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1. Ieau u 3axa4m JUCHUATIIIMHBI

Heap AucHMIUIMHBI-QOPMHUPOBAHUE Y OOYYAIOMIMXCS OCHOBHBIX SI3BIKOBBIX
KOMIIETCHIIMM, a TaKXe CIHOCOOHOCTH MPUMEHSTh COBPEMEHHBbIE KOMMYHUKATHUBHBIE
TEXHOJIOTMM Ha HWHOCTPAHHOM SI3bIKE I aKaJeMHYECKOro U MpodhecCHOHATHLHOTO
B3aNMOJICHCTBHS.

JInst TOCTHMKEHUS TTOCTABIEHHOM LIEJIH PEIIAKOTCS CIEAYIOIIME 3aJa4HU:

- Io/I/Iep KaHKue paHee MPUOOPETEHHBIX HABBIKOB M YMEHUN WHOSI3BIYHOTO OOIIEHUS 1
WX MCTOJIb30BaHUE KaK 0a3bl JUIsl pa3BUTHSI KOMMYHUKATUBHON KOMIIETEHITUU B chepe
PO eCCHOHATBHOTO B3aUMOICHCTBHS,

— OBJIQJICHHE B IIOJIHOM OOBEME JIEKCHYSCKHM M TI'PaMMATHYCCKHM MaTepHaJIoOM,
MIPEJICTABIICHHOM B IPOTPAMME;

— OBJIQJICHUE HABBIKAMU CAMOCTOSITEJIBHOTO UTEHUS M TPAMMATHYE€CKOrO aHaIu3a
AyTEHTUYHBIX TEKCTOB;

— pacuigpeHue CIOBapHOrO  3amaca, HeoOXOIUMOTO
aKaJICMHUYECKOTO 1 PO ECCHOHATHLHOTO B3aUMOICHCTBHSI;

— pa3BUTHE yMEHUW U OMbITa OCYIIECTBICHHUS CaMOCTOATEIBHOW pPadOTHl 110
MOBBIIICHUIO YPOBHS BIIaJICHUSI MHOCTPAHHBIM SI3BIKOM B paMKax MpoQecCHOHATHLHOTO
B3aMOJIENCTBHS.

JUISL  OCYIIECTBJICHUS

2. IlepevyeHb MIIAHUPYEMBbIX Pe3yJIbTATOB 00y4eHHs MO0 AUCIHUILIHHE,
COOTHECEHHBIX C IVIAHUPYEMbIMH pe3yJIbTaTaAMHU OCBOCHUSI
o0pa3oBaTeJIbHOM NMPOrpaMMbl

2.1. KowmmnereHuun oOydvaronierocsi, (GoOpMHUpyeMble B pe3ylbTaTe OCBOCHUS
JUCLUIUIMHBI.
B pesynbTare m3yueHus AUCUUIUIMHBI OOydaroluiicss MOJDKEH o0ianaTh CIeAYIOIMMU
KOMIIETEHIIUSIMU (pe3yJIbTaTaMU OCBOEHUSI 00pa30BaTENIbHOM POrpaMMBl):
VYK-4. CnocobeH npuMEHSTh COBPEMEHHbIE KOMMYHUKATUBHBIE TEXHOJOTHUH, B TOM

Yuclie HA MHOCTPAHHOM(-bIX) sI3bIKe(-ax), IS aKaJIeMUYECKOro U MpodecCHOHATBHOTO

B3aMOJIEVCTBUS
2.2. B3auMocBs3b IUTAHUPYEMBIX PE3YJIbTATOB OOydYeHHS] 1O JAUCHUIUIMHE C
dbopmupyembiMu komnereHussMu OITOTT
Konabl Nuaukaropbl Pe3yabTaThl 0CBOCHHS AU CHHILTAHBI
l;zr:; Ooyuarowuiica Ooyuarowuiica Ooyuarowuiica
i 3Haem ymeem enaoeem
onon
YK -4 | VK-4.1. Beibupaer | -popmsr peYH | -IIPEJICTaBUTh CeOsI; | -M3ydaeMbIM
Ha (ycTHoOM U | -BBIpaXKaThb CBO€ | HHOCTPAHHEBIM
rOCyJapCTBEHHOM MTUCHMEHHOM) MHCHHE; SI3BIKOM KaK
Y UHOCTPAHHOM (- -0CO0EHHOCTH -OPUEHTUPOBATHCS B | LEJIIOCTHOU
BIX) SI3BIKAX OCHOBHBIX pa3IMYHBIX PEUYEBBIX | CUCTEMOM, ero
KOMMYHHKATUBHO (byHKI_[I/IOHaJ'H:HBIX CUTyalUsIX; OCHOBHBbIMH
pUeMIIeMbIe CTHJICH; -IIOHUMATh rpaMMaTHYEeCKIM
CTUJIb JICJIOBOTO -poneTnueckue OCHOBHOE U KaTeTOpHUsIMH;
oOmeHus, OCHOBBI SI3BIKQ; coJiepKaHue -opdosnryeckoit
BepOaIbHBIE U -IIpaBuja YTEHUS | NPOPECCUOHANBHBIX | HOPMOM
HeBepOaTbHBIC M3y4aeMoro SI3bIKa; | TEKCTOB Ha | ©3y4aeMoro
cpexacTsa -SI3BIKOBOM MaTepuall | ”HOCTPaHHOM SI3BIKA;
B3aMMOJICHCTBHS C | PYCCKOTO U | SI3BIKE;
napTHEPaMH. MHOCTPAaHHOTO -BOCIIPHHUMATh -HaBBIKAMU




YK-4.2.
Ucnonb3yer
nH(OPMaLIMOHHO-
KOMMYHHUKAIIHOHH
bIC TEXHOJIOTHH
IIPU TTOUCKE
Heo0X0TuMO
uHpopMaluu B
IIPOLIECCE PELICHHUS
CTaHJapTHBIX
KOMMYHHUKATHBHBIX
3a/a4 Ha
rOCyJJapCTBEHHOM
Y UHOCTPAHHOM (-
bIX) sI3BIKAX
YK-4.3.
JemoncTpupyer
YMEHHUE BBITIOJTHSITH
EPEBO]
podeCCHOHATBHBIX
TEKCTOB C
MHOCTPAHHOTO (- bIX)
Ha
roCyJapCTBEHHBIN
SI3BIK U OOpATHO.

SI3BIKA,
HEOOXOIUMBIH 51
NOCTATOYHBIA  JUIA
00IIIEeHHS B
Pa3IMYHBIX cpeaax W
chepax pedeBoi
JIEATENBHOCTH;
-COBPEMCHHBIE
KOMMYHUKaTHBHbBIC
TEXHOJIOTHH;
po¢eCCHOHATHHYIO
TEPMHUHOJIOTHUIO  Ha
M3y4aeMOM SI3BIKE;
-OCHOBHEIC
rpaMMaTHYCCKHE
SI3BIKOBBIC
CTPYKTYPBI,
MTO3BOJISIIOIIIHE B
COOTBETCTBHU c
HUMU CTOUTH
TIPEITIOKEHUS B
IMOBECTBOBAHUU U
Jajgorax

pa3IUYHbIE  THUIIBI
peyH, BbIIETSS B HUX
3HAYUMYIO
UH(OPMALIHUIO;
-BECTHU OCHOBHBIE
THUIIBI Janora,
cobioasi  HOPMBI
pEUeBOro ITHKETA, C
y4eToM
MEKKYJIbTYPHOTO
pEYeBOro ATUKETA;
-UCTIO0JIb30BATh
COBpPEMEHHBIE
nH(pOpMaIMOHHO-
KOMMYHHUKATHBHBIC
CpeacTBa TUISE
pereHus
KOMMYHHUKATHUBHBIX
3a1a4 Ha
rOCy/IapCTBEHHOM U
WHOCTPaHHOM(-bIX)
A3bIKaX; -MPUMEHATH
MOJIy4YE€HHBIE 3HAHUS

B CBOEH
npodeCcCHOHATbHON
ACATCIIbHOCTU
-JIOTUYECKU
BBICTpAanBaTh CBOIO
peub;

-IIEPEBOIUTH
MUCbMEHHBIE
HUCTOYHUKU 0a30BOTO
YpOBHS c
HUCIIOJIB30BAHUEM
npodecCHOHATbHON
JICKCUKH,

KOMMYHUKAIIH, B
TOM 4YHCIIE Ha
WHOCTPaHHOM
(bIx) s3bIKE (aX),
TSt
aKaJIeMHUIEeCKOTO
"
npodeccuoHabH
oro
B3aNMOJEHCTBUS;
- OCHOBHBIMH
HaBBIKAMU
nepeBoja C
WHOCTPaHHOTO
WK
WHOCTPAHHBIN
S3bIK, B TOM
qHcIe o
npodeccnoHabH
Ol TEMaTHKE;

- HaBBIKAMHU
BEJICHUS JTMaJIora,
MOJTUJIOTA,;

- HaBBIKAMU
oOIIeHMS Ha
WHOCTPaHHOM
SI3bIKE B PaMKax
MIPOTpaMMBbI

Ha

3. MecTO JUCHMILUIMHBI B CTPYKTYpe 00pa3oBaTe/IbHOM NPOrpaMMbl
Huctummnaa «HOCTpaHHBIN SI3bIK (QHTVIMMCKUIA)» OTHOCHUTCS K OO0s3aTeIbHOMN

gyactu ydeObHoro tuana OIIOII BO mno wHanpaemenuto mnoarotoBku 52.03.05

«TearpoBeneHue».

4. O0beM TUCHUILIMHBI
OO6m1as Tpy10eMKOCTh (00beM) TUCIMILUIMHBI cocTaBisieT 13 3a4. en. 468 ak. yacos.

O0BEM TUCIIATUINHBL

Bcero yacos

ouHast hopma

3a04yHas Gpopma

o0yJeHus 00yueHus
OO011ast TpyA0EMKOCTh JUCIUTLIHHEL 468 468
KonrakTthas pabota oOydaromnierocs 352 38

¢ mpernoaaBaTesieM (110 BUAaM
y4eOHbIX 3aHsITHI) (BCEro), B T.4.




3aHATHuA JICKIIMOHHOI'O THUIIA

3aHATHS MPAKTHICCKOTO THIIA 352 38
Kypcosas pabora - -
CamocrosrenbHas pabora 116 430

obyuaromuxcst CPC/moaroroska k
9K3aMEHY (3a4€Ty) B COOTBETCTBUU C

bVII

Bune:

oOyugaromerocs (3K3aMeH/3a4er)

MPOMEXYTOYHOM  aTTeCTaIuu

3a4eT, IK3aMeH

3a4eT, DK3aMEH

5. Copep:kanue TUCUMILUIMHBI, CTPYKTYPHPOBAHHOE M0 TEMAM C YKa3aHHEM
OTBEJCHHOI0 HA HUX KOJIMYECTBA aKaJeMHYEeCKUX HJIH ACTPOHOMHUYECKUX YACOB U
BU/I0B Y4eOHBIX 3aHATHH
5.1. Copeprkanuie TUCIUIUIMHBI, CTPYKTYPHUPOBAHHOE IO pa3jeiaaM U TeMam

Ne | HaumeHoBaHME TEMBI ConeprkaHue TeMbl
TEMBI

1. [TonsiTue o Tpanckpuniyu, “HTOHaUKA. | CrtocoObl 00pa30BaHUs PA3IMYHBIX YaCTEH
[ToBTOpeHMEe rpymnmel MpocThix BpeMeH | peun. (Nouns. Adjectives. Adverbs.) I'pynmna
(Simple Tenses). [Topsimok cioB B npocThix BpemeH (Present Simple, Past
AHTJIMICKOM TNPEIJI0KECHUH. Simple, Future Simple Tenses). O6pa3zoBanue
NuduauTus. YucnureabHbIE. YTBEPIUTEIIHbHOM, BOMPOCUTEIBHOM,
Mecroumenus. TUIbI BOIIPOCOB. orpuuarensHoii popm. [IpaBunbHbIC
[TpuTsokaTenbHBIN Magex. Mos /HenpaBmibHbBIC Ti1aroibl (Regular/Irregular
ouorpadus. CtpaHsl U Verbs). Aptuxiu. (Definite/Indefinite
HanuoHaabHOCTH. [lopTpeT akTepa. Articles). JInunbie, mpuTsKaTEIHHBIC,
BBeneHue B TeaTpanbHYIO JTEKCHKY. BO3BpAaTHBIC, YKa3aTEIbHBIE MECTOMMEHHUSI.

OtcyrcTBUE apTUKIS YHCIUTENbHBIE
(TOpsIAKOBBIE/KOMMYECTBEHHBIC). . Most
ouorpadus. HazBanus ctpan u
HarmonansHoOCTed. I'.I"'ap60. JI. OnbBbe.
Onucanue BHemHOCTU. Onucanue
xapakrepa. CTpykTypa Tearpa. HazBanue
npodeccuii, CBSI3aHHBIX C TEATPOM.
OcHOBHBIE HaBBIKH aKTepa (3KecCT,
WHTOHUPOBAHUE U T.]I.)

2. I'pynna [{nutensHbIX BpEMEH. Mopanshsie riaromns! could, should, ought to,
(Continuous Tenses). MoganbHbIC would 1751 pekomMeHIaIuy ¥ TOCTAaHOBKHU
rinaronsl. (Modal Verbs). [laccuBHbrii BEKJIUBBIX BOMPOCOB. MOJanbHbIE I1aroibl
3aior (Passive Voice). AHanm3 BO3MOKHOCTH can, may, might, could, can,
CHEKTAaKJIS (TeOpHUs U JIEKCHKA) can’t 'pammaruueckuii 060pot there is/there

are. I'pynmna murensHbIX BpemeH (Present,
Past, Future Continuous Tenses).
OO6pa3zoBaHue yTBEPIUTEIHLHOM,
OTPHLIATEIILHON U BOIIPOCUTENBHOH (popM.
['marosel, He ucnoap3yeMble B Hacrosmem
JinmrensHoM Bpemenu. Mcnons3oBanue
Present Continuous Tense w1t 0003HaYeHUS
3aIIaHUPOBAHHOTO MeporpusTus. [Ipocteie
BpemeHa B [laccuBHOM 3aiore. AKTEpCcKoe
npocTpancTBo. [IpocTpancTBO 3pUTENS.
Cuenorpadus. exopamuu. CeeT. 3BYK.
Koctiomsl. ['pum.

3. I'pynnma CoBepilieHHBIX BpeMEH . CTerneHun cpaBHEHUS MTpUJIaraTeabHbIX.




(Perfect Tenses). KocBennas peyn
(Reported Speech). CormacoBanue
BpeMeH (Sequence of Tenses).
[Tpunaratensusie (Adjectives). Ucropus
tearpa. Y. lllekcnup. E. I'paToBckuid,
K. CranucnaBckuii.

(Degrees of Adjectives). O6oport “going to”
JUTSL BRIPKEHUS OMKANIINX OyIyIInux
mnaHoB. CosepiieHHble BpeMeHa (Present
Perfect, Past Perfect, Future Perfect Tenses).
YTBepauTenbHasi, OTpULaTeIbHAS,
BonpocutenbHas hopmel. Cirydan
MCIIOJIb30BaHUS COBEPIICHHBIX BPEMEH.
Bonpocurenshbie cnoBa (who? What?
When? how? Where? CpenneBekoBblii Teatp.
Tearp snoxu VY. lllexcniupa. 3010TOM BEK
Ucnanun. Utanesauckuit Teatp. Komenus
Hens Apre.

YcnoBubie npennoxenus. CaoxxHoe
nomnonaenrne. CoBepIIeHHO-IIUTETbHBIE
BpeMeHa (Perfect -Continuous Tenses).
Kanpsl.

Past Perfect
Continuous
oOpazoBaHHs

Present Perfect Continuous,
Continuous, Future Perfect
Tenses: MIPaBHUIIO

YTBEPAUTEIILHOM, BOIIPOCHUTEIILHOM,
OTPHUIIATETHLHOMN dbopm. Cryqan
WCIOJIb30BaHUS COBEPIICHHO- JITUTEIbHBIX
BpPEMEH. [lepexonHble/HETIEpEXOHBIE
rnaronsl  (Transitive/Intransitive  Verbs).
OOpazoBaHue ¥ cioydyau MCHOJIb30BaHUS
cinoxkaoro pomnonHeHuss (Complex Object).
Tuner ycnoBabIx npeioxenuid. (Conditional
and. XXaupsl (Tparemusi, KOMemws,
Tparukomeus, ¢papc u 1.1.) C. Moswm (Tearp.
Ctpekoza u mypaBedl. Mucrep Bce3HaliKa.
Jlanu. Jlymza. Cuactnuselii yenosek.) O.
I'eapu (Ilocnegnuit muct. Iloka ket aBTO.
Hapet BonxBoB.) O. Yampa (Pwsibak u ero

Jyiia)

Aptukiau. MHTepHaIMOHAIBHBIE CIIOBA.
CrnoBoobOpazoBanue. [Ipunarounsie
YCIIOBUS U BPEMEHU B
CJIOKHOMMOAYMHCHHOM MPCAJIOKCHUH.
Pabota c peniensusiMmu M. buninuHrTOHA.
DKCKYpC B TEOPHIO IepeBoa

Ynorpebnenue aptukis. Mcnonp3oBanue
MHTEPHAIMOHATIBHBIX CI0B. CIOCOOBI
CJIOBOOOPA30BaHUsI Pa3IMUHbIX YacTel peun
B aHIVIMICKOM si3bIKe. TearpanbHas JIEKCUKa.
DKCKypC B TEOPHIO MepeBoa (OCHOBHBIE
110JIOKEHNUS). «JIoXKHBIE APY3bI»
nepeBoqunkKa. UreHue u oocyxaeHue
OTPBIBKOB M3 MbEC aHIJIO-AMEPUKAHCKHUX
nucarenedt (T. Yunmesamc. A. Mumep. b.
Lloy)

I'epynanmii. CocnaratensHoe
HakJIOHEHUE. NHTEPBBIO C pEKHUCCEPOM.
Tearpanbabie hecTUBAIH.

Subjunctive Mood. O6opotsl wish u if only
Bonpocsr 1 Tembl 171 Oeceibl ¢ PeKUCCEPOM.
Ananu3 untepssblo ¢ 1. bpykowm, I1. IlITaiin.
K.Mutuenn. T. Cronmapn u np. Obienue Ha
AHTJIUICKOM SI3bIKE B paMKax (ecTHBaIIs

[ToBTOpEHME rPaMMaTHYECKOTO
Marepuaia. JlureparypHbii
[IACbMEHHBIN I1IEPEBOJ] TEKCTOB C
AHTJIMHACKOTO HA PYCCKHI SI3BIK.
[ToaroroBka K 3K3aMeHy.

HOBTOpeHI/Ie u cucreMarni3anus
rpaMMaTH4eCcKUX HaBbIKOB. [IpakTrka
JUTEPATypHOTO MMCbMEHHOTO MEPEBO/IA C
AHTJIMHACKOTO SA3bIKAa HA PYCCKUH.




5.2. Pa3znensl ¥ TeMbI AUCIUTIINHBI, KX TPYJIOEMKOCTb 110 BUJIaM YUEOHBIX 3aHATUI

Ounas ¢gopma 00ydeHust

Bunast yueOHOI paboTHI,
BKJIFOYasi CAMOCTOSITEIbHYIO

No Paznienbr u Tembl Bce [Tpouenypa oreHuBaHuUs/
4 paboTy CTYIEHTOB H porieiiypa of
TEMBI JUCLUTUINHBI ro OLIEHUBAEMbIE KOMIIETEHIIUU
TPYAOEMKOCTD B Y.
J3 C3 113 u3 CPC
1 cemecmp 72 68 4 Texkywjuit Konmpono
IToHsiTHE O TPAHCKPUIIIIUH,
nHTOHaUuK. [loBTOpeHne
TPYHIIBI IPOCTHIX BPEMEH
(Simple Tenses). [Topsimox
npeanoxeHun. MHuHuTHB. BbINOIHEHUS POHEMUYECKUX,
1. [HucmutenbHbie. 72 68 4 |nexcuueckux u epamMmamuyecKux
Mecronmenus. Turbt VIPAdICHEHUL, 6bINOJIHEHUE
BONPOCOB. IIpuTskaTenbHbIi epammamuyeckux mecmos YK-4
nagex. Most Ouorpadus.
CTpaHbl ¥ HAIIMOHATHHOCTH.
ITopTpet aktepa. Brenenue B
TeaTpaIbHYIO JEKCHKY.
2 cemecmp 72 56 16 Texywuit KOHmpooL
[ pynna [{numenvHvlx 8peMeH. Oyenka pe3yrbmamos
(Continuous Tenses). 6bINONHENUS (POHEMUYECKUX,
Mooanvuvie enazonst. (Modal JIeKCUHeCKUX U ePamMmMamuiecKux
Verbs). I[laccusnsiii 3a102 VIPAdCHeHUT, 8bINOIHEHUe
2 |(Passive Voice). Ananu3 56 16 2pamMmMamu4ecKux mecmos,
cnekmaxis (meopus u svicmynienue no meme, nepesoo
lnexcuka) € PYCCKO20 HA AH2AULUCKULL
npeonodiCeHbIX hpaz no meme,
mexywuii onpoc, YK-4
3 cemecmp 72 68 4 Texywjuii Konmpoo
I'pynma CoBepiieHHBIX
Oyenka pe3ynibmamos
BpeMmeH (Perfect Tenses).
BbINONHEHUSL POHEMUUECKUX,
Kocsennas peus (Reported
JIeKCUYECKUX U SPAMMAMUYECKUX
Speech). CornacoBanue o
VIPAdCHeHUT, 8bINOIHEHUe
BpemMeH (Sequence of Tenses).
3 72 68 4 epamMmamuyeckKux mecmos,
IIpunararenbHble
S gvicmynienue no meme, nepesoo
(Adjectives). UcTopus Teatpa. N
. € PYCCKO20 HA AH2AULUCKULL
V. Hlexcnup. E. I'patoBckui,
N npeonodiCeHblX paz no meme,
K. CranucnaBckuit g
mexywuii onpoc, YK-4
4 cemecmp
72 64 8 Texywuii KOHmpoo
'Y CIIOBHBIE MTPEIOKESHHSL. Oyenka pe3yromamos
CIo’KHO€ JIOTIOJTHEHHE. 8bINOIHEHUS POHEMUYECKUX,
CoBepIICHHO-TUTEIbHBIC JIeKCUHeCKUX U ePaAMMAMULECKUX
BpeMeHa (Perfect -Continuous VNPAadCHeHUl, GbINOIHEHUE
Tenses). JKaHpsl. 2PaAMMAMUYECKUx mecmos,
4 ) Kanp 72 64 8 p

sblCmynieHue no meme, nepesoo
C PYCCKO20 HA AHETUUCKULL
npeolodCeHHbIX (hpas no meme,
mexywuil onpoc
VK-4




5 cemecmp 36 34 2 Texyuwiuii konmpop
5 |ApTukiu.
MHTEpHALMOHATIBHBIE Oyenka pe3yromamos
cioBa. C1oBoOOpa3oBaHue. 6bINONHEHUA POHEMUUECKULX,
[IpUIaToYHbIE YCIOBUS H JIEKCUUECKUX U 2PAMMAMULECKUX
BpEMEHN B ynpasicHenull, 8binoaHeHue
CTOKHOMIOTTHHEHHOM 36 34 2 lepammamuuecKkux mecmos,
Mpetoskeri. PaGoTa ¢ sbICMYNIIeHUE NO meMe, NePesoo
p ) C PYCCKO20 HA AHeUTICKULL
peueH3usMu M.
npeodnodxcenHbix (hpaz no meme,
buuinHrTOHAa. DKCKYpC B mexywuii onpoc VK-4
TEOPUIO IIEpEBOAA
6 cemecmp 72 28 44 Texywuii KOHmpoo
6 [epyHauii.
CocnaraTeanoe Bblcmynﬂeﬂue no meme,
HAKIIOHEHNUE. VHTEpBbIO ¢ Nn0020MOBKA OUAN02a NO meme,
pexuccepom. TearpanbHble SbINOIHEHUE NEpesooa
bectuBanm 7 28 44 NPeONIONCEeHHbIX (Ppas, nepesoo
' MeKcma ¢ AHeaulicKo20 A3bIKA Ha
PYCCKULL A3bIK 2PAMMAMUYECKUL
mecm
VK-4
7 cemecmp 72 34 38 Texywuii konmpo.e
y p
7 [IoBTOpeHue
rpaMMaTH4YECKOIr o Bblcmynﬂenue no meme,
MaTepuaia. JIuTeparypHblit no02omoeKa ouanoza no meme,
[MCHMEHHbIH TIEPEBO/] 8bINOIHEHUE NEPesoda
TEKCTOB C aHTJIMHCKOIO Ha 72 34 38 | P eox ngceHHblej)p as, nepesoo
N MeKcma ¢ aueaulicko20 A3blKa Ha
pycckuit a3bik. [TonroroBka . .
PYCCKUlL A3bIK 2PAMMATNUYECKUL
K DK3aMEHY. mecm
VK-4
3aounan gpopma odyuenusn
Bunast yueOHOI paboTHI,
BKJIFOYAsi CAMOCTOSITEIIbHYIO
No Paznienbr u Tembl Bce pPaGOTy CTYIEHTOB H [Tpouenypa oreHuBaHuUs/
TEMBI JIACIATUTAHBI TO TPYTOEMKOCTH B 1 OIIEHUBAEMbIE KOMIIETCHIIAN
m | 3 3 U3 | CPC
72 6 66 .

1 cemecTp Texkywjuii Koumpop
BeencHue B 1€510BO€ Oyenka pe3ynomamos
obmmenue. ['pymma [IpocThix 4 pesy
spemen (Simple Tenses) BbINONHEHUSL YOHEMUYECKUX,
Kynbypa Benmko 6p1/1Ta;n/11/1 JIeKCUYECKUX U SPAMMAMUYECKUX

. ' NPANCHEHUT, BbINOIHEHUE
(Culture of Great Britain) ynp
1. 72 6 66 epamMmamuyeckKux mecmos,
gvicmynienue no meme, nepesoo
C PYCCKO20 HA AHSTUUCKULL
npeonodiCeHblX hpaz no meme,
mexywuii onpoc, YK-4




peueH3usMu M.
buuiMHrTOHAa. DKCKYpC B
TEOPUIO TIEPEeBOIA

2 cemecTp 72 66 Texkywyuit Konmpoino
['pynna J{nuTensHbIx
BpemeH. (Continuous Tenses). Oyenrka pesynomamos
Mopzanbhble raaroist. (Modal BbINOIHEHUST (POHEeMUYECKUX,
Verbs). IlaccuBHblii 3amor JNEeKCUYECKUX U SPAMMAMUYECKUX
(Passive Voice). Anamus YAPAdICHEeHUT, 8bINOJIHEHUE
CIICKTAKIIs (TCOpHst 1 2paMMamu4ecKux mecmos,
JICKCHKa) 72 66 sblcynJjieHue no meme, nepegoo
C PYCCKO20 HA AHETUUCKULL
npeolodCeHHbIX (hpas no meme,
mexywuil onpoc
VK-4
3 cemecmp 36 30 Texywuit KOHmpoob
I'pynmna CoBepiieHHBIX
BpemMeH (Perfect Tenses). Oyenka pe3ynbmamos
Kocsennas peus (Reported BbINONHEHUSL (YOHEMUYECKUX,
Speech). CornacoBanue JIEKCUYECKUX U 2DAMMAMUYECKUX
BpeMeH (Sequence of Tenses). VAPACHEHULL, 8bINOIHEHUE
[MpunaratenbHbIC SPAMMAMUYECKUX MeCmOs,
(Adjectives). cropus Tearpa. 36 30 8bICMYNACHUE N0 MeMe, NePe6od
V. lllexcnup. E. I'patoBckuid, C PYCCKO20 HA AH2TIUUCKULL
K. Cranucnasckuit NpeonodHCeHHbIX ppaz no meme,
mexywuil onpoc
VK-4
4 cemecmp 72 67 Texyuwjuii koumpop
'Y cIIOBHBIE MTPEIOKEHHUS.
CI10’KHOE JJOTIOJIHEHHE. Oyenka pe3ynibmamos
CoBepIIEHHO-TUTENBHBIE BbINONHEHUS. POHEMUUECKUX,
Bpemena (Perfect -Continuous JIeKCUYECKUX U 2PAMMAMUYECKUX
Tenses). XKanpsl. VAPadtCHeHUll, 8bINOIHEeHUe
7 67 SPAMMAMUYECKUX MeCmos,
sbiCmynienue no meme, nepesoo
C PYCCKO20 HA AHETUUCKULL
npeolodCeHHbIX (hpas no meme,
mexywuil onpoc
VK-4
5 cemecmp 72 67 Texywuii KOHmpooL
APTHUKIIA.
MHTepHaMOHAIBHBIE
cioBa. C1oBoOOpa3oBaHue.
[Ipunarounbie yCIOBUs U Oyenka pesyipmanos
pri y GbINONHEHUSL YOHEMUYECKUX,
BPCMCHH B IeKCUYEeCKUX U SPAMMATNUYECKUX
CJIO)KHOIIOAYMHCHHOM ynpasicnenuil, 6binonHeHue
npeoxeHnn. Pabora ¢ 7 7 [EPAMMAmIYeCKUX mecmos,

sbICMYNIIeHUE NO meMe, NePesoo
C PYCCKO20 HA AHeUICKULL
npeonodxcenHbix (hpaz no meme,
mexywuii onpoc

VK-4




6 cemecmp 72 67 Texyuwyuii konmpop
['epyHamii.
CoclararenbHoe Ouenka pesyibmamos
HAKJIOHCHHUC. I/IHTepBBIO C BbINOIHEHUST (POHEeMUYECKUX,
pexuccepoMm. TeaTpaibHble JIeKCUHeCKUX U ePamMmamuiecKux
becTrBaAIH. YAPAdICHEeHUT, 8bINOJIHEHUE
7 5 67 2PaAMMAMUYECKUX mecmos,
8blcynJjieHue no meme, nepegoo
C PYCCKO20 HA AHSTUUCKULL
npeonodicentblx hpaz no meme,
mexywuil onpoc
VK-4
7 cemecmp 72 5 67 Texyuwjuii konmpop
[loBTOpEHME
TPaMMaTUYECKOTO Oyenixa pesynomamos
MaTepnana. JIuTeparypHbiii BbINONIHEHUS POHEMUYECKUX,
o JIeKCUHeCKUX U ePamMMamuiecKux
MMUCbMEHHBINA NIEPEBOJ 2
. YAPAdICHEeHUT, 8bINOJIHEHUE
TEKCTOB C aHTJIMMCKOIO Ha
9 2PAMMAMUYECKUX Mecmos,
pycexnid s3pik. Mlogroroeka| 72 > 67 sblcmynJjieHue no meme, nepegoo
K OK3aMCHY. C PYCCKO20 HA AH2TIUUCKULL
npeonodicenblx hpaz no meme,
mexywuit onpoc YK-4

6. YueOHO-MeTOAMUYECKOE ODecTeYeHre CAMOCTOATEIbHO padoThl
o0y4aromuxcs nNo AMCHUIIMHE
6.1. Opranusanus caMoCTOSITEIbHON pabOThl 00yUarOIIUXCS
CamocrosTenpHas paboTa 00yJaromuxcst — 0coObli BUJI T03HABATEILHON 1€ATEIbHOCTH,
B TIpolecce KOTOPOM MPOUCXOAMUT TONydeHHe, O00paboTka M YyCBOEGHHE Y4eOHOMU
uHpopmarmu. Llenbio camocTosTensHONU PabOThl 00YYarOIIErocs SBISETCS:
— CHCTeMaTH3alud, 3aKperieHue, YIITyOJIeHue U paclIMpeHHe MOMy4YeHHBIX 3HAHUN
YMEHHUH, HABBIKOB U (WJIH) OTIBITA JESITETLHOCTH;

— (¢opMUpOBaHHE YMEHUW HCIOJNb30BaTh pA3IMUHbIE BUABI Yy4eOHOH, ydeOHO-
METOJINYECKOM, HAYYHOU JINTEPATYPbI, MATEPHUAIIBI IEPUOTUYECCKUX U3TAHUM;

— pa3BUTHE  TIO3HABATEIBHBIX  CIIOCOOHOCTEH,  TBOPYECKOH  WHUIIMATHUBEI,
CaMOCTOSITEIbHOCTH, OTBETCTBEHHOCTH M OPIaHU30BAaHHOCTU 00Y4AIOIINXCS;

— (opMHUpOBaHHE CAMOCTOSITENIbBHOCTU MBIIIJIEHUS, CIOCOOHOCTH K CaMOpa3BUTHIO,
CaMOCOBEpPIICHCTBOBAHMIO, CAMOPEAIN3ALINH;

— Ppa3BUTHE MCCIEN0BATEIBCKOIO U TBOPYECKOIO MBIIIIJIEHUS.

O0beM caMOCTOSATENbHOW pabOThI MO KaXKIOW JAUCLUUILIMHE ONpEesieTcs] yueOHbIM
IUTAHOM.

CamocrosiTensHas paboTa MOXKET ObITh ayTUTOPHON M BHEAYIUTOPHOU. AyAUTOpHAs
camocTosiTelbHas paboTa OCYIIECTBISETCS Ha JIGKIMOHHBIX CEMHHApCKUX U
NPaKTUYECKUX 3aHATHSX, B MPOIECCE WHANBUAYATBHBIX 3aHATUN C 00YJIarOIUMUCS, TIPU
BBINOJIHEHUU KOHTPOJBHBIX paboT U jAp. BHeaymuTopHas camocrosiTenibHas pabota
MOYKET OCYIIECTBISATHCS:

— B KOHTAaKT€ C IPEToiaBaTeIeM: Ha KOHCYIbTAUAX M0 yUeOHBIM BOIIpOCaM, B X0/1€
TBOPYECKMX KOHTAKTOB, TIPH JIUKBUIAIMH 33/J0JDKEHHOCTEH, TPH  BBITOJHECHUH




VHAVBUAYAJIbHBIX 3aJaHUM;
— 0e3 KOHTaKTa ¢ IpenojaBareieM: B OMOIMOTEKe, A0Ma, B OOLIEKUTUU U APYTUX
MECTax MPH BBHITOJTHEHUH YI€OHBIX U TBOPUESCKUX 3aJaHHMA.

BueayautopHas camocTosiTelibHas paboTa, Mpexkae BCEro, BKIOYAET OBTOPEHHE
MaTepuaia, HW3YYEeHHOTO B XOJie¢ AayIAUTOPHBIX 3aHATHH; paboTy C OCHOBHOM U
JIOTIOJIHUTEIILHOM JTUTEpaTypor u IHTepHET-UCTOYHUKAMU; TOATOTOBKY K CEMUHAPCKUM,
IPAKTUYECKUM W WHIUMBUIYAJIBHBIM 3aHATHUSIM; BBIIOJHEHUE 3a/aHUl, BBIHECEHHBIX
IPENoJaBaTeieM Ha CaMOCTOATENIBHOE H3Y4YEHHE, HAy4YHO-HCCIENOBATEIbCKYI0 U
TBOPUYECKYIO paboTy 00y4aromerocs.

6.2. 3amaHus U1 CAMOCTOSITENIBHON pabOThI (OATOTOBKH K MPAKTUYECKUM 3aHSITHSIM )

Ne | Tema 3aHATHA Ilens 3ansTHS 3agagus s | Dopma

/i MOATOTOBKH KOHTPOJIS

1. | Ilonstue o TpaHckpunuuu, | DopMupoBaHHe Brinmonnenue [IpoBepka

nHTOHauuu.  [loBTOpeHue | MOHOJIOIrMYECKOMN rpaMMaTH4ECKUX YIPaKHEHUH,
Ipynnbl MPOCTHIX BpeMmeH | peur.  OrpaloTka | yrnpakKHEHHH 0 | OLIEHHWBaHUE
(Simple Tenses). Ilopsaok | rpaMMaTHYECKOTO JAHHOU TEME. | IUAJIOTOB u
CJIOB B AHTJIMICKOM | HaBblka TO naHHOH | [IoaroToBUTH MOPTpET | cOOOIMIEHUIA
IIPETIOKEHUH. TEME. aKTepa. Onucanue
NudunuTtus. BHEUTHOCTHU u
HucnurenbHbIE. [IOBEICHYECKUE
Mecroumenus. Turnbt 0COOEHHOCTH
BOIIPOCOB. W3BECTHOM JIMYHOCTH.
[IputsokaTenbHbld  MAACK.
Mos 6uorpadus. Ctpansl u
HanmoHanbHOCTU. [lopTper
aKrepa. Bsenenue B
TeaTPAIBHYIO JIEKCUKY.

2. | I'pynna Jlnrensubix | OcBoeHUE 1 | Bemmonnenue IIpoBepka
BpEMEH. (Continuous | otpaboTka rpaMMaTHYECKUX yIpakKHCHUH,
Tenses). MopanbHble | TPaAMMaTHYECKOTO YIPa)XKHEHUH Ha OLICHUBAHUE
rmarosibl.  (Modal Verbs). | HaBplka 1O TeMaM. | OTPaOOTKY TPYIIIBI COOO0IIeHUH
[MaccuBnsiii 3amor (Passive | PazBurtue JUTUTEIIbHBIX BPEMEH.

Voice). Ananu3 criekTakis | MoHonorudeckoir T | [loaroroButh pacckas
(Teopusi U JEKCUKA) JIHATOTUYECKOM 0 KaXJO0M U3 acClEeKTOB
peun 1O JaHHOH | aHalM3a CIEKTaKJIA.
TEME (light, sound,
costumes, sets)

3. | I'pynna CoBepuieHHbIX | OcBOeHME  HOBBIX | BolnosHeHue IIposepka
BpeMeH (Perfect Tenses). | rpaMmmMaTHYECKUX rpaMMaTHYECKUX yIpakKHCHUH,
KocBennas peur (Reported | Tem. BBenenue wu | ynmpaxHeHuit Ha | OLICHUBaHUE
Speech). CornacoBaHue | 3aKperieHUE HOBBIX | OCBOCHUE TPYIIBI | TPE3EHTaLH-
BpemMeH  (Sequence  of | mekcHueCKUX COBEPILIEHHBIX cooOIeHu i
Tenses). [lpunararenvhsie | enunui. Pa3sutue | Bpemedn.  CocTaBUTH
(Adjectives). Hcropus | MOHOIOTHYECKOW | | BCE BHJBI BOIPOCOB K
tearpa. Y. llekcnup. E. | nuamormyeckou JTAHHOMY
I'paroBckui, K. | peun. MPEITI0KEHUIO
CranucnaBckuit Beinonauts

[IEPEBOIHBIE

YIOpaXHEHUS 10 TEME.
ITogroroButh pacckas
0 JKU3HH U TBOPYECTBE




BBIJIAIOIIECTOCS
pexmccepa.

VYcnoBubie  npemsioxeHus. | Ocsoenue  HOBbIX | [logroroButs ananus - | [IpoBepka
CnoxHoe JIOTIOJIHEHUE. | TPAMMATUYECKUX U | OT3bIB Ha TMOCIEIHUHN | yIpakKHEHUH,
CoBepUICHHO-IIUTENBHBIE | IEKCHYECKUX  TEM. | IPOCMOTPEHHBIN OLICHUBAaHHE
BpeMeHa (Perfect - | Pa3BuTHE cnektakib. (The best | BeicTymIeHHEe Ha
Continuous Tenses). | MoHOJIOTHYECKOW U | performance  you‘ve | 3aJaHHYIO TEMY
Kanpsl. JNaJIOTUYECKON ever seen). Pacckasarb
peun. O BIEYATICHUAX U
0COOEHHOCTSIX
CHEKTAKIIS
KOHKPETHOU
TeaTpaibHOU  (OPMBI
(Tparegusi, KoMedus,
dapc...)
ApTHKIH. OcBoeHne  HOBBIX | BbInoaHUTH IIpoBepka
NHTepHanmoHanbHbIe rpaMMaTH4YECKUX U | IEPEBOJHBIC YOpaXKHEHUN U
cioBa. CnoBooOpa3oBaHHeE. | IEKCUYECKHX  TEM. | YIIPAKHEHUSI. BBICTYIUICHUI Ha
[Ipunatounsie ycinoBus u | OrpaboTka u | [loaroroButh 3aJaHHYIO TEMY
BpEMEHU B | 3aKpeIICHUE CpPaBHUTEIbHBIN
CJIO’KHOIIOTYMHEHHOM rpaMMaTH4YECKOTO aHaIu3 JBYX
npeuiokeHud. PaGota ¢ | HaBbIKa MO JAHHBIM | CIIEKTaKJIeH  pasHBIX
pEeLeH3UIMHU M. | Temam. Pa3BuTue | pexxuccepoB Mo OJHOU
bunnuHrrona. OKCKypc B | MOHOJIOTMUECKOM M | M TOM K€  IIbece.
TEOpHIO TIEpEBOIA IUAJIOTHYECKON IToaroroBuTh
peun Mo 3aJaHHBIM | MUCbMEHHBIN u
Tema. JIUTEPATYPHBIN
nepesos peneHsuu M.
buwinmuHrTOHA.
I'epynnuii. Cocnaratensnoe | OtpaboTka Brinosinenue [IpoBepka
HakJIOHeHHe. VHTepBbIO C | IPAMMAaTHYECKOTO M | FpaMMaTHYECKUX yIOpaKHEHUH,
pexuccepoM. TeaTpaibHbIE | JIEKCUYECKOTO YOpaKHEHHU N M0 | KOHTPOJIb
becTuBay. HaBBIKOB IO TE€MaM. | U3y4a€MbIM  TEMaM. | MOHOJIOTMYECKOMN
PazButue [ToaroToBUTH OTYET O | U
MOHOJIOTMYECKOM U | TeaTpaJlbHOM JUATOTHYECKON
JINAJIOTUYECKON becTuBaie, peun no
peyu Mo 3aJaHHBIM | TEATPAJIBLHOM MPEAJIOKEHHBIM
TeMa. COOBITHH. TEMaM.
[ToBTOpEeHME IToaroroBuTh
rpaMMaTHYEeCKOTr0 cooOrieHue Ha
Marepuana. JlutepaTypHbIil AHTJIMHACKOM S3bIKE
HHUCHbMEHHBIN IIEPEBO «Mos JTUILIOMHAs
TEKCTOB C aQHTJIMHUCKOTO Ha paborta», «JlroOumMbIi
pycckuii a3bik. I[logroroska pexuccep»

K 9K3aMEHY.

6.3.

[Tepeuens TeM (3aanusi) st KypcoBOi paboOThI

BrinonHenue kypcoBoii paboThl HE IPEyCMOTPEHO.

6.4.

Wubie MaTepualbl (M0 yCMOTPEHHIO MPEToaaBaTeis)

[Tepedenp yueOHO-METOUIECKOTO OOECTICUCHHUSI [IJISI CAMOCTOSITEIIbHON PabOTHI
00y4Jaroluxcs Mo AUCIHUILIINHE:
— BUJICO3AINCH CIIEKTAKIICH, (PUIBMOB i MaCTEP-KJIACCOB HA aHTIIMHCKOM SI3BIKE
— MaTepHuabl UTsl ayAUPOBAHUS




OO6pa3oBarenbHble TEXHOJIOTUN

Peanuzanysg KOMIETEHTHOrO MOJAXO0JA MPENyCMATPUBAET IIMPOKOE HCIOJb30BAHHE B
y4eOHOM TMpolecce aKTUBHBIX (OPM TPOBEICHUS 3aHATUH, B COYCTAHHUU C
BHEayIUTOpHOM pabotoit. [lpeamonaraercs IMHUPOKOE UCHOJIb30BAHHE YUALUTUMUCS
MHTEPHET- PECYPCOB U ayIHO- U BUEOMATEPUAJIOB.

7. OueHoYHbIE CPeACTBA 1JIsl NPOBEIeHHUS TEKYIero KOHTPOJIs U
MPOMEKYTOYHOM aTTeCTAUU 00yYAIIUXCH

7.1 IlpuMepHbIe OLIEHOYHBIE CPEACTBA, BKIIIOUYAs 3a/1aHUs IS IPOBEACHUS TEKYILETO
KOHTPOJISI M TMPOMEKYTOYHOM aTTecTalud OOYy4YaloIMXCS MO JUCHUIUIMHE (MOIYJIIO)
npuBeaeHsl B [Ipunoxennn 1 xk paboueid mporpaMme IUCUUTIINHBL.

7.2 OueHOYHbIE CpeACTBAa JUIsl IPOBEACHMS IPOMEKYTOYHOM  aTTECTALMU
00y4aronmxcs Mo AUCUUIUTHHE (MOYIII0) BKIIOYAOT CIEIYIOIIUE Pa3/Iebl:

- TepeueHb KOMIETeHIHH, (OpMHUpYyEeMBIX B TMPOLIECCE OCBOCHUSA Yy4uyeOHOU
JUCLUIUINHBI;

- ONMCaHUE I0KA3aTeJIe U KPUTEPUEB OLICHMBAHUS KOMIIETEHIMMH, ONMUCAHUE IIKaJ
OLICHUBaHMUS;

- TUIIOBBIE KOHTPOJIbHBIE 33/1aHUsI WM MHBIE MaTepuaibl, HEOOXOAUMBIE IJIsi OLEHKU
pe3yapTaToB O0y4eHHs N0 Y4eOHOW NUCHUIUIMHE, O00eCHeuMBaIOIIUX JOCTHXKEHHE
IUTAHUPYEMBIX PE3yJIbTaTOB OCBOCHHUSI 00pa30BaTEIbHOM MPOTrPaMMBbl;

- METOAMYECKHE MaTepUalbl, ONPEIEISAIOUINEe TPOLEAyphl OLEHUBAHUS PE3YIbTATOB
oOyuyeHUsi 1O y4eOHOH JUCHMILIMHE, O00ECHEeYMBAIONIUX JOCTHKEHHE IJIAHUPYEMbIX
pe3yabTaTOB OCBOEHUS 00pa30BaTENbHOM IPOrPaMMBI.

8. IlepeyeHb OCHOBHOM M AONOJHUTEILHOM JUTEPATYPbI
8.1.  OcHoBHas nuTeparypa:
1. Hutu Bpemenu / [Tutep bpyk . — Mocksa : Aptuct. Pexuccep. Teatp, 2005 . — 384 c. -
ISBN 5-87334-086-2 . anextponnas 6ubnuoreka TUTUC

2. The Empty Space [Tekct] = Ilyctoe mpoctpanctBo / Peter Brook . — London :
Macgibbon & Kee, 1969 . — 141 p. — Ha anrn. s3. - ISBN 261 62604 3 .snextpoHHas
oubmmorexka TUTUC

3. Carnicke, S. M. Checking Out Chekhov: A Guide to the Plays for Actors, Directors,
and Readers / S. M. Carnicke. — Brighton : , 2017. — 239 c. — ISBN 978-1-936235-91-
9. — Texcr : snexktpoHHbIii // Jlanb : 3meKkTpoHHO-OMOMMOTEYHast cuctema. — URL:
https://e.lanbook.com/book/104141 (nata oGpamienus: 04.02.2022). — Pexum gocrtyna:
JUIsl aBTOPU3. TI0JI30BATEIIEH.

8.2.  JlomosHUTENbHAS JIUTEPATYpPA
1. CrapoctoBa O.®. English on Stage (Anrnuiickuii Ha cuene). Yacte 2 YueOHoe
nocobue. Mocksa, u3n-Bo  U'TUC, 2014. —snekrponnas oubiamnorexka [ UTUC

2. CrapoctoBa O. ®. What We Know About Shakespeare: comprehension
textbook for students and postgraduates. M.: Poccuiickuii yHUBEpPCUTET TeaTpPalbHOTO
uckyccrBa- [ UTHUC,2015 .- 88 c.

3. BacunmseBa E. A. Amdxmmmiickas rpamMmaruka. Camoe BaxkHoe. M3matenbcTBO
«IIpocnekT», 2015, 32 ctp. https://e.lanbook.com/book/61496



https://e.lanbook.com/book/61496

4. Anrnumiickuii s3eik Uit rymanutapueB (B1-B2). English for Humanities : yueGHOe
nocobue s By3oB / O. H. CrorameBa, A. B. bakynes, I'. A. IlaBnoBckas, E. M.
MykoBHukoBa. — MockBa : M3matensctBo IOpaiit, 2021. — 178 c¢. — (Bricee
obpazoBanue). — ISBN 978-5-534-14982-1. — Tekct : D2IEKTpPOHHBIA //
Ob6pa3zoBarenpsHas mnatdopma FOpaiit [caiiT]. — URL: https://urait.ru/bcode/486279

5. IIBetkoBa, T. K. English Grammar Guide : yue6Hoe mocooue / T. K. I[BeTkoBa. —
Mocksa : Ilpocnekr, 2014. — 168 c. — ISBN 978-5-392-12486-2. — Tekcr :
anekTpoHuslt  //  Jlamb :  anekTpoHHO-OMOMmoTeuHas cucrema. —  URL:
https://e.lanbook.com/book/54914

6. I'ypeeB, B. A. Awnrmuiickuil a3slk. ['pammaruka (B2) : yueOHUK UM NpPakTHUKyM JUIs
By30B / B. A. I'ypeeB. — Mocksa : UznatensctBo Opaiit, 2021. — 294 c. — (Briciiee
obpaszoBanue). — ISBN 978-5-534-07464-2. https://urait.ru/author-course/angliyskiy-
vazyvk-grammatika-b2-474588

7. Harypsan, M. M. Anrnuiickuii si3eik. [lomaniaee urenue : yaueOHOe mocodue AJisi By30B
/ M. M. llatypsiH. — 2-¢ u3n., crep. — Mocksa : U3znarensctBo IOpaiit, 2021. — 214 c.
— (Bricmiee ob6pazoBanue). — ISBN 978-5-534-01392-4. — TekcT : 37€KTPOHHBIHN //
Oo6pazoBarenpHas wiardgopma FOpaiit [caiit]. — URL: https://urait.ru/bcode/470418

8. BanoBa, O. A. English Grammar in use : ydeOHo-mMeToauueckoe mocodbue / O. A.
HNBanoBa. — 2-¢ m3a. — Mocksa : ®JIMHTA, 2016. — 142 ¢. — ISBN 978-5-9765-
2712-6. — Texkcr : >neKTpoHHBIN // JlaHb : 27MEKTpOHHO-OMONMOTEUHAs cucTeMa. —
URL: https://e.lanbook.com/book/83785

9. English grammar for university students : yueObHoe nmocodue / M. JI. Bonosukosa, E.
B. ManxeneeBckas, E. C. MunbkeBuu [u ap.]. — PoctoB-Ha-/lony : IODY, [6. 1.]. —
Yacte 1 — 2016. — 132 ¢. — ISBN 978-5-9275-2027-5. — TeKcT : 3JIEKTPOHHBIH //
Jlanb : AIIEKTPOHHO-OMOINOTEUHAS cucrema. — URL:
https://e.lanbook.com/book/114535 (nata oOpamenus: 21.12.2021). — Pexum gocrtyna:
JUTSI aBTOPH3. TIOJIb30BaTEIICH.

10. Hnpuenko, O. C. Awnrmmiickuii s3pik ( B1-B2) : nexcuko-rpaMmarnydeckuit
NPaKTUKYM : yaeOHo-MeToauueckoe mocodue / O. C. Unpuenko. — Cankrt-IlerepOypr :
CIIoI'y, 2020. — 264 c. — ISBN 978-5-288-06008-3. — TekcT : anekTpoHHbIH // JlaHs :
ANEKTpOoHHO-0nOmoTeunas cucrema. — URL: https://e.lanbook.com/book/144199

9. IlepeyeHb pecypcoB HH(OPMAIMOHHO-TEJIEKOMMYHUKAINIMOHHOMN CeTH
«HTEpHET»

Csenenus o PoccuiickoM nnctutyte TearpanbHoro uckycersa — 'MTUC, a takxke
JIOKaJbHbIE HOPMATHBHBIC AaKThl MHCTUTYTA, CBEACHUSA 00 yueOHO-METOAMYECKOM U
MaTepUATIbHO-TEXHUYECKOM oOO0ecredeHrun oO0pa3oBaTelIbHBIX MporpaMM U Jpyras
HeoOxouMas nHGopMalus coaepkaTcs Ha opUIMaIbHOM caifte - https://www.gitis.net/.



https://urait.ru/bcode/486279
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/

Uepes oduumanbHblii calT oOecrneyuBaeTcs JIOCTYN  OOy4aroluxcs U
NeJarornYecKuX pabOTHUKOB K PA3JIMYHBIM CEPBHUCAM W CChLIKaM, HEOOXOIUMBIM st
BEJIEHUS1 00pa30BaTENBHOIO MIPOLIECCa.

[Ipy  u3ydyeHMH  JUCHUIUIMHBI  PEKOMEHAYETCS  HMCIOJb30BaThb  PECYPCHI
UH(OPMALIMOHHO-TEJIEKOMMYHUKAIIMOHHON ceTH «HTepHeT»:

HasBanwue aneKTpoHHOTO pecypca ceTn Ccbuika Ha 3JIEKTPOHHBIN pecypce
WuTepner, Bxitoyast mpodecCHoHaIbHbBIE Oa3bl

JIAHHBIX
Fluent English — oGpa3zoBarenbHbIi TPOEKT http://www/fluent-english.ru
Kynprypa PO https://www.culture.ru/
AHTJIMICKHN SI3BIK.TU-BCE TSI U3YYAIOIIHNX SI3bIK http://www.english.language.ru

. http://www.mystudy.ru
['pammaTHka aHTITUHCKOTO A3bIKA

The Theatre Times https://thetheatretimes.com/

Theatre -BBC Culture http://www.bbc.com/culture/tags/theatre

10. MeToauveckne yKka3aHus 1Jis1 00yYAKIIUXCH M0 OCBOCHUIO JUCHHUILINHBI
10.1. OcHoBHBIMH ¢doOpMaMU TOJYYCHHS W 3aKpCIUICHUs 3HAHWUW 10 JIaHHOU
TUCITUIUIMHE SIBIISTIOTCS IPAKTHYECKHUE, CAMOCTOsTEIbHAs paboTa 00yJaromerocs, B TOM
yucie IMOJ PYKOBOACTBOM IMpeENojaBaTelisi, MPOXOXKJIECHUE TEKYIIEro KOHTPOJIs
yCIIEBAEMOCTH.

VY4eOHbIil MaTepuai Mo AUCHUILINHE «aHTITUHCKUHN S3bIK» pa3/iesieH Ha CEMb TEM.

DTH TeMBI U3y4aroTcs 00yJaromuMcs BceX GopM OOyICHHS — OYHON M 3a0YHOM.

CamocrostenpHass paboTra BKIOYaeT B ceOs wu3ydeHue ydeOHOH, ydeOHO-
METOJIMYECKON M CHEeNUaIbHOW JUTEPaTypbl, BHINOJHEHUE YNPAXKHEHUH, MOJATOTOBKY
MPE3CHTAINI, MOHOJIOTOB M JUAJIOTOB MO 33/IaHHBIM T€MaM ISl IPAKTHUECKUX 3aHSATUH,
MOATOTOBKY K TEKYIIEMY KOHTPOJIIO U MPOMEKYTOUYHOM aTTECTallUU.

Texkymuii KOHTPOJIb YCIIEBAEMOCTH IO Y4eOHOH IUCIUIUIMHE W TPOMEXYTOUHAs
aTTecTalusl OCYILECTBISIOTCS B COOTBeTCTBUE C [lomokeHneM O TeKyllieM KOHTpoJie
YCTIEBAEMOCTH U MTPOMEKYTOUYHOM aTTeCTAIMU 00YJaArOIIUXCS, YTBEPKICHHBIM MTPUKA30M
pexropa ' MMTUCa.

Hannuue B MHCTHTYTE 3MEKTpOHHOM HH(POpPMaMOHHO-00pa30BaTeIbHOW cpeabl, a
TAK)Ke AIEKTPOHHBIX 00pa30BaTEIBHBIX PECYPCOB MO3BOJSET OCBAMBATH KYyPC HHBAIU 1AM
u uiam ¢ OB3.

10.2. OcobGeHHOCTH OCBOEHHUS Y4YeOHOW MAWCIUIUIMHBI WHBAIWJIAMU W JIMIIAMU C
OTPaHUYEHHBIMU BO3MOKHOCTSMH 37I0POBbSI

Oco0eHHOCTH OCBOCHUSI y4eOHOW TUCIUIUTMHBI WHBamuaamu u junamu ¢ OB3
onpenenenbl B [lonokeHnn o0 opraHu3anuu OOy4YeHUS WHBAIHIOB U CTYACHTOB C
OTPaHUYEHHBIMU BO3MOKHOCTSMH 37I0POBbsI, YTBEP>KICHHBIM MTPUKA30M PEKTOPA.

OO6yuenne uHBauaO0B U Jull ¢ OB3 MOXeT OCYyHIECTBISATHCS HHAMBHAYAIbHO, a
TaK)Ke C MPUMEHEHHEM DJJIEKTPOHHOTO OO0y4YeHUs, AMCTAHIIMOHHBIX 00pa30BaTEIbHBIX
TEXHOJIOTHIA.

dopMa MpPOBEIECHUS NMPOMEKYTOUHOW aTTecTaluu sl MHBaIunoB u auy ¢ OB3
YCTaHABJIMBAETCS C YYETOM WHIUBUIYaTbHBIX TICUXO(PU3HUECKHX 0COOCHHOCTEH (YCTHO,
MUCHhMEHHO Ha Oymare, MMCbMEHHO Ha KOMIIbIOTEpeE, B hopMe TecTupoBanus u T.11.). [Ipu
HeoOXxoauMocTH uHBanuaaM u Junam ¢ OB3 npenocTtaBnsieTcss HOMOTHUTEIHHOE BpeMSs
JUTSI TIOJATOTOBKU OTBETA.


https://www.culture.ru/

11. MeToanyeckue peKOMeHIAIUYN NPENOAABATEIO0 10 OPraHU3alUuU
yueOHOro npoiuecca 1no JUCHUIINHE

11.1. IlpenogaBanue y4eOHOM IUCHUIUIMHBI OCYIIECTBIISIETCS B COOTBETCTBUHU C
@®enepanbHbIMU  TOCYNApCTBEHHBIMH  00pa3oBaTeIbHBIMU  CTaHAAPTAMHU  BBICHIETO
o0pa3oBaHus, C Y4ETOM KOMIIETEHTHOCTHOTO MOIX0/1a K 00yUYEHHUIO.

[Ipn npoBeaeHUM MPAKTUYECKUX 3aHATHH, IPENOIABATEND OJKEH PHUIEPKUBATHCS
TEMaTUYECKOr0 IJlaHa AUCUUILIMHBL, npuBeaeHHoro B PII/I. Pexomennyercs oOpatuth
BHUMaHHE Ha BOMPOCHI W 33JaHUA, NPUMEHSEMble IpPU OLEHKE Cc(HOpPMHUPOBAHHOCTU
KOMIETEHIIMI B XOA€ TEKYUIEr0 KOHTPOJISI M IPOMEKYTOYHOM aTTECTAllMM 110
TUCIUIUIMHE, NP HEO0OXOJIMMOCTH, pa3o0paTh aHAJNOTUYHBIE 3aJaHUs ¢ OOBSICHEHUEM
0COOEHHOCTEN BHIMIOJIHEHUSI.

Cnenyer oOpaTuTh BHUMaHHE 00YyYarOUIMXCs HA TO, YTO JUISl YCIIEUIHOW MOATOTOBKHU
K IPOMEXKYTOYHOM aTTECTAlMH (3a4E€Ty UM SK3aMEHY) OHU JOJIKHBI U3YYUTh OCHOBHYIO
Y JIOTIOJIHUTEIIBHYIO JIMTEPATYPY, CIUCOK KOTOpoM npuBeneH B PIII. Tekyuiuii KOHTpOJIb
YCHEBAEMOCTH W TPOMEXKYTOYHAsl aTTECTalUsl OCYIIECTBIISIOTCS B COOTBETCTBHE C
[TonoxeHneM O TEKYyIIEM KOHTPOJIE YCIEBAEMOCTH M IIPOMEKYTOYHOW arrecTtaluu
00y4aroIuXcsl, yTBEPKACHHBIM TPUKA30M PEKTOpA.

11.2. VuHOBanmoHHbBIC (DOPMBI yUEOHBIX 3aHATUI

B  nmemix pa3BuTMs y 00y4aromMxcsi HABBIKOB KOMAaHIHOM  paldoThl,
MEXJIMYHOCTHON KOMMYHHUKAIIMH, CIIOCOOHOCTH TPUHSATHS PpELICHWH, 3aHATUS IO
JTUCIUIUIMHE OPUEHTUPOBAHBI KaK HAa WHIMBUIYaJbHYIO, TaK W TPYIIOBYI paboTy ¢
00yJaroITUMHCS.

12. llepeyenb nHGOPMATHOHHBIX TEXHOJIOTHIi, HCIOJIB3yEeMBbIX TPH OCYIIECTBICHUH
00pa3oBaTeJLHOIO MpoIecca Mo AUCHHITIHHE

Kaxpprit o0yqarommuiics o0ecriedeH HHANBHUYaIbHBIM HEOTPAaHUYECHHBIM JIOCTYIIOM K
ANMEeKTpOHHBIM OubnmoreunsiM cucteMam [ UTHCa, comepxammm y4deOHYIO, y4eOHO-
METOAMYECKYIO ¥ HHYIO JINTEPATYPY M0 U3y4aeMbIM JTUCIUTUINHAM.

— HuadopmanmoHHbIe TEXHOJOTHH, HCIIOJIb3yeMble B 00pa3oBaTEILHOM IIpOIIECCe:
JIEMOHCTPAIIMOHHBIE TEMATHUECKHE MYTbTUMEINA- U BUICO- MATEPUAIIBI U JIP.;

— Tporpammbl, 0OecTeyrBaroe J0CTYI B ceTh IHTEpHET;

— TporpamMmbl, 00ecreuHnBaOIIMe JEMOHCTPALMIO BUEO MaTepHalioB (Hampumep,
npourpeiBatenb « Windows Media Playery);

— TpOTpaMMBbI IJIsl IEMOHCTPAIMU U CO3JIaHMs pe3eHTanuii (Hanpumep, «Microsoft
PowerPointy).

13. MaTepuajibHO-TeXHHYECKasi 0a3a

No | HaumenoBanue O6opynoBanue [Tepeuenn
n/m | yueOHBIX MIPOTPaMMHOTO
MTOMEIICHUN obecrnieyeHusI
1 | YueOHble mMOMEUICHUS | 3BYKOBOCIIPOU3BOASIIAS I1O Windows 10
TUTS MPaKTUYECKHX | armaparypa 1o ITO Microsoft office 2019
3aHSATUN U | TpeOOBAHMIO;
CaMOCTOATEJIbHOM BuaeonpoekTop + [1K;
paloThl 0OydJarOUIMXCsl | MapKepHasi IocKa
2 | bubmuorexka, B TOM | CTOJIBI, CTYIBS, KOMIbIOTEPHI ¢ | [IO Windows
YHUCJIe YUTAIBHBIN 321 | 1ocTynoM Kk IHTepHeT u ITO Microsoft Office 2019
JOCTYIIOM B 00pa3zoBarenbHyo | 10 Adobe Acrobat




cpeny AJisg yuTaTenei Reader

DNEeKTPOHHO-
OMOJIHMOTEYHBIE  CHCTEMBEI
«IOpaiity, «JIlanby, HOb

14. Caeaenus o pa3padoTUYnuKax
Pa3paborunk  pabouedi  mporpaMMbl  JAWCHHMIUIMHBI:  CT.  MPENOJaBaTeib
®uimmmonona JI.U.

15. CBenenus 00 yTBep:xkjaeHNH U BHeceHMU n3MmeHennii B PI1/]
Pabouas mporpamma aucuuruinHbl « THOCTpaHHBIHN A3BIK (QHTIMICKUI )» pa3paboTana

B cooTBeTcTBUU ¢ TpeboBanusimu GI'OC BO, paccMoTpeHa u omo0peHa Ha 3acelaHuu
Kadenpsl THOCTPAHHBIX S3BIKOB.



IIpunoxenune 1
K paboueil mporpamMme JANCHUILTUHBI
«HOCTpaHHBIH SI3BIK (AHTJIMHCKUH S3BIK))»

MMHUCTEPCTBO KYJIbTYPhI POCCUIMCKON ®EJIEPALINNA

denepanbHOE TOCYAAPCTBEHHOE OI0HKETHOE
_ 00pa3oBaTeIbHOE YUPEHKACHHUE BBICLICTO 00pa30BaHUs
«POCCUUCKUU UHCTUTYT TEATPAJIBHOI'O UICKYCCTBA —TUTUC»

OueHoYHbIE CPeICTBA N0 AUCHUIIMHE
HNHocTpaHHbIH A3BIK (AHTJIMHUCKUH A3BIK)

HanpaneHue moAroToBKu/CeaabHOCTh:
52.03.05 TeaTpoBenenue

Hanpasnennocts (mpoduis) mporpaMmsbl/ creuaaIn3anus:

VYpoBeHb BbICIIETO 00Opa30BaHUS:
0akanaBpuat



1. Ilepeyenb KoMneTeHIMid, (POPMHUPYEMBIX B MIPOIlECCE OCBOEHNS Y4eOHOM
AMCLHUIJINHBI

Koabi NuaukaTopsl Pe3yabTaThbl 0CBOEHUS TUCHUILINHBI
l;zr:; Ooyuarowuiica Ooyuarowuiica Oobyuarowuiica
i 3Haem ymeem énadeem
onon
VYK -4 | VK-4.1. Beibupaer | -hopmbr peuH | -IIPeJICTaBUTh CeOsI; | -M3y4aeMbIM
Ha (yctHOM U | -BBIPAXATh CBOE | MHOCTPAHHBIM
roCyJ1apCTBEHHOM MTMCBMEHHOM) MHEHHUE; SI3BIKOM KaK
Y UHOCTPAHHOM (- -0cO0EHHOCTH -OpPUEHTUPOBATHCSA B | LEIOCTHOM
BIX) SI3BIKAX OCHOBHBIX pa3IMYHBIX PEUYEBBIX | CUCTEMOM, ero
KOMMYHUKATUBHO (YHKIIMOHATTBHBIX CUTYaIUsX; OCHOBHBIMHU
MpueMJIEMbIC CTHJIEH; -TIOHUMATh rpaMMaTH4YeCKUM
CTHJIb JIEIOBOTO -poHeTHYECKUE OCHOBHOE U KaTeropusiMu;
oOmeHus, OCHOBBI SI3BIKQ; coJIepKaHue -opdosnryeckoit
BepOaJIbHBIC U -TpaBuia YTEeHUS | IPOPECCUOHATBHBIX | HOPMOM
HeBepOaTbHBIC M3Y4aeMOro S3bIKa; | TEKCTOB Ha | U3y4aeMOro
cpencTBa -sI3bIKOBOM MaTepuai | UHOCTPAHHOM SI3bIKA;
B3aUMOJICHCTBHUSA C | PYCCKOTO U | SI3BIKE;
napTHEpamHu. HMHOCTPaHHOTO -BOCIIPUHUMATD -HaBbIKaMU
VK-4.2. SI3BIKA, pa3iau4yHbIe THUIIBI | KOMMYHHKAIUHA, B
Ucnonszyer HE0OXOTUMBII U | peud, BbIAECNIASA B HUX | TOM  4YHCIE€ Ha
MH(pOPMaITMOHHO- JOCTAaTOYHBIA IS | 3HAYUMYIO WHOCTPAaHHOM
KOMMYHHKAITMOHH | OOIICHUS B | ”H(GOPMAIIHIO; (bIx) s3bIKE (aX),
bI€ TEXHOJIOTUHU Pa3IMYHbIX CpefiaxX U | -BECTH OCHOBHBIE | I
IIPH TIOUCKE chepax pEeYEBOH | TUIIBI Jyainora, | akaaeMH4eCKOro
HEO00X0IMMOM JIeSITETLHOCTH; cobmoass  HOpPMHI | U
uH}OpMaluy B -COBpEMCHHbBIC peUYeBOro 3THKETA, C npodeccroHabH
IPOLIECCE PEIIeHHUs | KOMMYHUKAaTHBHBIE | y4ETOM oro
CTaHJApTHBIX TEXHOJIOTHH; MEXKYIbTYPHOTO B3aUMOJCICTBUS;
KOMMYHUKATUBHBIX | - pPEYeBOro ATUKETA; - OCHOBHBIMHU
3a/1a4 Ha po(ECCUOHATBHYIO | -UCIIOIB30BATh HaBbIKaMU
roCy/1apCTBEHHOM TEPMUHOJIOTUIO  HA | COBPEMEHHBIE nepeBoja C
Y UHOCTPAHHOM (- M3y4aeMOM SI3bIKE; MH(OPMAIMOHHO- MHOCTPAHHOTO
BIX) A3BIKAX -OCHOBHBIC KOMMYHHUKAaTUBHbIC | WX Ha
YK-4.3. rpaMMaTH4ECKHE cpencraa JUIs | THOCTPAHHBIN
JleMmoHCTpHUpYET SI3BIKOBBIE peleHus S3bIK, B  TOM
YMCHHUC BBIIOJHATL | CTPYKTYPBHI, KOMMYHHUKATHBHBIX YqUCJIC 10
epeBo/] MO3BOJISIOIINE B | 3a1a4 Ha | mpodeccuoHabH
IpoeCCHOHATIBHBIX | COOTBETCTBUU C | TOCYIapCTBEHHOM W | Oi TEMATHUKE;
TEKCTOB C | HUMH CTOWTh | ”HOCTPAHHOM(-BIX ) - HaBbIKaMHU
WHOCTPAHHOTO (- BIX) | TIPEIIOKCHUS B | A3bIKax; -NPUMEHSATH | BEACHHUS JUAJIOra,
Ha IIOBECTBOBAaHUU )41 MOJIy4CHHBIC 3HAHUA IIojauiaora,
rOCYJIapCTBEHHBIN Jranorax B CBOCH | - HaBbIKaMU
SI3BIK U 0OpaTHO. podecCHOHATLHON o0IEeHus Ha
JEATECIbHOCTH HWHOCTPAHHOM
-JIOTUYECKU SA3BIKC B paMKax
BEICTpaWBaThk CBOIO | IPOIrPaMMBbl
peub;
-TIepEBOIUTH
MUCbMEHHbBIE

WCTOYHHUKU 0a30BOT0




YpOBHS
UCIOJIb30BAaHUEM

JICKCHKH;

npodecCHOHATbHON

2. Onucanue nmoka3sarejei u KpUTEpUEB OLICHUBAHUS KOMHeTeHHHﬁ, OoInmucaHume
IIKaJ OHNCHUBAHUA

YpoBeHb chOPMUPOBAHHOCTH KOMITETEHIM A

Heoocmamounwtii Ilopozoeuwiit IIpoosunymutii Buvicoxkuu
Kommerenniuu He Kommerenmn Kommerenmn Kommerenmn
c(OpMHUPOBAHBI. c(OPMHPOBAHBI. copmMupoBaHbl. 3HaHUS | CHOPMHUPOBAHEI.
3nanus oTcyrcTBYIoT, | ChopMupoBaHbI OoOIIMpHBIC, CHCTEMHBIC. | 3HAHUS TBEPAbIC,
YMEHHUsSI U HaBBIKW He | 0a30BbIC 3HAHUS. YMeHUs IPUMEHSIIOTCA K | BCECTOPOHHHE.
c(hopMHPOBaHbI Ymenus PEIICHUIO TUITOBBIX YMeHus ycnenrto
(dbparMeHTapHbI U HE | 3aJaHHIA. MIPUMEHSIIOTCS K
BCerja AocTtaTouHsl | JleMoHCTpupyercs pEIIeHUI0 KaK
JUTSL peleHust JOCTaTOYHBINA YPOBEHB TUTIOBBIX, TaK U
TUIOBBIX 3aJ]aHUM. | MPAKTUYECKUX HABBIKOB | HECTaHJIAPTHBIX
JeMoHcTpUpyeTcs TBOPUYECKHUX
HHU3KUH YPOBEHB 3aJaHUM.
MPAKTUIECKHIX JlemoHCTpUpYyeETCS
HaBBIKOB BBICOKHI YpOBEHb
MPAKTUIECKHIX
HaBBIKOB
Kpurepun onenuBanuns
Ooyuarowuiica Ooyuarowuiica Ooyuarowuiica Ooyuarowuiica
demoncmpupyem oeMoHcmpupyem oeMoHcmpupyem oeMoHcmpupyem
po0esibl B 3HAaHUSIX 3HAHUS OCHOBHOI'O | MOJIHOE 3HaHHE y4eOHOTO | BCECTOpPOHHEE,
OCHOBHOTO Y4eOHOTO | y4eOHOTro Marepuaa, yCIenHo CUCTEMATUYECKOE U
MaTepua’a, MaTepuaia B BBITIOJTHSIOLIUM riry0oKkoe 3HaHue
JOTTyCKaeT o0Beme, MpeAyCMOTPEHHBIE B y4e0HOTr0
NPUHLMITHATILHBIE HEOOXOIMMOM ISl | IporpaMMe 3aJaHus, MaTepuaia, yMeHHe
OIIMOKHY B JanbHENIIero MIPOJIEMOHCTPUPOBABIINM | CBOOOIHO
BBINOJIHEHUH oOyueHus u HaBbIKU U YMEHUS, BBITIOJTHATh
PEeAYyCMOTPEHHBIX MpeACTOsIIEH c(hOpMHUPOBAHHOCTH 3a/laHus,
MPOTPaMMOit paboTHI IO KOMIIETEHIINH, MPEyCMOTPEHHBIE
3a1aHUM. CIIELIMAIbHOCTH, HEO0XOAUMBIE TSt IIpOrpamMmoi,
CHPaBUBILHMCS C Oynyuieit MPOSIBUBIINM
BBHITIOJTHEHUEM npodeccroHanbHOM TBOPYECKHUE
0O0JIBIINHCTBA NesITeNIbHOCTH CIOCOOHOCTH,
3aJlaHuH, YMEHHUS ¥ HaBBIKH,
MPEeyCMOTPEHHBIX HE0OXOIUMBIE IS
IpOrpamMMoii, Oynymei
MMEIOTIIHNX npo¢eCcCuOHATBHON
OCHOBHBIC HABBIKU U JeSTebHOCTH
YMEHHS,
HEOOXOTUMBIE IS
Oynyueit
npodeccroHabHOM




JCATCIIBHOCTH

OIICHKa OIICHKAa OILICHKA «X0poI1lIo» OIICHKA «OTJIMYHO»
«HEYTOBJICETBOPUTECIBbHO0» | «YAOBJECTBOPUTEJIbHO»
HE 3a9TECHO 3a4YTCHO 3a4YTCHO 3a4YTCHO

3. TunoBble KOHTPOJbHbIE 32IaHUA WJIN UHble MAaTePHUAJIbl, HEOOXOAUMBbIE JIJIsI
OlIeHKHU Pe3yJIbTATOB 00y4YeHHsl M0 JUCHUIJINHE.
3.1. lIpumepHbIe BAPMAHTHI 3aJaHUM J1JIA TEKYIIEro KOHTPOJISA

Tema 1. [lonsiTHe 0 TPAHCKPUNIUU, HHTOHAIMHU. [IoBTOpEeHMe rPyNIIbI MPOCTHIX
BpemeH (Simple Tenses). [lopsinok c/i0B B aHT/IMiickoM npeaio:xxennu. UHpuHUTHUB.
YucaureabHbie. Mectoumenus. Tunsi Bonpocos. [lpurskarenbubiii nage:x. Mos
ouorpadus. Crpanbl 1 HaumoHaabHOCTH. [lopTpeT akTepa. BBenenue B
TeaTPaAJIbHYI0 JEKCHKY.

1. Boinoanume 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 I have the rest of  ?
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

Ilepeseoume Ha anenutickuil A3viK clledyoujue NOHAMUsL:
Cuena, mapTep, aHTpaKT, 3aHABEC, TIaBHAs POJIb, 3arJIaBHAs POJIb, ClieHOTpad,
pexuccep, pEKBU3UT U T.]I.

Hanuwume gpopmol npowiedwieco epemenu ciedyroujux HenpasuibHulx 21a20108:
JlymaTh, HAUMHATH, YYUTh, TOOEKAAThH, TPUXOIUTD.

Packpoiime ckobku, nocmagvme 21a2ovl 8 HYHCHOU popme.




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.

Hanuwume, na xakom s3vlke 20860psm 6 OAHHLIX CMPAHAX.
France- Spain- Russia- Italy-

Portugal-

beceoa no meme «My first visit to the theatre”

Tema 2. I'pynna JnurensHbix BpeMeH. (Continuous Tenses).
Moaaabhble riaaroJbl. (Modal Verbs). IlaccuBnblii 3ai0r (Passive
Voice). AHAIN3 CIIEKTAKJISA (TeOPHs M JIEKCUKA)
Bcmaesvme is 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?
BrimosmauTe 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 I have the rest of  ?
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. This is 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 hopmbl 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)

Iloocomosvme doxnao no meme: «Analysis of the performance from all the
aspectsy

Tema 3. I'pynna Cosepuiennbix BpemeH (Perfect Tenses). KocBennasi peub
(Reported Speech). Cornacoanue Bpemen (Sequence of Tenses).
Ipunararensubie (Adjectives). Uctopust Teatpa. Y. Hlexkcnup. E.
I'paroBckmii, K. CTanuciaaBckuin)

Buvibepume npasunvuwiti eapuanm:

3ananue 1.

Greg said that ... a new job.

he will need

he needed

would he need

3amanue 2.

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

1s working

will be working

was working

3anganue 3.

He said that he ... that film.

had already seen

has already seen



was seen

3anmanue 4.

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

is located

was located

locates

3amanue 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.

I have made

I had made

had I made

3ananue 7.

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

ask / will help

have asked / would help

asked / would help

3aganue 8.

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

I would have

would I have

I will have

3ananue 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.

[ 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

Cocmasbme 80npocuvl U3 OAHHBIX CO8:
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 2nazovl 8 HylCHyo gopmy 0is nepedadu
OyOywHOCmuU 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.

Buvlbepume npasunvhblii 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?

Buvibepume npasunbhwiii nepegoo:

Sl Kynui1 KHUTY Ha 3TOW HEZee.
a) [ buy a book every week.

b) I’ll buy a book next week.

c¢) I bought a book last week.

d) I am buying a book now.

e) I have bought a book this week.

On mukoraa He 0611 B [Tapmxe.
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.
Kto nanucan 3Ty crarpio?

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?

TsI yrke cirymian HOBYIO TTECHIO?

a) Have you listened to the new song already?
b) You have listened to the new song already?
¢) 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?
OHa y>xe mo3aBTpaka’na.

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 I saw last»

Tema 4. YciaoBHble npemioxeHus. Ciio:xkHoe naomosiHeHue. CoBeplIeHHO-
nautenabHble BpeMeHa (Perfect -Continuous Tenses). ZKanpsbl.

Ilepeseoume:

S He oxmpama, 4TO BBl TaK IOTpscaroIie OyaeTe uUrpaTb B ITOM CIEKTaKJe.
[To3Bons MHE MO37paBUTH TEOS ¢ MpeMbepoil. Pexkuccep Mmompocusin akTepoB HE
Omna3AbplBaTh Ha TEHEPAJIbHYIO PENETUIMIO. S MOYYyBCTBOBAJ, YTO KTO- TO B3sUI
MEHS 3a PYKY.

IIpouumartime u npoananuzupyime Ucnoib308aHUe PAMMAMUYECKUX BDEMEH 8
ouanoze branw u Cmennot uz nvecwt T. Yunvamca « Tpameaii 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:

I 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!
Buinonnume mecm:

I haven’t been watching any films a week.

for

since

in

2. We have been studying English 10 years.

for

since

n

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 ompwiska 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 I did. I found little bits of business had crept in that I 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 I 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 I thought I could make
something out of it. Of course we had to cut the other woman a lot in rehearsals."

"I 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. Aprukin. UaTepHannonajibHble ciaoBa. CiioBoodpa3oBaHue.
IIpuaaTouHbie yCJI0BUS U BpEeMEHH B CJI0KHOMOTYNHEHHOM MPeEII0KEeHNH.
Pabora c penenzusimu M. BUIJIMHITOHA. DKCKYPC B TEOPHUIO NEPEBOIA
Hanuwume cmenenu cpasnenuss 0aHHbIX NPULALAMETbHDIX.

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.

Ilpooenatime 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
¢) destroyed
4. The shop ... at nine every day.
a) is opened
b) was opened
c¢) 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
¢) live and work
11.IL....... go to see the doctor last week because I was very ill.
A) must
B) must to
C) had to
12. I 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 I am already late for my class.
A) must
B) had
C) have to
14. I 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 I 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
c) 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
¢) 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
¢) discovered
11.1......... be really mean to her, but I 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.T......... go to the wedding. I have to work on the same day.
A) could have
B) need
C) can’t
14. [ really ......... be angry with him. It's not his fault
A) haven’t
B) shouldn’t
C) couldn’t have
15.1T........ 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. It ......... 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
Buibepume 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.
1s 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.
I have made
I had made
had I made
He said that If I ... Kathrin, she ... me.
ask / will help
have asked / would help
asked / would help



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

would I 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 I ... to bed.

say [ am going

said I go

said I was going

Tema 6. I'epynauii. CociararejibHOe HaKJIOHeHHe. IHTEPBBIO ¢ peKUCCEPOM.
TearpanbHblie pecTUBAIU.

IlepeBeuTE HHTEPBBIO C AHTJIMKUCKOIO HA PYCCKUM

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: I 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 I 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 npasunvhbiii gapuanm:
If the weather were fine, they ... out of town.



g0

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.
LS
was

will be
would be

We’ll just go to another restaurant if this one ... fully occupied.
1s

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.

IloBTOpEeHHe rpaMMaTHYECKOr0 MaTepuasia. JlureparypHblidi NUCbMEHHbIN
NepeBo/ TEKCTOB € AHIJIMMCKOI0 Ha pycckuil si3bIK. IloaroroBka k axk3ameny.
Bvinonnume mecm:

If1..... old people, I ..... them.

see, will help

will see, will help

see, helped

will see, help

Bomnpoc Ne 2

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

has been playing

had played

was playing

Bompoc Ne 3

My mum .....since early morning.

did washing

has done washing

1s doing washing

has been doing washing

Bomnpoc Ne 4

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

has been played

has been playing

plays

Bormpoc Ne 5

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

is skating

has been skating

skated



Bomnpoc Ne 6
The local news ..................... at 7.00 every morning.
is starting

has been starting

starts

start
Bomnpoc Ne 7

- Are you going for a walk? - I ..... 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

1s going, goes

goes, 1s going

goes, has been going

Bonpoc Ne 10

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

is working

has worked

worked

Bvibepume npasunvhuiil 6apuanm:

3anmanue 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.
1s working

will be working

was working

3amanue 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

3amanue 5.

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

will call

would call

3anganue 6.

Bill asked me what ... for dinner the day before.
I have made

I had made

had I made

3amanue 7.

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

ask / will help

have asked / would help

asked / would help

3aganue 8.

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

would I 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.

[ 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. IlpumepHblie BoOmMpochl (3aJaHMsi) AJs1 MOATOTOBKH K TNPOMEKYTOYHOM
arrectannu (K IK3aMeHy/3a4eTy)

1 cemecTp (3auer)
Ipouumaiime u nepegedume mexkcm:

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.

H€p€CKCl.9fCMm€ mexkcm.

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.

Omeembme Ha 60NPOCHL:

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 npeoodiceHusL:

1.910 camblii ycnewmHbli cnekrakib B MockBe. 2. EBrenuit  MupoHOB oOu€Hb
TaJaHTIUBBIN akTep. 3. B Poccun MHOro pamMaTM4eCKUX U My3bIKAJIBHBIX TeaTpoB. 4.Ha
3TOM (hecTHBaIe MHOT'O YYaCTHUKOB M3 pasHbIX crpaH: ®panuuu, Axriuu, ['epmanun,
[opryranuu, Utanuu, Ucnanuu u ta. 5. B 'y MeHs MHoOro uzeil. 6. Y 31oro akrepa MHOIO
XOPOILINX POJIEH.

Beceowvl no meme:



«Portrait of an actor»

Cemectp 2. (3auer)

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

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

Ilepeckasicume mexcm:
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.
Ilepesedume npednodicenusi:

1.B Hamem ropoxe MHOTO HOBBIX JpaMaTUYECKUX TEAaTPOB C XOPOLIUM
peneptyapoM. 2. Bosbloil Teatp mpeiaraeT 3pUTeNs M ONEPHbIA MOCTAaHOBKHU U
OanetHble cnekTakiu. 3. Bc. Meiiepxonb paboTali BO MHOTHX TeaTpadbHBIX
IPOEKTaxX Kak pexuccep U akrep. 4. S HUKorga He XOXy B TeaTp OAMH,
MPUTIIAIIAKD CBOUX ApYy3€eu. 5. S cerlyuac mpoaroCupyr0 OUYeHb HHTEPECHBIN MPOEKT.

Cemectp 3. (3auer)
beceoa no meme: «My impressions of the show»
Ilpouumaiime u nepesedume mekcm.

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

Ilepeckasicume mexcm:

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.

Omeembme Ha 80NPOCHI:

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?
Bbecena mo teme: «Tragedies and comedies of W.Shakespeare»
Cemectp 4 (3auer)

IIpouumaiime u nepesedume mexcm

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. I 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, 1
know little enough of myself: I 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 I that I should tell this one and that how he should lead it?
Life is a difficult business and I have found it hard enough to make my own a
complete and rounded thing; I 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, I have been forced to point the finger of fate. Sometimes men have
said to me, what shall I do with my life? and I have seen myself for a moment
wrapped in the dark cloak of Destiny.Once I know that I advised well.

I was a young man and I lived in a modest apartment in London near Victoria
Station. Late one afternoon, when I was beginning to think that I had worked
enough for that day, I heard a ring at the bell. I opened the door to a total stranger.
He asked me my name; I 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. I 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 I asked
him if I should not put it on a chair for him. He quickly did this and while doing it
dropped his umbrella.

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

'"Yes, but I don't practise!

'No, I know. I've just read a book of yours about Spain and I 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 I 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. I surmised that it gave him confidence.

'T 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 I always know that it is precisely what they are going
to do. I do not mind. In fact I 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. I have no children. I'm a medical officer
at the Camberwell Infirmary. I can't stick it any more.'

There was something very striking in the short, sharp sentences he used. They had
a forcible ring. I 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,' I answered.
"Yes, I know. The money's pretty good'

'T 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?'
'T don't know, I 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 I have to say straight out. I heard by accident that
there was no English doctor in Seville. Do you think I 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.’

'T 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 I 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, I 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. I took a cab and as I 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.'

I 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 I 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.'

I 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.

'T 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?'

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

Ilepeckasxcume mexcm:
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 meme:
«Comparative analysis of the same play staged by different directors»

Ilpouumaiime u nepegedume mekcm.:



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 festivaly
llpouumaiime u ompwvigox uz unmepswio 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 (3K3aMe€H)
IIpouumarime 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 is 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 (¢.485-07 BCE) — but
he read them closelyand tried to draw conclusions about what typifies their works.
Aristotle 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 worky
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	PowerPoint»).
	13. Материально-техническая база
	14. Сведения о разработчиках
	15. Сведения об утверждении и внесении изменений в РПД
	3.2. Примерные вопросы (задания) для подготовки к промежуточной аттестации (к экзамену/зачету)
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