and culture. And he said there is the same thing
to be found in Japan, where you have this tremendous meeting between two
opposing pressures: the pressure to express outwardly and the pressure not to



express outwardly. And this produces a very intense need to create, not easy forms,
but in the end, difficult forms. I think this analysis is very convincing.

Do you think the Japanese theatre traditions have anything to offer to modern
theatre, or are they simply traditions?

PB: The answer can’t be yes or no. Everywhere in the world there are traditions,
traditional theatre. When | started working in England there was a Shakespeare
tradition. It was abominable. There wasn’t anything whatsoever to be preserved or
respected, and it had nothing to do with Shakespeare anyway. On the other hand,
you come to these great traditions — the Noh, the bunraku, kabuki — and one has to
salute and respect some of the greatest forms the world’s theatre has ever known,
forms of extraordinary beauty, making enormous demands which, to begin with,
set a standard of quality, of pure quality, quality on all levels. Most of all in the
bunraku, for the simple reason that, apart from the quality of the image, there is
something which has to be brought to life every time — this incredibly fine, living
interrelation between the operators and the puppets. This is something in the
present, like in a martial art. This is not something that exists in the past, because
however long bunraku operators have been operating, in each performance they
have to rediscover that extraordinary interrelationship between their teams, the
dolls that they are bringing to life, and the actions that the dolls make together. It is
a supreme exercise, quite apart from the story that it is telling, This sets a standard
for the body, for the sensitivity, for the lightness and quickness and execution of all
actors in all styles all over the world. — It is a peak in interrelation, in teamwork, in
group feeling, requiring the highest level of bodily, emotional and intellectual
sensitivity. In that way it is not just a monument, but a monument in terms of its
life for each performance.

But from another point of view, one can’t say that any pictorial form that has
become frozen can truly express what is needed to be expressed in the present day.
You can relate it also to similar forms in India and Southeast Asia. These forms are
there to be admired in the way that you can admire great works of art in a museum,
which are very important, or great works of music from the past, as showing a
degree of quality that today, when our general sense of quality is so low, it’s very
hard to reach. They have to be there and they have to be preserved in as living a
form as possible, but they mustn’t be thought to be a substitute for the obligation
there is to find the present form.

In the Japanese tradition one sees this renewal into the present in an immensely
interesting way in fashion design, where without the great beauty of traditional
Japanese dress being in any way challenged, the great designers of today have
found a true renewal, using methods, materials and a vision that comes out of the
present day, yet doesn’t deny their heritage.

Bvibepume npasunvuwiii gapuanm:
If the weather were fine, they ... out of town.



go

would go
gone
had gone

If he had enough money, he ... there long ago.
went

would have gone

have gone

would go

If I ... their language, I could understand what they were saying.
had known
will know
know
knew
We ... win the cup If we keep playing this well.
will
are
are winning
could have

If I ... noticed Nick, I would have stopped him.

had
have
would have

If I ... you, I would apologize to her.
was

had been

were

will be

If you live in Australia, January ... in the middle of summer.
IS

was

will be

would be

We’ll just go to another restaurant if this one ... fully occupied.
is

will

will be

has



If I ... a taxi, I would have been there in time.
had took

took

had taken

have taken

It will save us time and money if we ... the hotel and flight together.
booked

had booked

book

will book

Tema 7.

IHoBTOpEeHHe rpaMMaTHYECKOro MaTepuasia. JlureparypHblid NUCbMEHHbIN
nmepeBoa TEKCTOB € AHIJIMMCKOI'0 HA pyCCKI/Iﬁ A3bIK. HOI[FOTOBKa K 3K3aM€EHYy.
Buvinonnume mecm:

If I ..... old people, I ..... them.

see, will help

will see, will help

see, helped

will see, help

Bonpoc Ne 2

She ..... the piano when | opened the door.
played

has been playing

had played

was playing

Bompoc Ne 3

My mum .....since early morning.

did washing

has done washing

is doing washing

has been doing washing

Bompoc Ne 4

She ,,,,,, tennis for several hours now.
has played

has been played

has been playing

plays

Bomnpoc Ne 5

Look at this girl! She ..... so nice!
skates

Is skating

has been skating

skated



Bormpoc Ne 6
The local news ..................... at 7.00 every morning.
IS starting

has been starting

starts

start
Bompoc Ne 7

- Are you going for awalk? - | ..... all my hometasks.
did

have done

am doing

has done

Bomnpoc Ne 8

Last Sunday my parents ................. to the concert hall.
went

were going

have gone

have been going

Bomnpoc Ne 9

My sister ,,,,,, to University by bus, but today she ...... on foot.
has gone, goes

IS going, goes

goes, is going

goes, has been going

Bompoc Ne 10

Tom looks very tired because he ..... in the garden all the morning.
has been working

Is working

has worked

worked

Buvibepume npasunvhwiii eapuanm:

3amanue 1.

Greg said that ... a new job.

he will need

he needed

would he need

3aganue 2.

Tim complained that he ... at four o’clock in the morning.
is working

will be working

was working

3aganue 3.

He said that he ... that film.

had already seen

has already seen

was seen



3amanue 4.

Anna explained to me that the hairdresser’s ... down the road.
is located

was located

locates

3aganue 5.

Charles said that he ... me the following day.
would have called

will call

would call

3aganue 6.

Bill asked me what ... for dinner the day before.

| have made

| had made

had | made

3aganue 7.

He said that If I ... Kathrin, she ... me.

ask / will help

have asked / would help

asked / would help

3aganue 8.

| was worried if ... enough space to buy a new TV set to my room.
| would have

would | have

I will have

3aganue 9.

Alex wondered if ... for the weekend at his place.
his sister will stay

his sister was going to stay

his sister is going to stay

3aganue 10.

I wasn’t sure if my purchases ... or not and I didn’t know whom to ask about it.
delivered

had been delivered

will be delivered

3.2. TlpumepHble Bompochl (3aJaHusl) AJsl TNOATOTOBKH K MPOMEKYTOYHOI
arrecTanum (K 3K3aMeHy/3a4eTy)

1 cemecTp (3auer)

IIpouumatime u nepesedume mekcm:

PLAYWRIGHTS AND WRITERS OF PLAYS

The play text is a spur to production. Most managers, directors,producers or
committees who wish to mount drama begin bylooking at a playwright’s written
script. In other words, in thehuge majority of cases, the source of the final



production’s primary ideas is the playwright.The playwright is not like other
writers in that her basic workmust be entirely cast in dialogue. Of course this is
only partially true, because she may describe the scenery, indicate the music, add
stage directions to the script, and so on. But initially, and unlikethe novelist, say,
she has only spoken words to work with. This ismore problematic than might be
imagined, because people actuallysay what they mean comparatively rarely:
‘Goodbye’ may concealheartbreak, or it may conceal delight that the other person
isleaving. Rarely does it mean no more than it says. ‘Have a cup ofcoffee,” might
be a phrase used by a character who wishes to stallanother; it might be genuine
hospitality; or it might be the firstmove in a seduction scene. The playwright
Heiner Mu“ller (1929-95) remarked that when the eastern part of Germany was
ruled by acommunist dictatorship, even ‘Guten Tag’ (‘good morning”) sounded
like a lie! The playwright’s text, therefore, carries a ‘subtext’which is where the
‘real” drama happens.

Hepecxaofcume meKkcm.

The person who directs the preparation of a play at the theatre is a director. Sometimes
the playwright, who wrote the play, works with him.

One of the first things to be done is to choose the cast, the actors and actresses to play in
the performance. Sometimes it is not so easy to find the actors whom the playwright
wants. For this purpose, the auditions are held at which actors perform short pieces and
the most suitable are chosen for the parts in the play. Before the play is performed in
front of an audition of hundreds of spectators, of course there are a lot of rehearsals At
first, the first night! When the curtain goes down at the end, will there be enthusiastic
applause or silence? Will the newspaper review be good or bad? What will the critics
think? Everyone hopes for a hit that will run for months or even years, but the play might
be a flop and only last a few days. It’s hard work in the theatre. There are evening
performance six nights a week and afternoon shows, called matinee once or twice as
well.

Omeemovme na 6‘01’lpOCbl:

1) Who writes the play?

2) What do the actors do during the auditions?

3) How is the afternoon show called? A letter to a young actor
Ilepesedume cnedyrowue npeonorHceHus.:

1910 cambiii ycnemHbld cnekTakib B MockBe. 2. EBrenuii MupOHOB OuYeHb
TaJlaHTAUBbIN akTep. 3. B Poccun MHOro pamaTHUecKuX U My3bIKaJIbHBIX TeaTpoB. 4.Ha
3TOM (hecTHBae MHOTO YYaCTHHKOB M3 pasHbIX cTpaH: ®panuuu, Aurmuu, ['epmanuu,
[Mopryranuu, Utanuu, Mcnianuu u ta. 5. B y MeHs MHOTO Haei. 6. Y 3Toro akrepa MHOIO
XOPOIIUX POJIEH.

Beceowvi no meme:



«Portrait of an actor»

CemecTp 2. (3auer)

beceoa no meme: «Analysis of the performance»
Ilpouumatime u nepesedume mexcm:

Furthermore, drama does not relate its story, it presents it. This means that it — like real
life — operates in time and space. These need some elucidation. First, the action of the
play moves through time: one thing happens after another. Love is consummated, and
then decays. Achievement is nullified by death. In this sense the play wright resembles a
composer, whose works also move through20 the text time, from the opening bars to the
dying fall. Time is therefore avital tool in the playwright’s bag. She can create urgency,
or suspense,by drawing attention to it. The action is regulated by varying tempos, and
the playwright manipulates time, for instance, by setting up a climax in advance, or
hinting at what is to come. But, second, the playwright’s action also moves through
space: one person encounters another. The chase moves from one place to another, and
on to a third. The playwright is in this sense like an architect, concerned with the way
spaces are arranged, vistas perceived, and how people can negotiate these. In the drama,
it is the playwright who decides the setting for the scene, and which characters will be
present— and therefore those who will be absent. She can make one character overhear
another, speak to an absent friend on the telephone (or by a letter brought by a
messenger), or pretend to exit. The time—space nexus provides an unspoken but ever-
present tension between what a character does and what she says, or between what we as
an audience see and what we hear. The playwright’s ability to manipulate this time space
nexus is perhaps her single most telling skill

Hepecxaofcume mexkcm.
Plot

The plot of a play is the basic structure, as well as the message of the play. It is
basically, what the play entails. There are two basic structures for a play plot —
linear and non-linear. Linear plots play out in chronological order; non-linear plots
have "flash backs”, and take place at different points in time, not in chronological
order. A plot summary, or a basic overview of the plot, is necessary in most play
analysis.

Characters

These elements of the play bring the story to live. They are the integral elements
by which the story revolves. The relationships between the different roles are vital
to the overall mood and message of the work. There are main characters that play
vital roles in the plot of the play, and secondary characters that are there to help set
a mood.

Language



The way that the characters talk — the type of language they use, formal,
conversational, etc. — provides a lot of insight into the environment the characters
inhabit. It deepens the plot, making it more consistent with the period and mood.

Setting

The setting generally adds relevance and richness to the environment of the
performance.

Main Idea

This is the message of the play, or the point of the play. What was the playwright
trying to get across with his or her work? That is the main idea of the play.

Performance

This is the execution of a live rendition of a written play. Here one must take into
account acting, directing, staging and more.

Writing steps of a drama essay
a. Be specific about your drama essay topic

b. Create an outline with concise sentences. The outline will help keep the
content of the paper in a logical order and create an organized overview of the

paper.

C. Do not rely on just one source when writing the paper. Reading other play
analysis might help you come up with ideas of your own. There can be many
different themes of a play, decide what type of theme interest you the most.

d. Assure that each of your main ideas are strongly supported
e. Remember to cite when appropriate.
Ilepeseoume npeonosicenus:

1.B HameM ropoje MHOrO HOBBIX JPaMAaTHYECKUX TEaTPoOB C XOPOIIUM
penieptyapom. 2. bosbioi TeaTp mnpesjiaraeT 3pUTENsIM ONEPHBIA MOCTAHOBKU U
OanmetHbie crekTakiu. 3. Bc. Meiiepxonbn paboTasi BO MHOTHX TeaTpaTbHBIX
MPOEKTaxX Kak pexuccep U akrep. 4. S HUKOrAa HE XOXKY B TeaTrp OJUH, i
IIPUTJIALIAK0 CBOMX JIpy3er. 5. f celuac npoJrOCUPYIO OY€Hb UHTEPECHBIN MPOECKT.

Cemectp 3. (3auer)

beceoa no meme: «My impressions of the shows
Ilpouumaiime u nepesedume mexcm.

Konstantin Stanislavsky is the father of modern acting. His desire to “live” a role
rather than “perform” a role has influenced every acting technique we know today.



Stanislavsky wrote detailed notes as he developed his acting system. These notes
became a series of books—“An Actor Prepares,” “Building a Character,” and
“Creating a Role”—that became the foundational text for training actors in Russia
and the United States. Stanislavsky worked on his acting techniques from 1888
until he died in 1938. But he developed them in Russia and wrote in Russian.
Many of his earliest followers learned Stanislavsky’s System from other actors
who studied at his Moscow Art Theatre. Because Stanislavsky was continually
experimenting with new ideas—and because many of his students took his ideas
and developed their own interpretations of his teachings—it can be challenging to
pin down precisely what techniques are part of the System. To get a complete
picture, let’s take a deeper look at the man and his methods

HQPQCKCZ.WCMI’I’ZQ mekcm.

It can be difficult to go to the cinema in London, because there are too many films
and cinemas to choose from! Most of the central cinemas are around Leicester
Square, showing big blockbuster movies, you can walk around and see which films
take your fancy. There’s lots of information telling you what’s on if you look on
the Internet or in “The Time Out” magazine. But be warned — seeing a film can be
an expensive night out in the centre of the town! The cheapest cinema in Leicester
Square is ‘The Prince Charles’. This cinema often shows films a few weeks later
than some of the others, so if you don’t mind being a bit behind the times and want
to save a couple of pounds this could be the place for you. Leicester Square is also
the home of stars visiting their opening nights. People think (often out in the cold)
is worth a brief glimpse of Tom Cruise, Julia Roberts or Brad Pitt as they step out
of their limousines to attend the first night of their new movie.

Omeemvme Ha 601’lp00bl:

1) Why can it be difficult to go to the cinema in London?
2) Where are the most of the cinemas located?

3) What is the cheapest cinema in Leicester Square?
becena mo teme: «Tragedies and comedies of W.Shakespeare»
Cemectp 4 (3auer)

Ilpouumaiime u nepesedume mexkcm

The Happy Man

William Somerset Maugham

It is a dangerous thing to order the lives of others and I have often wondered at the
self-confidence of politicians, reformers and suchlike who are prepared to force ,
upon their fellows measures that must alter their manners, habits, and points of
view. | have always hesitated to give advice, for how can one advise another how
to act unless one knows that other as well as one knows oneself? Heaven knows, |
know little enough of myself: | know nothing of others. We can only guess at the
thoughts and emotions of our neighbours. Each one of us is a prisoner in a solitary



tower and he communicates with the other prisoners, who form mankind, by
conventional signs that have not quite the same meaning for them as for himself.
And life, unfortunately, is something that you can lead but once; mistakes are often
irreparable, and who am | that | should tell this one and that how he should lead it?
Life is a difficult business and | have found it hard enough to make my own a
complete and rounded thing; | have not been tempted to teach my neighbour what
he should do with his. But there are men who flounder at the journey's start, the
way before them is confused and hazardous, and on occasion, however
unwillingly, 1 have been forced to point the finger of fate. Sometimes men have
said to me, what shall 1 do with my life? and | have seen myself for a moment
wrapped in the dark cloak of Destiny.Once | know that I advised well.

| was a young man and | lived in a modest apartment in London near Victoria
Station. Late one afternoon, when | was beginning to think that | had worked
enough for that day, | heard a ring at the bell. | opened the door to a total stranger.
He asked me my name; | told him. He asked if he might come in.

‘Certainly.’

I led him into my sitting-room and begged him to sit down. He seemed a trifle
embarrassed. | offered him a cigarette and he had some difficulty in lighting it
without letting go of his hat. When he had satisfactorily achieved this feat | asked
him if | should not put it on a chair for him. He quickly did this and while doing it
dropped his umbrella.

| hope you don't mind my coming to see you like this," he said. ‘My name is
Stephens and | am a doctor. You're in the medical, | believe?’

‘Yes, but | don't practise!

'‘No, | know. I've just read a book of yours about Spain and | wanted to ask you
about it.'

‘It's not a very good book, I'm afraid.’

‘The fact remains that you know something about Spain and there's no one else |
know who does. And | thought perhaps you wouldn't mind giving me some
information!

'l shall be very glad.'

He was silent for a moment. He reached out for his hat and holding it in one hand
absentmindedly stroked it with the other. | surmised that it gave him confidence.

'l hope you won't think it very odd for a perfect stranger to talk to you like this." He
gave an apologetic laugh. 'I'm not going to tell you the story of my life.’

When people say this to me | always know that it is precisely what they are going
to do. I do not mind. In fact | rather like it



'l was brought up by two old aunts. I've never been anywhere. I've never done
anything. I've been married for six years. | have no children. I'm a medical officer
at the Camberwell Infirmary. | can't stick it any more.’

There was something very striking in the short, sharp sentences he used. They had
a forcible ring. | had not given him more than a cursory glance, but now I looked at
him with curiosity. He was a little man, thick-set and stout, of thirty perhaps, with
a round red face from which shone small, dark and very bright eyes. His black hair
was cropped close to a bullet-shaped head. He was dressed in a blue suit a good
deal the worse for wear. It was baggy at the knees and the pockets bulged untidily.

"You know what the duties are of a medical officer in an infirmary. One day is
pretty much like another. And that's all I've got to look forward to for the rest of
my life. Do you think it's worth it?'

'It's a means of livelihood,' | answered.
“Yes, | know. The money's pretty good'

'l don't exactly know why you've come to me.'

‘Well, I wanted to know whether you thought there would be any chance for an
English doctor in Spain?’

‘Why Spain?'
'l don't know, | just have a fancy for it'
‘It's not like Carmen, you know.'

'‘But there's sunshine there, and there's good wine, and there's colour, and there's air
you can breathe. Let me say what | have to say straight out. | heard by accident that
there was no English doctor in Seville. Do you think | could earn a living there? Is
it madness to give up a good safe job for an uncertainty?"

‘What does your wife think about it?'

‘She’s willing.'

'It's a great risk.'

'l know. But if you say take it, I will: if you say stay where you are, I'll stay.'

He was looking at me intently with those bright dark eyes of his and I knew that he
meant what he said. I reflected for a moment.

"Your whole future is concerned: you must decide for yourself. But this | can tell
you: if you don't want money but are content to earn just enough to keep body and
soul together, then go. For you will lead a wonderful life.’

He left me, I thought about him for a day or two, and then forgot. The episode
passed completely from my memory.



Many years later, fifteen at least, | happened to be in Seville and having some
trifling indisposition asked the hotel porter whether there was an English doctor in
the town. He said there was and gave me the address. | took a cab and as | drove up
to the house a little fat man came out of it. He hesitated when he caught sight of
me.

'Have you come to see me?' he said. 'I'm the English doctor.'

| explained my errand and he asked me to come in. He lived. in an ordinary
Spanish house, with a patio, and his consulting room which led out of it was
littered with papers, books, medical appliances, and lumber. The sight of it would
have startled a squeamish patient. We did our business and then | asked the doctor
what his fee was. He shook his head and smiled.

‘There's no fee.'
‘Why on earth not?'

‘Don't you remember me? Why, I'm here because of something you said to me.
You changed my whole life for me. I'm Stephens.’

| had not the least notion what he was talking about. He reminded me of our
interview, he repeated to me what we had said, and gradually, out of the night, a
dim recollection of the incident came back to me.

'l was wondering if I'd ever see you again,' he said, 'l was wondering if ever I'd
have a chance of thanking you for all you've done for me.’

'It's been a success then?'

| looked at him. He was very fat now and bald, but his eyes twinkled gaily and his
fleshy, red face bore an expression of perfect good-humour. The clothes he wore,
terribly shabby they were, had been made obviously by a Spanish tailor and his hat
was the widebrimmed sombrero of the Spaniard. He looked to me as though he
knew a good bottle of wine when he saw it. He had a dissipated, though entirely
sympathetic, appearance. You might have hesitated to let him remove your
appendix, but you could not have imagined a more delightful creature to drink a
glass of wine with

‘Surely you were married?' | said.

“Yes. My wife didn't like Spain, she went back to Camberwell, she was more at
home there.'



'Oh, I'm sorry for that'

His black eyes flashed a bacchanalian smile. He really had somewhat the look of a
young Silenus.

‘Life is full of compensations,' he murmured.

The words were hardly out of his mouth when a Spanish woman, no longer in her
first youth, but still boldly and voluptuously beautiful, appeared at the door. She
spoke to him in Spanish, and | could not fail to perceive that she was the mistress
of the house.

As he stood at the door to let me out he said to me:

"You told me when last | saw you that if | came here | should earn just enough
money to keep body and soul together, but that | should lead a wonderful life.
Well, | want to tell you that you were right. Poor | have been and poor I shall
always be, but by heaven I've enjoyed myself. | wouldn't exchange the life I've had
with that of any king in the world.’

Hepecxaafcume mekcm.
Charlie Chaplin

Sir Charles Spencer Chaplin was an English comic actor, filmmaker, and composer who
rose to fame in the silent era. Charlie Chaplin was born in London on April 16, 1889 as
the son of a poor variety artist and appeared on the stage when was a child. During a
tour in the USA in 1913 he was offered an engagement by the Keystone film company.
His role in the film ‘TheTramp" made him world famous during the 1920s. He also
played in such films as "The Child" and "The Gold Rush™ produced by United Artists, a
film company he founded in 1919 together with Mary Pickford and others. Chaplin
continued his performance when the "talkies" appeared and produced such film as
"Modern Times" and his masterpiece The Great Dictator”. Chaplin wrote, directed,
produced, edited, starred in, and composed the music for most of his films. He was a
perfectionist, and his financial independence enabled him to spend years on the
production of a picture.

CemecTp 5. (3auer)
beceoa no mewe:
«Comparative analysis of the same play staged by different directors»

lIpouumatime u nepesedume mexcm:



Miller was shaped by the Great Depression, which brought financial ruin onto his
father, a small manufacturer, and demonstrated to the young Miller the insecurity
of modern existence. After graduation from high school he worked in a warehouse.
With the money he earned he attended the University of Michigan (B.A., 1938),
where he began to write plays. His first public success was with Focus (1945; film
1962 [made-for-television]), a novel about anti-Semitism. All My Sons (1947; film
1948), a drama about a manufacturer of faulty war materials that strongly reflects
the influence of Henrik Ibsen, was his first important play. It won Miller a Tony
Award, and it was his first major collaboration with the director Elia Kazan, who
also won a Tony. Miller’s next play, Death of a Salesman, became one of the most
famous American plays of its period. It is the tragedy of Willy Loman, a man
destroyed by false values that are in large part the values of his society. For Miller,
it was important to place “the common man” at the centre of a tragedy. As he
wrote in 1949 :

The quality in such plays [i.e., tragedies] that does shake us...derives from the
underlying fear of being displaced, the disaster inherent in being torn away from
our chosen image of what and who we are in this world. Among us today this fear
IS as strong, and perhaps stronger, than it ever was. In fact, it is the common man
who knows this fear best. Miller had been exploring the ideas underlying Death of
a Salesman since he was a teenager, when he wrote a story about a Jewish
salesman; he also drew on memories of an uncle. He wrote the play in 1948, and it
opened in New York City, directed by Kazan, in February 1949. The play won a
Tony Award for best play and a Pulitzer Prize for drama, while Miller and Kazan
again each won individual Tonys, as author and director respectively. The play was
later adapted for the screen (1951 and several made-for-television versions) and
was revived several times on Broadway.

Retell the text:
Theatre superstitions

The average person might be somewhat superstitious with some things, but
thespians are known for their superstitious nature. The most well known

superstition involves Shakespeare’s “Macbeth” which is called “The Scottish play”
by the actors. The superstition says that the actors may suffer

bad luck if they mention the name of the play or recite quotes from the play. Of
course, it’s not good for an actor to perform a role in this play.

The Piccadilly Theatre boasted that according to The Guinness Book of Theatre
Records that they had the most disaster-struck production of the Scottish play.
John Gielgud (a famous British actor) starred in the play as an anonymous hero
and during its run at the Piccadilly theatre four actors died and the designer later
committed suicide. The theatre superstitions state:

Do not wish another actor good luck —instead saying “break a leg. This comes
from “bending a knee” for taking a bow.



Cemectp 6. (3auer)
beceoa no meme: «My experience of working at a theatre festival»
Ilpouumaiime u ompwvigox us unmepsywio c I1. bpykom:

You’ve spent many years celebrating Shakespeare, and presumably studying his
era and society. What is your position on the “pit question?” Did the common
people, the audience in the “pit,” really only come because of the few bawdy
scenes or obscene references, or was there a higher level of searching or
understanding among common audiences than we see today?

PB: Well, I don’t think that there is much area for controversy here. Shakespeare,
more than any other dramatist that we know, recognized the need to make what
happens on the stage a reflection of all forms of life. And by all forms, I mean both
philosophical life, spiritual life, inner life, intellectual life, sophisticated life, and
popular life — all as being interrelated facets of this great mass that we call living
experience.

Edward de Vere (1550-1604), 17th Earl of Oxford

And he knew — and this is something that I’ve found confirmed by experience all
through my life — that you can only do that if it is matched by a corresponding
audience. That you produce in the theatre just as much as your audience can
receive. So if you have an entirely academic audience, to satisfy them you produce
intellectual plays. If you have an entirely popular audience, in the lowest sense of
the word, you produce crude popular entertainment. Linking levels is one of the
hardest things in all human activities. But Shakespeare’s aim and his art was
constantly to engage each part of the audience at the same time. And very recently,
English poet Ted Hughes has written a penetrating book on Shakespeare, which
has yet to be published, in which he even analyzes this in terms of the single line.
How within one line of Shakespeare, he will use an elaborate word that most of the
audience could not understand, but which would excite the intellectuals who were
sitting close to the stage, and then by the use of the word “and” he would
immediately follow it by a second word, which turns the same sense into very
everyday use. And the two together, the elaborate word and the ordinary word put
side by side, give an excitement to both parts of the audience and, in a lightning
flash, both parts of the audience were equally involved.

I think that you’ll find that Shakespeare did something that we learn all the time in
the theatre, and which every orator knows as well, which is to never let any part of
your audience slip for too long. Because one recognizes that there is this
phenomenon in audiences — an audience that switches off. And the aim of all
theatre work is never to lose your audience for a moment. Because if you lose an
audience, even for a matter of seconds, it’s very hard to capture them again. And if



you look at the structure of Shakespeare’s plays, you can find that he alternates all
the time between one level and another. And, in this fluctuating movement, he
keeps in touch with everyone. There is an element of crude melodrama followed
by an element of sophisticated politics, and at once something else that comes in,
and something that refers to a very difficult idea.

You can take Hamlet. If you think that Hamlet is inexhaustible as a deep,
philosophical play, and yet it is totally accessible and eternally popular as one of
the most widely played pieces of dramatic writing in history. And there’s a perfect
example of how he could write for an enormous audience. He was only doing what
big film-making always strives to do, and which succeeds to a degree.

Very, very good films, on the whole, do bring together enormously different
people. And if you think of the very best American movies, there have been a great
number of extraordinary pictures that have played to, in New York for instance, to
very sophisticated people, and are then playing in remote parts of the Middle East
and Asia to very popular audiences. And all of them are held by the same film at
the same time, and yet they are seeing different aspects of it. That is the great
Shakespearean art and no one has outdone that.

Because the one thing that no one can deny about Shakespeare is that... Well, there
are two things you can’t deny. The popular nature is proven by statistics because of
the amount his works are played all over the world. But I don’t think that anyone
would say that in all writing there is anything spiritually and philosophically
deeper than what is in the core of Shakespeare’s writing. And there, there is no
concession. That the deepest ideas are expressed without being popularized or
cheapened. And for that there is no precedent in theatre writing. The only
equivalents are in novel writing. We have a writer like Dostoyevsky, who has also
those two sides, whose depth or thought go very deep, and yet whose form is
irresistible to a very, very wide audience for its dramatic intensity.

Cemectp 7 (9K3aMEH)
IIpouumatime u nepegedume mexcm:
About Stanislavsky

Who was Konstantin Stanislavsky? What did he really teach? He was a complete
man of the theatre. His teachings refer to voice, diction, dancing, singing, costume,
make up, wigs — all the different things that would change an actors’ shape, form
and size to make him suit his character better.

Stanislavsky conducted the rehearsals at the Moscow Art Theatre and directed the
plays himself. People who saw “The Marriage of Figaro” couldn’t forget this
bright comedy. Stanislavsky taught young actors to be natural onstage. When he
was asked about his system Stanislavsky used to state: “Create your own system.
Don't depend on mine. Make up something that will work for you. Keep breaking
the traditions. He liked saying “Love the art in yourself, not yourself in the art”.



Before Stanislavsky was born in 1863, Mikhail Shchepkin had already fought
against the artificial, declamatory style. The great actor of The Imperial Maly
Theatre was called “The Father of Realism”. Following his ideas Stanislavsky
began to work on a technique which helped an actor to create a live human being
onstage.

Answer the questions:

1) What did the Stanislavsky’s teachings refer?

2) In what theatre did Stanislavsky rehearse the plays with the actors?
3) What unforgettable roles did Stanislavsky play?

beceoa no mexcmy:
TRAGEDY

The word ‘tragedy’ in common usage today means little more thana sad or
unnecessarily unpleasant event: a motorway crash inwhich several people died is
described as a ‘tragedy’ in the newspapers; a promising career cut short by
cheating 1s described as‘tragic’. But in drama, the term ‘tragedy’ is specific, even
technical,and refers to a particular type of play.Discussion of tragedy as a dramatic
form must begin with theGreek scholar and philosopher, Aristotle (384-22 BCE).
In his smallbook — perhaps it is no more than lecture notes — known as ThePoetics,
he attempts a dispassionate, intellectual examination ofpoetry, focusing especially
on drama, and within drama on tragedy.He never saw the plays of Aeschylus
(c.525-456 BCE), Sophocles(c.496-06 BCE) and Euripides (c.485-07 BCE) — but
he read them closelyand tried to draw conclusions about what typifies their works.
Avristotle begins his examination with the assertion that poetry,like the other arts, is
an ‘imitation’ of life. By this, he does notmean that poetry, or the arts in general,
merely imitate the surfaceexperience of living day-to-day; he means that art
reproduces therhythms of life, it creates experiences which, if we enter into
them,are like the experiences of life. The sensitive spectator at a goodperformance
of Shakespeare’s As You Like It has an experiencesomething like ‘falling in love’:
the play imitates falling in love.The appreciative listener at a concert performance
of Beethoven’sEroica symphony experiences something like heroism, pride,
elation or triumph. For Aristotle, the purest form of poetic imitationis drama, and
the purest form of drama is tragedy.Aristotle says that: ‘Tragedy is an imitation of
an action that is admirable, complete and possesses magnitude; in language
madepleasurable ... performed by actors ... effecting through pity andfear the
purification of such emotions’ (Aristotle, Poetics, p. 10).This general definition,
especially the last clause, raises seriousissues which have been debated heatedly
over centuries, and evenmillennia, and to which we shall return. Before we enter
thatdebate, however, we should note Aristotle’s further observations.

He lists six elements of tragedy, as follows:



1 Plot, that is the action, the story, which, he adds, is enacted bypeople, actors, as
opposed to be being narrated or sung.

2 Character, the way a person behaves (for behaviour definescharacter); it is
important to note that tragedy, according toAristotle, deals with ‘the better type of
person’, that is royalty,generals, governors, people whose fate is of significance to
morethan just themselves;

3 Reason, the way plot and character are connected, the logic andcoherence of
what is presented, how what is shown is ‘likely tohappen’.

4 Diction, the speaking of the text.
5 Poetry, the poetic qualities of the text itself.

6 Spectacle, what you see on the stage.For Aristotle, the most important of these is
the plot, which is theimitation of action, the way the events, or incidents, are
organisedby the playwright. The primacy of plot over the other elements iswell
established:

Tragedy is not an imitation of persons, but of actions and of life. Wellbeing and ill-
being reside in action, and the goal of life is an activity,not a quality; people
possess certain qualities in accordance with theircharacter, but they achieve well-
being or its opposite on the basis of dramatic form 39 how they fare ... So the
events, i.e. the plot, are what tragedy is therefor, and that is the most important
thing of all.(Aristotle, Poetics, p. 11)Aristotle argues that it would be possible to
have a tragedy which contained action but no characters, but it would be
impossible to have a tragedy which included characters but no action. Action,
itmay be noted, is a very wide term, and includes reaction (howcharacters react to
events), for instance, as well as suffering, amusement, fear, and so on.The action
imitated, says Aristotle, evokes and purifies theemotions of fear and pity.
‘Purification’ is a translation of the vexedGreek word, katharsis. Katharsis was
originally a medical termwhich referred to the way the body gets rid of poison or
other harmful matter. Sometimes, with reference to drama, it has beentranslated as
a purging of fear and pity. The concept is elusive, butit appears to contain within it
for the spectator both fear (‘that couldhave been me’), and pity (the sorrow we feel
for another person inmisfortune). And after the event, when the tragedy has closed,
we feelcleansed, purged, by the experience. It is this cleansing that
tragedyperforms which defines the genre for Aristotle

beceoa no meme:. «My graduating work»
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