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1. Mecto aucrumunsl (Moayiisi) B ctpykrype OIIOIT BO- otHocuTcs k 6a3oBoii wactu OITOIT BO, o0s3aTenbHa a it OCBOSHUS B IEPBOM, BTOPOM,
TPETHEM, YETBEPTOM, IISITOM U LIECTOM CEMECTPAX.

2. BxonHble TpeOOBaHUS TSI OCBOCHUS TUCITUTUIMHBI (MOJIYJIS), IPEBAPUTEIbHBIC YCIOBUS (€CIH €CTh): HET
3. [Inanupyembie pe3yabTaThl 00yUeHUs MO TUCIUILTHHE (MOIYJII0), COOTHECEHHBIE C TPEOYEMbIMU KOMITETEHITUSMHU BBIITYCKHHUKOB.

Komnerenun
BBINYCKHUKOB (KO/bI)

NuaukaTopbl KOMIIeTeH Uit

IInanupyemble pe3yJbTaThl 00y4eHHs O JUCHHUILINHE (MOAYJIIO),
COOTHECeHHbIE ¢ KOMIIETeHIMSIMH

Komnerennus YK-8
Crioco0eH oCyIIecTBISATh
JIETIOBYIO U
aKaJIeMUYECKyI0
KOMMYHHUKAIUIO B YCTHON
Y TTMCbMEHHOH (opmax
Ha MHOCTPAHHOM SI3bIKE

(MHOCTpaHHBIX A3BIKAX)

Nupunkarop YK-8.1

Ocy11ecTBIIsIET JEIOBYIO U
aKaJeMHUYECKYI0 KOMMYHHUKAIUIO B
YCTHOM U MHUCbMEHHOU (opMax Ha
MHOCTPAHHOM $I3bIKE (MHOCTPAHHBIX

SI3bIKAX)

3HAaTh OCHOBHEIC S3BIKOBEIC HOPMBI HHOCTPAHHOT'O SA3bIKa (JICKCI/IKa,

rpaMMarrka) B cepe Je0BOro U aKaIeMUIECKOT0 OOIEeHUS

YMeThb OCyLIECTBIATD AEJIOBYIO U aKaJIeMUYECKY0 KOMMYHHUKAIUIO B YCTHOU

Y TTMCbMEHHON (pOpMax Ha HHOCTPAHHOM SI3bIKE

Baaaers HaBbIKaMU YCTHOIO M TMCBMEHHOIO IEPEBOJAA B JEIOBOM U

aKaJieMU4ecKoi chepax

Komnerennusa YK -9

Cnoco0eH HCIoIb30BaTh
COBPEMEHHBIC
MH(POPMALMOHHO-
KOMMYHHUKAI[MOHHBIE
TEXHOJIOTHH B
aKaJeMUYCCKON U
npodeccuoHanbHOM

cepax

Nupunkarop YK-9.1

Hcnons3yer coBpeMeHHbIE
MH(POPMALMOHHO - KOMMYHHKAIIMOHHBIE
TEXHOJIOTMH B aKaJIEMUYECKON

U ipodeccuoHanbHOM chepax

3HATH OCHOBHBIE MOHATHUS B 00J1aCTH HHGOPMAITMOHHO-KOMMYHHUKAIIMOHHBIX
TEXHOJIOTUH

YMeTh 10J1b30BaThCsl COBPEMEHHBIMH WH(OPMAIIHOHHO-
KOMMYHMKAIMOHHBIMU TE€XHOJIOTUSMHU




Komnerennus YK - 11
CrniocobeH BOCIIpUHUMATH
MEXKKYIbTYPHOE
paszHooOpazue

o0IIecTBa B COIUAIIBHO

- HCTOPHYECKOM,
3THUYCCKOM U
¢dunocodckom

KOHTCKCTax

Nugukarop YK- 11.1

BocnpuHuMaeT MEXKYJIBTYPHOE
pasHooOpasue o0IiecTBa B COIUAIBHO-
UCTOPUYECKOM, STHYECKOM U
¢bmocopcKoM KOHTEKCTax

3HATBH OCHOBHBIE SI3bIKOBBIE HOPMBI HHOCTPAHHOTO fA3bIKa (JIEKCHKA,
rpamMMaTHKa) B cpepe Je0BOro U akageMHIeCcKoro oOIIeHus

YMeThb OCYLIECTBIATH AEJIOBYIO U aKaJIeMUYECKY0 KOMMYHHUKAIUIO B YCTHOU
Y TTMCbMEHHON (pOpMax Ha HHOCTPAHHOM SI3bIKE

Buaaners HaBBIKAMM YCTHOTO U TIMCBMEHHOT'O TIEPEBOJIa B JICIIOBON U
aKaJieMU4ecKoi chepax

Buaaneet criocoOHOCTBIO K BOCIIPHSTHIO MEKKYJIBTYPHOTO Pa3HOOOpa3ust
o01ecTna

Komnerennus YK-12
CniocoOeH ynpaBisTh
CBOUM BPEMECHEM,
BBICTpaMBaTh U
peaT30BbIBATh
TPACKTOPHUIO
CaMOpPa3BUTHS

Ha OCHOBE TPUHIIUIIOB
o0Opa3oBaHMs B TCUCHUE
BCEM KU3HU

Nupuxarop YK - 12.1

VYipaBisieT CBOUM BPEMEHEM,
BBICTPAaUBACT U PEAIU3YET TPACKTOPUIO
CaMOPA3BUTHS HA OCHOBE IIPUHIUIIOB
00pazoBaHMs B TEUECHUE BCEH KU3HU

YMeThb ynpaBisTh CBOMM BPEMEHEM H OLIEHUBATh 3 (HEKTUBHOCTH €T0
HCIIOJIb30BAHHUS IIPU PEIICHUM ITI0CTABIICHHBIX 3a1a4

Ymertb pazpabaTbiBaTh TPACKTOPUIO TPOPECCHOHATHHOTO M IMYHOCTHOTO
pocta

Baaners criocobamMu MIaHUPOBAHUS M PEATTM3AIMK TPACKTOPUH CaMOPa3BUTHS
U IpO(eCCHOHATBHOTO pocTa

Komnerennus OIIK -7.
CnocoOeH MpUMeHSITh
COBpPEMECHHBIC
MH(POPMALMOHHO-
KOMMYHHKAI[IOHHBIC
TEXHOJIOTUH IS

Nupuxarop OIIK -7.1

Hcnone3yer coBpeMeHHbIE
MH(POPMALMOHHO ~-KOMMYHUKAITUOHHBIE
TEXHOJIOTUH TPH IOUCKE HEOOX0AUMOM
uHpOpMaIUY B KaTajuorax OubIMoTexK,
CIeLUAIU3UPOBAHHBIX 0a3axX JaHHBIX,

3HaTh OCHOBHBIE COBpEMEHHbIE HH(POPMALIMOHHO-KOMMYHUKAITUOHHBIE
TEXHOJIOTUHU M METO/IbI IOMCKa MH(OpMaIK, HEOOXOJUMOH ISl peIIeHUs
HCCIIEN0BATENIbCKUX 3a1a4

YMeTh IPUMEHATH COBPEMEHHBIE HH(POPMALIMOHHO-KOMMYHHUKAI[HOHHBIE
TEXHOJIOTMH U PElIaTh ¢ UX IIOMOILBIO UCCIEA0BATEIbCKUE U IIPAKTUYECKUE

4




peleHns
HCCIIEIOBATEIBCKUX
" NPAKTUYCCKUX
3a1au
npodeccuoHanbHOM
ACATCIbHOCTHU

cetu MHTepHer

3a1auu MpodecCuOHANBHON AeATeTbHOCTH

MPaKTUYCCKUX 3ada4

Baaners HaBBIKOM MOMCKA M KPUTUYECKOTO 0TOOpa HH(pOpMAIINH,
MOJTy4aeMoil IMOCPeCTBOM COBPEMEHHBIX HHPOPMAITHOHHO -

KOMMYHUKAIIUOHHBIX TCXHOHOFHﬁ, JUI PCIICHUA UCCIICAOBATCIILCKUX U

4. O0beM AUCIUILTUHBI (MOJTyJIsl) COCTAaBINAET28 (ABaALIATh BOCEMB) 3.€., B TOM yHcie 204 akaqeMHYecKHX Yaca, OTBEICHHBIX Ha KOHTAKTHYIO paboTy
oOyyaromuxcs ¢ npemnojasareneM, 804 akaeMUYeCKUX Yaca Ha CaMOCTOSITEIbHYIO pab0Ty 00yJaromuxcs.

5. ®opmar o0ydyeHnss —KOHTaKTHas padoTa (C UCIOJIb30BAaHUEM IEKTPOHHOI'0 O0YUYEHHS U TMCTAHLIIMOHHBIX 00pa30BaTeIbHBIX TEXHOJIOTHH MpH

HE00X0IMMOCTH)

6. Coneprxanue JUCIUIUIMHBI (MOAYIIS), CTPYKTYPUPOBAHHOE IO TeMaM (pa3jiesiaM) ¢ yKa3aHHEeM OTBEJCHHOTO Ha HUX KOJIMYECTBA aKaJIeMHUUYECKUX

HJIN AaCTPOHOMHUYCCKUX YaCOB U BUIbI y‘ICGHBIX 3aHATHH

HaumeHnoBaHue u
KpaTKoe co/iepraHue
pa3aeyioB U TeM
AUCHHUILINHBI (MOYJIs1),

(popMma npomekyTOUHOMI
aTTecTalu 1o
AUCHHUILINHE (MOIYJIIO)

Bcero

B ToM uncne

(4acwr)

KonTakTHast padora (padora Bo B3aUMOJEHCTBUH C
npenoaaBaTesaemM), 4achbl

CamocrosiTeibHast padora
o0yuaruerocs, 4acol

3aHATHS U Ap)*

13 HUX 13 HUX

° VYueOHbIe 3aHATHS, Bcero Brinmonue- | [logroros- | Beero
c;> s HaIpaBJIeHHbIE Ha HHUe Ka
z = 2 MPOBEACHUE JoManrHuX | pedepaTon
= o S o = TEKYILEro KOHTPOJIS 3aJaHu’ U T.IL..
S S o 5| | 5 CIIEBAEMOCTH
5 % 2 S| S 4

2 m 2| 5 £ | KOJJIOKBUYMBI
= |z§ |2E| 3 ’
= BT E 5| 8 5 | OpaKTHYecKue
=g |55 |2% 5%
s Z 2 & Z| = I | KOHTPOJbHBIC
o= S IR>) 2| S Z

Pasnea 1. IlpakTuka
YCTHO# M NMCbMEHHOM




peun

Tema 1.1. O cebe, cBoeit
ceMbe, CBOOOTHOE BpeMs,
3JI0pOBBI 00pa3 )KU3HH.

11

10

Tema 1.2.
JlocTonpuMeuaTenbHOCT
1 MOCKBBI: My3€eH,
co0OpBbI, XpaMBbl,
KpPENOCTH, ABOPLBIL.

16

12

Tema 1.3. UckyccTBO Kak
Iy TELIECTBUE.

14

12

Tema 1.4. Mou 1ro0uMbIe
XYIAOXKHUKH.

14

12

Tema 1.5. Brrgaromuecs
XynoxHuUKU Poccun.

16

13

Tema 1.6. [Ipazguuunsie
YJINYHBIE YKPALLIEHUS
rOopoJI0B MHpa.

11

Tema 1.7. llleneBpbl
MHPOBOI'O UCKYCCTBA.

18

13

Tewma 1.8. UckyccTBO B
(4%
Hay4YHO-TEXHUYECKOTO
porpecca.

13

Tema 1.9. Kynbrypa,
HCKYCCTBO U CPEJCTBA
MaccoBOM HH(OpMAIHH.

16

10

14

Tema 1.10. Omonuu u
(OpPMBI HIX BBIPKCHHS B
UCKYCCTBE.

14

12

Tema 1.11.2KuBorHbIE B
M300pa3uTEeILHOM

15

13




UCKYCCTBE.

Tema 1.12. My3zeun mupa.

19

N

N

N

Tewma 1.13. Hayka
UCKYCCTBOBEJICHHE.
[TpodeccrnonanbHbIit
UCKYCCTBOBE]I.

11

Tema 1.14.
3HaMEHUTbIE
Xy O0KHUKHA EBpoOIBL.

13

Tema 1.15. Teatp u
TeaTpaJbHas KUBOIIHCh.

11

Tema 1.16. Dxoiorus B
M300pa3uTEeILHOM
HCKYCCTBE.

10

KonTponbHas
pabora

Pasnea 2.
IIpakTHyeckas
rpaMMaTHKa

O0630p 1 MOBTOpEHHE.

Tema 2.1. BBoaHo-
KOPPEKTUBHBII
(dhonernueckuii kypc. O0630p
1 TIOBTOPEHHUE.

Tema 2.2.
Cy11iecTBUTENBHOE.
CyliecTBUTENBHOE
HapHUIATEIbHOE U
cooctBenHoe, Uncno
CYIIECTBUTEIBHOTO.
ApxanuHbie GOpMBI
MHOECTBEHHOTO YKCIa
CYIIECTBUTEIBHOTO.
Cy1iecTBUTENbHBIE,
HMMEIONIHNE TOJIBKO (GopMy




CANHCTBCHHOI'O UJIM TOJBKO
MHOKCCTBCHHOI'O UM CJia

Tema 2.3. IlpunaratensHoe.
CreneHnu cpaBHEHUS
npujaraTe’abHbIX
OJHOCJIOKHBIX U
MHOTOCIOKHBIX.
Jlexcuueckue GpopMbl
BBIpKEHUS CpaBHEHHS NIPU
MOMOILI OTHOCHTEJIEHBIX
coro3oB. CyOcTaHTUBAITUS
MpUJIaraTeibHbIX.

Tema 2.4. ApTUKIIB.
CMBICTTOBOE 3HAYEHUE
OIIPEIEICHHOTO U
HEOMPEAEIECHHOTO apTHKIISL.
Cayvan ynotpeOieHHs
OIIPEIEICHHOTO U
HEOMPEAEIEHHOTO apTHKIISL.
OTtcyTCTBHE apTHKIIA.

Tema 2.5. UucaurenbHOE.
KonuuecTBeHHbIE U
MTOPSITKOBBIC
YUCITUTENbHBIC. XPOHOJIO-
TUYECKHE NaThlL.
O06o3HaueHNE TEHEKHBIX
enqnuuIl B
Benukobputanun u CLIA.

Tema 2.6. MecTrouMeHue.
Bunapl MecTonMeHuMit:
JIUYHBIE, TPUTKATCILHBIC
(mpucoenuHsIeMas U
abcomnrotHas ¢opma),




yKa3aTelbHbIC,
BOIIPOCUTEIBHBIC,
BO3BpaTHbIE,
OTHOCHUTEIbHBIC U
COIO3HBIE.
Heonpenenennsie u
OTpe/ieIICHHBIC
MECTOUMEHUS.

Tema 2.7. JIuunsie u
HeNMWYHBIC (DOPMEI TIaroja.
HenpaBuibHbIe TIIATOHL,
Buno-Bpemennas cucrema
AHTIUICKOTO TJarofa.
Ynorpebnenue riaronia B
rpynmnax BpeMeH: B
HACTOSIIEM, TIPOIIC/IIEM 1
OyayIieM BpEMCHH B
JCHCTBUTEIHHOM U
CTpaJiaTeIbHOM 3aJI0Tax.
CornacoBaHue BpeMeH.

15

11

11

Tema 2.8. MopanbHbIe
TJIArOJIBI U UX
9KBUBAICHTEI.
VYnorpebieHre MOAAIbHBIX
TJIar0JIOB C IPOCTBIMU U
nephexTHeIME (hopMamu
WH()UHUTHBA B
U3BSBUTEIBHOM U
cociaraTeibHOM
HAKJIOHECHUSIX.

16

11

11

Tema 2.9. CocnarareabHoe
HaKJOHEHUE.

13




CocnarareabHoe
HaKJIIOHEHUE B
MPUAATOYHBIX
MIPEIIOKCHUSX,
MOJJISKAIIUX U
MPETUKATUBHBIX, B
MPUAATOYHBIX
JIOIIOJTHUTEIBHBIX
MPEIUIOKCHUSIX TIOCIE
riaaroa.

CocnarareabHoe
HaKJIIOHEHUE B
MPUIATOYHBIX YCIOBHBIX
npeanoxenusx. bec-
COIO3HOE TIPHCOCINHEHIE
YCIIOBHOTO TIPUATOYHOTO
MPEIUIOKCHHSI K TIIABHOMY.

Tema 2.10. UnpuaUTHB.
Henepdexrhas,
MPOAOIKEHHAS U
nepdextHas Gopma nHPH-
HUTHBA B ICHICTBUTENLHOM
U CTpaJaTelbHOM 3aJI0Tax.

Tema 2.11. I'epynauii.
Henepdexrnas n
nephextHas GopMbl
repyHaus. 'epynanii u
OTIJIaroJibHOE
CYIIECTBHTEIILHOE

Tema 2.12. IIpuyactue.
Henepdexthsie u
nepdexTHbie GOpPMBI
MpUYacTus B IEHCTBU-
TEJILHOM U CTPafaTeIbHOM
3aorax. AGCOIIOTHBII

10




MpUYACTHBIN 000pOT.

Tema 2.13. CuHTtakcuc.
[Ipennoxenne mpocroe u
CJI0XHOE,
pacmpocTpaHeHHOE U
HEpacHpoCTPAHEHHOE.

KonTponbHas
pabora

Pa3znen 3
HNHocTpaHHBIN A3BIK.
BBeneHue B SI3bIK
CHeNNAJbLHOCTH

Tema 3.1. Cave art

16

10

13

Tema 3.2. Egyptian art

20

12

16

Tema 3.3. Mesopotamian
art

17

10

14

Tema 3.4. Greek art and
architecture

28

16

24

Tewma 3.5. Etruscan and
Roman art

29

19

27

Tema 3.6.
Byzantine art

55

37

46

Tema 3.7. Romanesque
art

17

11

15

Tema 3.3. Gothic art

20

11

15

Tema 3.4. Renaissance art

21

KonTponbHas
pabora

13

17

Pa3zpnen 4. [lomamnee
4YTeHHe.

11




Clak K. Landscape into 46 32 37
art.

Boardman J. Greek Art 41 29 33
Pevsner N. The 47 34 38
Englishness of English

art.

Johnson G.A. 41 30 33
Renaissance Art: a very

short introduction

Pasnen 5. «UteHue

TEKCTOB 110

CNEeNHATLHOCTH U

TPYAHOCTH MepPeBoa

HAYYHOI'0 TEKCTa»

Tema 5.1. Baroque art 12 6 8
Tema 5.2. Classicism in 12 6 8
art

Tema 5.3. Naturalism in 12 6 8
art

Tema 5.4. Rococo in art 12 5 9
Tema 5.5.Neo-Classicism | 12 5 9
in art

Tema 5.6. Romanticism 14 8 10
in art

Tema 5.7. Realism in art | 14 8 10
Tema 5.8. Impressionism | 15 10 12

12




Tema 5.9. Expressionism

13

KonTponbHas
pabota

10

Pasnea 6. «IIpakTnka
NHCbMEHHON HAYYHOM
peun»

Tema 6.1.

Formal analysis of an
essay on art. Writing an
essay.

13

10

Tema 6.2.
Writing about art. Essay
analysis

13

10

Tema 6.3.
Writing a review of an
exhibition

13

10

Tema 6.4.
How to write an effective
essay

13

KonTponbHas
pabora

10

Pasznen 7. Urenune
JUTEPaTyphI 10
CenMaJLHOCTH

Tema 7.1. Bailey G. A.
Baroque and rococo

23

15

15

Tema 7.2. Katz R. The
Impressionists.

23

15

15

Pasnea 8.
AyaupoBaHue H
NPAaKTHKA YCTHOM pe4u

Tema 8.1. Unintended
Consequences: Antonio

15

10

13

13




del Pallaiuolo’s Hercules
and Deianira

Tema 8.2. Against
Nature: Peter Paul
Ruben’s Hero and
Leander

15

Tema 8.3. Marco Pino the
Ressurection of Lazarus

15

Tema 8.4. History at the
Academy and the Salon:
Jean-Leon Gerome’s Ave
Caesar! Moritari te
Salutat!

15

KonTponbHas
pabora

IIpomexyToynas
aTTecTanus

li1 cemecTp — 3auer
211 cemecTp — 3aueT
3ii cemecTp — 3a4eT
4i1 cemecTp — 3a4eT
S# cemecTp — 3a4eT
6i1 cemecTp - PK3aMeH

28

4 gaca — 3auet | cemectp
4 gaca — 3auet 2 ceMecTp
4 gaca — 3auet 3 ceMecTp
4 gaca — 3auet4 cemecTp
4 gaca —3a4eT 5 ceMecTp

8 gacoB — 3k3ameH 6 cemecTp

28 yacog***

HUToro

1008

204

804

* Texywuii KOHmMpOIbL YCnesaemocmu Modxcem Obimb pedaru308aH 8 pAMKAX 3aHAMUL CEMUHAPCKO20 MUNA, 2pYRNObIX Ul UHOUBUOVAILHBIX

KOHCYIbmayuu

*% Yacol Ha nposedenie npomednNcymouHol ammecmayuu 8bl0esII0MCsL U3 YACO08 CAMOCMOSMENbHOU pabomvl 00y4arue2ocs.

7. ®OHA OLICHOYHBIX CPEJCTB VIS OLICHUBAHUS PE3yIbTaTOB O0YUYEHHUS MO JUCLUUILUINHE (MOJIYIIIO)
TunoBbie KOHTPOJIBbHBIC 3aJaHNS WIM WHBIEC MaTE€pUalIbl, HEOOXOIMMBIE JJIsl OLICHUBAHMS PE3YIbTATOB 00yUEHUS

14




O0pa3en KOHTPOJILHON PA0OTHI:
KonTposabHbIe Bonpocskl JJis 3a4eTa cemecTpa Ne 1:

Test Ne 1
I. i. Give the plural form of the following nouns:

advice

information

phenomenon

knowledge

progress

person

colossus

memorandum

ii. State the number of the following nouns and give the corresponding singular or plural, if any.

Brethren ( ); arms ( ); antenna ( ); means ( ); customs ( ); pence ( ); strata ( ); cattle ( ); automata
( ); fish ); axes ( ); mechanics ( ); works ( ); forget-me-not ( ); halves ( ); staff ( ); sleeves ( ); grief

( ); mice( ); species ( ); contents( ); business( ); feet, ( ); phenomena( ); sarcophagi( ); clothes ( ).

II. Give the positive and comparative degree of the following adjectives:

the least

the most

15



the best

the farthest/the furthest

the last

the oldest/the eldest

III. Make up as many word combinations as possible with the following words.

Cave, figures, images, surface, clay, lines, painters, art

IV. Substitute the Russian words and phrases with their English equivalents, insert the missing articles.

1.In __ 21st century many (uckycctBoBebl) pay much attention to formulating, elaborating and proving  theories devoted to
__Magdalenian art.

2. All these (teopun) are contradictory and often  mutually exclusive and  none of them fits all of  facts.

3. Assyrian artistic (ctuip) distinct from that of ~ Babylonian (uckycctBo), which was  dominant contemporary (uckyccTBo) in
Mesopotamia, began to emerge  ¢.1500 BCE and lasted until __ fall of Nineveh in 612 BCE.

4.  openhallat  Sumerian city of  Uruk contains _ freestanding and attached brick (kononnsr) that have been  brilliantly
(YKparieHs!).

5. The peak of  new prosperity came during  long and peaceful (mpaBnenue) of Amenhotep III, although in _ retrospect  period now
seems like  lull before  storm.

6. Archaeologists working at  Giza (mupamusr) made several new (otkpeitus) that shed  lighton  lifeat  time  (mmpammpsr) were being

built, and the period afterward.

V. Re-write the text, dividing it into sentences. Mind the capital letters and punctuation marks.

16



cave art was difficult and expensive to produce in the first place it required lighting some examples of palaeolithic lamps have been found
inside caves artists usually worked by torchlight second some of the best cave paintings especially at altamira were painted by artists standing up or in
some cases lying down or squatting others required elaborate scaffolding some of the paintings were done on a gigantic scale or at heights many feet
from the cave floor in the pyrenees an immense horse is found 14 feet above floor level at bernifal the mammoths are painted 20 feet up some of the
bulls at lascaux are over 20 feet long the famous painting of a woolly rhinoceros at font de gaume is found high up on a huge cave wall the big cave

vault at lascaux known as the picture gallery is over 100 feet long and 35 feet wide

IV.i. Ask as many questions to the given statements as possible.
1. Cave art portrays large numbers of animals in different activities such as woolly rhinoceros, geometric figures and signs.
2. Ziggurats, the one best known to us being the Tower of Babel (Babylon) were visible for great distances across the Mesopotamian plain.

3. The first eight Egyptian dynasties gave way to a period of upheaval when local feudal lords upset the unity achieved by Menes.

IV.ii. Read, translate and retell the following text.
ELEGANT ITEMS THE ANCIENT EGYPTIANS

There are many surviving works which testify to the fact that the ancient Egyptians liked having attractively designed and decorated objects
of daily use in their houses. Such items include jewellery, dyed textiles, elaborated basketry and decorated musical instruments, scribe’s palettes,
medicinal containers. Many were found in tombs where they had been deposited as goods that the deceased person might like to have in the afterlife.
Some of these were, indeed, specially created for tombs and are made of particularly expensive and long-lasting materials such as precious metals.
Because so much tomb material from the New Kingdom has survived compared with other eras, these objects provide more information about the New

Kingdom than is available for any other period.
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Many pieces of furniture have been preserved: mainly beds, chairs, stools, small low tables, chests and boxes. Some are fairly utilitarian, for
example those recovered from burials associated with the workmen at Deir el-Medina, on the west bank of the Nile at Thebes, but many are elegant
items designed for the sophisticated tastes of the rich. Native as well as imported hardwoods were used, and the standard of the best Egyptian cabinet-
making was very high: the furniture could be painted, varnished, gilded, inlaid in ivory, glass, faience or other materials, veneered, or its decoration
might be carved. Latticework was common, and a wooden frame was often combined with palm fibre matting woven in geometric patterns or with
leather, giving complex and interesting surface textures. The decorative legs are sometimes carved as lion's paws, and some folding stools terminate
entertainingly in duck-head carvings. The technology for making small objects of faience, such as amulets and small figurines, was known already in

the Predynastic Period (before 2972 BCE).
(Malek J. Egyptian Art. London Phaidon, 2002, p. 536.)

V. Write an abstract on ‘Cave painting as a pre-written form of communication’.

KOHTpOHLH])Ie BOIIPOCHI AJId 3a4€Ta ceMeCTpa Ne 2:

Test Ne 2
I. Give four forms of the verbs:
to be; to leave; to cast; to bind; to dig; to choose; to go; to keep; to weave; to build; to win; to take; to put; to spend; to find;

to fall; to fly; to spend; to bring

1L Put the verbs in brackets into the proper tense form.
Phidias (to explore) every available space on this statue for extra figurative decoration. On the inside of the shield, he (to show) the gods against

the giants. Athena's part in the cosmic defeat of the giants (to be) an almost obligatory part of her iconography, and every year the peplos that

18



was(weave) for the senior cult statue of the Acropolis, the little old Athena Polis ('of the city') statue (to carry) some sort of god-versus-giant imagery.
Here Phidias (to choose) to show the giants storming Mount Olympus itself. On the shield's exterior, as we (to see), there (to be) Amazons. Then on the
sandals of the statue there (to be) scenes of Lapiths fighting Centaurs, unsurprisingly enough. The most innovative scenes on the Parthenos (to be) the
reliefs along its base, which evidently (to feature) the birth of the first woman, Pandora, in the company of twenty Olympian witnesses. Early Greek
mythology (present) Pandora as man's downfall. Pandora (to consider) tangential to this statue because she too (to be) a parthenos or 'maiden', who (to

dress) by Athena, just as, in turn, the citizen women of Athens (provide) the peplos for Athena.

I1I. Translate the following phrases into Russian. State the voice and the tense forms of the verbs.

There was a period in which the Athenian Acropolis was partially left in the spoiled state caused by Persian occupation.

Damaged statues were collected up and buried (giving future archaeologists a convenient assemblage of pre-480 BC material), but little new building
was attempted.

It seems as though a new temple to Athena had been conceived after the success of Marathon in 490, but had got no further than a basis of half-erected
columns by the time of the Persian occupation.

In Athens, Cimon, who was the son of Miltiades, the general who had inspired the victory at Marathon, promoted the Painted Stoa and the Theseum,
both outside the Acropolis.

He also probably sponsored the erection of a monument to Marathon at Delphi, standing near the Athenian Treasury, it consisted of thirteen bronze

statues, attributed to Phidias, standing on an inscribed base.
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IV. Fill in the blanks with the phrases from the box.

a) features of Roman art

b) Republican architecture

c) slender proportions

d) oldest building

¢) marble columns

f) attempt to Hellenize

g) architect Vitruvius

h) artist and sculptors

1) the flight of steps at the front

There is a lack of recorded names of Roman 1. in ancient sources; the profession probably had little social standing, and
the necessity of making numerous quasi-mechanical copies must have lowered the artists' own self-esteem. Anonymity and collective
character are the 2. . The writings of BCE 3. give us an understanding of Roman architecture. One of the 4.  described
there is the Temple of Jupiter Optimus Maximus. It was rebuilt on the Capitoline Hill in 69 BCE with lofty 5.  and bronze roof tiles
covered lavishly with gold leaf. The Temple of Fortuna Viril is another modest example of 6. . Elements of Etruscan derivation are
immediately visible — the podium, the 7. and the deep portico. But equally obvious is the 8.  the building. The 9. were

derived from Greece, as was the Ionic order.

V. Read, translate and retell the following text.
BRONZE FIGURES

Hollow casting of bronze, first practiced at workshops on the island of Samos in the late 7" century BCE, continued throughout the 6" century,
with sculptors generally content to produce in bronze the sorts of statues that could just as well be produced in stone. A figure of Apollo recovered

from Piraeus, the port area of Athens, may include an element of deliberate old-fashionedness as if to stress the unchanging venerability of the god, but
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it is essentially unambitious in pose. However, confidence grew. Though few Greek bronzes survive (they were vulnerable targets for melting down,
first by conquering Roman generals, then by iconoclastic Christians), it is clear from literary and epigraphic records that by the early 5th century
bronze was the preeminent medium for freestanding statuary. The technicalities of the production of a large-size bronze figure are too complex to
broach here, but it is enough to recognize that what made bronze attractive to the sculptor was its relative lightness. Since figures were ultimately
hollow, they could be easily moved about; more importantly, this lightness enabled postures to be created which would have been prohibitively
dangerous to execute in marble. The star-like shape of the bronze god found at Cape Artemision - probably Zeus launching a now missing thunderbolt
- would not have been possible in marble. Unsightly struts would be needed to support such broadly extending arms: one jolt in transport, one chisel-
blow too much, would be enough to cause such a length of marble to crack.

Marble continued to be used, especially for temple decoration, but marble sculptors could not ignore the brisk, neat effects that could be
achieved in bronze. At the Temple of Aphaia on the island of Aegina, an island famous in antiquity for producing a particularly fine alloy of bronze, a
compromise was reached by leaving many details of the pedimental decoration (which seems to show a sally to the East by Herakles and other heroes)
to be picked out in bronze.

(Spivey N. Greek art. London: Phaidon, 2003, pp.186-190)

VI. List top 10 outstanding ancient Greek artworks. Choose one of them to describe in writing.

KouTtpoJibHbIe BOpochI 1151 3a4eTa cemecTpa Ne 3:

Test Ne 3
I What are modal verbs? List modal verbs. What do modal verbs express?

II. Translate the following phrases. Name the function of every modal verb used in the phrases.

1. In 325 Alexandria and Rome — the great urban centres of the time — were to be given jurisdiction over provinces.
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2. In the West, the Roman poet Prudentius composed around 400 CE a serious of verses on Old and New Testament subjects that read as though
they could have been intended to accompany a church decoration.

3. Was knowledge of Christian art spread by portable objects, not just large-scale works such as sarcophagi but smaller items, which travellars
might have carried, and Christians have had in their homes?

4. The bishops, priests, monks and lay congregations in the 5"-6" century churches must have been familiar with the events from the
Old and New Testaments.

5. In reading Byzantine sources about Iconoclasm we have to be always on our guard, for we are left with the version of events that the

victorious iconophiles wished to publicize.

I11. Insert the proper modal verb to complete the sentences, translate them.

1. To understand the images of the sarcophagus the viewers () scan its surface in various directions.

2. The general observation, however, () explain every major artwork of this period.

3. Each work () to be considered individually, since artists generally responded to the requirements of particular commissions rather than
reproducing preordained schemes.

4. Between twelve windows of the drum of the domes the worshipers () see apostles.

5. The theory ( ) be tested by evidence from elsewhere in Ravenna, at the church of St Spirino.

IV. Translate the sentences, pay attention to the conjunctive mood.

1. It would hardly be surprising, if they had chosen not merely to suppress certain information, but to exaggerate their side of the story.

2. However, for the arguments of St John of Damascus and the ultimately victorious Byzantine iconophiles, western European art would have
been restricted to biblical calligraphy.

3. If Ravenna had not been captured by the Lombards in 751, votive mosaic panels set up in the 6"-7" centuries would not have survived
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unscathed.

V. Read, translate and retell the following text.
DECORATED CHURCHES

No two Byzantine churches are, or were, the same. Differences of site, of plan, of financing, of use, of decoration, of subsequent history and
many other factors when taken together ensure that every building needs to be considered on its own terms. Nonetheless, certain shared features of
Byzantine churches of the post-iconoclast period distinguish them, for example, from those of the same period in Western Europe as well as from those
of the early Byzantine period. It is, therefore, worth looking at a few churches in detail, not because they are normative and dictate what others will be
like, but because they are symptomatic - others will resemble them to some degree. This is in part due to accidents of survival, and in part in order to
gain a broader view of Middle Byzantine art. The period covered is from approximately the 960s to the early 1100s, or in dynastic terms from the later
Macedonian emperors to the first of the Komnenians. Because the interior decoration of the great aristocratic and imperial foundations in
Constantinople in this period are known, if at all, largely from descriptions alone, we must look outside the capital for surviving examples. On a
sloping site in the foothills of Mount Hellikon, some 80 km by road to the west of Thebes, is the monastery of Osios Loukas the walled enclosure is
dominated by what appears to be a complex and irregular church, which turns out on closer inspection to be two adjacent buildings. The principal
church, or Katholikon, is the structure to the south with the larger dome. Its interior contains extraordinarily rich decoration of marble-revetted walls
and mosaic-covered vaults. However, how and why should such a costly undertaking have been associated with a little-known saint (for Loukas is not
the evangelist of the same name) in an out-of-the-way setting? Fortunately, we can piece together some answers, although not by any means the whole
story. Before doing that, however, we should examine the Katholikon more closely.

(Early Christian and Byzantine art. L.: Phaidon, pp. 229-231)

VI. Enlist the features of Byzantine Churches. Describe one of them.
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KOHTpOHLH])Ie BOIIPOCHI AJI 3a4€Ta ceMeCTpa Ne 4:

O6pasen
1. Read and translate Text Ne 1.

NEW KINGDOM TEMPLES

New Kingdom temple building began during the reigns of Amenhotep I (1525-1504 BC) and Thutmose I (1504-1492 BC). Three main types of
temples were constructed during the Eighteenth Dynasty. First, there were temples of local deities, such as had already existed in the Middle Kingdom,
in all the important towns of Egypt. Second were funerary temples, which were associated with royal tombs and built on the west bank of the Nile at
Thebes. They combined the maintenance of the deceased kings' posthumous cult with the worship of Amun. Third were memorial temples, built
outside Thebes at important religious centres. For example, a memorial temple might be built within the temple precinct of the god Ptah at Memphis
where the maintenance of the cult of the deceased king would be combined with worship of Ptah. Because of later rebuilding, no memorial temples of
the Eighteenth Dynasty have survived in their original state.

Although every temple had its own individual characteristics, most shared a recognizable overall pattern. The tendency was towards large-scale
structures fronted by massive pylons. The many festivals in the Egyptian religious calendar made ease of access an important consideration, and the
entrance of a New Kingdom temple usually faced the river so that it could be approached by boat. This facilitated processions in which the image of
the deity travelled to visit other temples, such as the annual 'Beautiful Festival of the Valley' when the image of the god Amun was taken from Karnak
to visit funerary temples on the west bank at Thebes. The temple usually consisted of a series of open courts in its outer part and roofed halls in the
inner part placed on the same axis. The room containing the barque in which the cult statue was carried during processions preceded the shrine with the

cult statue of the deity, or a false door, which provided the focus for religious rituals.
(Malek J. Egyptian Art. London Phaidon, 2002, p. 214-215.)

2. Render article Nel in English.
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LEONARDO DA VINCI'S UNMADE HORSE — THE FIRST CONCEPTUAL ARTWORK?

The Horse — Da Vinci's horse — was a towering equestrian monument that he planned to cast in bronze as a memorial to Ludovico's father,
Francesco Sforza. It was one of the projects he proposed to take on when he first asked Ludovico for work in the early 1480s. It became perhaps the
most famous of all his activities in Milan, alongside his other epic work in the city, The Last Supper. But when he finally abandoned the defeated
Sforza and fled Milan at the end of the 15th century he left behind only a grandiose clay model of the horse. It is said that French archers used it for

target practice.

When Leonardo da Vinci left Milan, he took with him many drawings for the Horse. Those that survive, range from studies of equine
proportion to designs for complex casting machinery. Leonardo's project was scientific as well as aesthetic, a conscious attempt to work at the limit of

existing technology and to rethink age-old traditions of casting.

His drawings of this never-completed creature are beautiful. However, the monument had some bad luck. In 1494, the French army invaded
Italy. A stash of bronze set aside for Da Vinci's sculpture was needed to cast cannon. The expense of war made Sforza unlikely to fund the gargantuan

work. Yet even before that, he doubted if Da Vinci was serious and sought out other potential horse-casters.

More than 500 years after he designed it Da Vinci's bronze horse still tantalizes the human imagination. A work of art that exists only as an

idea, documented in his dreamlike drawings, it is arguably the first conceptual artwork.

(Jones J.Leonardo da Vinci's unmade Horse — the first conceptual artwork? The Guardian.
URL: https://www.theguardian.com/artanddesign/jonathanjonesblog/201 1/may/17/leonardo-da-vinci-horse-statue)

Talk on one of the topics.
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KouTtpoJbHbie Bonmpocs! Ajs1 3ayeTa Ne5:

Tecr Ne S.

I. Translate the sentences into Russian.

1. In comparison with the Zvenigorod churches the Trinity Cathedral is retrogressive: its decoration is more austere and the relation between
the interior and the design of the facade is awkward.

2. The substantial shift of the main crossing and cupola toward the east coexists with the rigidly symmetrical division of the side facades with
pilasters, and thus violates the usual emphasis on centrality - or an illusion of centrality-characteristic of the structure of the single-cupola Russian
church.

3. The off-center portal of the north facade further reveals the disjuncture between interior and exterior. Only from the east and west
perspectives is the structural balance evident, emphasized by the buttressing inward lean of the walls and the cupola drum.

4. Curiously, this balance and the resulting focus on verticality make it seem that the structure is considerably longer than its width.

5. Despite the peculiarities of its design, the Cathedral at the time of its construction would have presented a striking contrast to the log

construction of the monastery complex and its surrounding low wall.

II. Summarize the text in 10 sentences / Write a critical review of the text in English.
ANNIBALE TURNED TO MONUMENTAL MYTHOLOGIES
Annibale's first work in the Farnese Palace was the decoration with frescoes of a comparatively small room, the so-called Camerino Farnese,
executed between 1595 and 1597, before Agostino's arrival. On the ceiling and in the lunettes he painted scenes from the stories of Hercules and
Ulysses, which have, in accordance with contemporary taste, not only a mythological but also an allegorical meaning: they illustrate the victory of
virtue and effort over danger and temptation. The decorative framework in which the stories are set is still dependent on North Italian models, in

particular on the monochrome decorations in the nave of Parma Cathedral; but in the structure of the mythological scenes and in the treatment of
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individual figures the impact of Rome begins to be noticeable. It was fully developed in the Gallery of the same palace, the decoration of which began
in 1597 and may not have been completely finished until 1608.

The hall of about 60 by 20 feet has, above the projecting cornice, a coved vault which Annibale was asked to decorate with mythological scenes
chosen from Ovid's Metamorphoses. It has been made probable that Cardinal Farnese's librarian, Fulvio Orsini, wrote the programme for the ceiling and
that in the final stages Annibale's learned friend, Monsignor Giovan Battista Agucchi, may have acted as adviser. The theme is the power of all-
conquering love, to which even the gods of antiquity succumb. In contrast to the emblematic character of most Mannerist cycles of frescoes the
programme of this ceiling is centred on mythology, and Annibale painted the stories with such vigour and directness that the beholder is absorbed by
the narrative and entertaining spectacle before his eyes rather than distracted by the less obvious symbolical and moralizing implications. In this joyful
and buoyant approach to classical antiquity a return will be noticed to the spirit of Raphael's Cupid and Psyche frescoes in the Farnesina.lt was precisely
at the moment when Caravaggio began his career as a painter of monumental religious pictures that Annibale turned to monumental mythologies on an
unprecedented scale.

(Wittkower R. Art and architecture in Italy 1600-1750. L. The Pelican History of Art. 1956, p. 114)

III. Individual Project — Power Point PPT Presentation.

IV. Write a brief comparison description of the proposed works on the material covered.

KoHTpoJibHBIE BONPOCHI ISl DK3aMeHAa:

1. My Bachelor’s thesis.

2. Baroque art in Europe.

3. Classicism and the role of Nicola Poussin in 17th century Europe.
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Naturalism of Caravaggio and his followers.

Rococo in 17" and 18" Century European Art.

4

5

6. Neo-Classicism in Art.
7. Romanticism in art.
8. Realism in art.

9. Impressionism in Art.

10. Expressionism in Art.

VY CTHBIN 9K3aMEH COCTOMT U3 3 3aJlaHU:
1. Urenwne u repeBo CO CIOBapeM™ OpUTHHAIBHOTO TEKCTa 1o criennainbHocTH. O0bheM Tekcta: 2000 1. 3H. Bpems moarorosku 45
MUHYT.
2. YctHoe pedepupoBaHe Ha UHOCTPAHHOM SI3BIKE COJEPKaHMSI HE3HAKOMOTO TEKCTa UCTOPHUKO-KYJIbTypHOTO conepkanus. O0bem
tekcra: 1500 m. 31. Bpemst noarorosku 10 MuUHyT.
3. becena o npoiiieHHOM TeMaTHKe

Oo0pa3ubl.
Bbuaer Ne 1

1. Read and translate Text Ne 1.
JOHN CONSTABLE
In the case of Boat-Building on the Stour, Constable seems to have first attempted to bring together the sketch and the picture, claiming he had
painted the work entirely on the spot. However, the existence of a pencil drawing, from which this composition differs little, must qualify his account;
in any case the spontaneous verve of his 'pure' sketches is certainly absent, as is any real sense of outdoor lighting. The picture has the unmistakable air

of the studio about it, and demonstrates Constable's difficulties in preserving the immediacy of his impressions in the more considered versions he
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believed it necessary to produce. The problem became acute in the series of large 'six-footer' canvases on which he staked his reputation, and for some
of which he painted full-size oil sketches. Ironically, the French admirers of the Hay Wain thought that it was itself a 'sketch’, but the differences in
Constable's own conception can be judged from comparison of the two versions of the Leaping Horse. This belongs late in the series, when, from the
noble serenity of the Hay Wain, he sought to progress to a greater sense of theatre. Here he has tried to freeze a sudden action - the leap of a barge
horse over a cattle barrier on the Stour towpath. But to the modern observer his own description of the picture, written shortly before it was ready for
the 1825 Academy exhibition - 'calm andexhilarating, fresh and blowing' - applies more happily to the sketch; the greatest sufferer in the finished
canvas is the sky, which has lost its bubbling clouds. Since the early 1820s Constable had made oil studies of the sky that were often carefully
annotated with time, place and effect. He called it his 'skying', and it showed the empiricism that underlay his concept of his profession - 'a science ...
pursued as an inquiry into the laws of nature' as well as a branch of 'natural philosophy'. But the purpose of his observations was as emotive as
pictorial, to inform his pictures' 'key note, the standard of scale, and the chief organ of sentiment'.

(Brown D.B. Romanticism. London: Phaidon, 2001, pp. 181-184)

2. Render article Nel in English.
A CENTURY OF DADA: FROM ANTI-WAR ARTISTS TO MAINSTREAM CON ARTISTS

Dada was an uncompromising youth rebellion started by a group of German pacifists in exile in neutral Switzerland in 1916. In art, it was a
revolution. The photomontages of Hannah Hoch, the dreamlike collages of Max Ernst, the private wonderland of Kurt Schwitters and the readymades
of Marcel Duchamp were all part of its attack on what it saw as the lies and emptiness of high culture.

A hundred years later, it would be a colossal understatement to call dada a living influence on art. It is not just an inspiration, in many ways it
defines what art now is. The key dada belief — that the elevated aesthetic realm is a lie and only readymade objects, photographs, collage and
performance get close to the raw truth of real life — is common currency. The installations of the Swiss artist Thomas Hirschhorn, for instance, have the
ramshackle look and moral rage of dada happenings a hundred years ago. Yet in its transformation from a tiny but brilliant protest art movement

against the first world war into a mainstay of the big-money, mass-audience art of our time, dada has suffered a living death. It has become corporate
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dada, sellout dada. Zurich itself is, appropriately enough, home to one of the world’s biggest art dealers, Hauser and Wirth, which is — naturally —
marking the centenary with an exhibition of highly sellable dada masterpieces.

The first sign that dada was turning from subversive menace to mainstream con came when its British working class grandchild was absorbed
into the establishment. In his brilliant 1989 book Lipstick Traces, the critic Greil Marcus argues that punk rock was a resurrection of the 1916 dada
spirit. Punk itself is 40 years old now, and its extravagant anniversary celebrations have rightly been attacked as the cosy embrace of the establishment.
Punk’s wartime ancestor has been tamed; it has been trivialised, and it has been misappropriated. Every art fair, every biennale, sees itself as a
dangerous dada happening.

(J ones J. The Guardian. Thursday 5 May 2016. URL: https.//www.theguardian.com/artanddesign/jonathanjonesblog/2016/may/05/a-century-of-dada-anti-war-artists-
mainstream-con )

3. Talk on one of the Topics.

Ikaja u KpUTEPUU OLEHUBAHUS (LUKALA U KpUMeEPUU OYEHUBAHUS MO2YN OblMb eOUHBIMU (MUNOBbIMUL) OJ1s 8CeX OUCYUNIUH (MOOYIel, BXOO0AUUX 8
OIIOII, mozda onu mocym 6vims npusedersvl 8 n1okaibHom akme MI'Y unu 6 doxymenme Oyenoutvle u MemoouyecKue Mamepuaibly)

PE3YJbBTATDI Buanl HIKAJIA U KPUTEPUU OLIEHUBAHMUSI PE3YJIBbTATA OBYUEHUSA
OBYUYEHUA OIlEHOYHBIX
cpencts Mo AUCHUIINHE (MOAYJII0)
Mo AUCHUIINHE (MOAYJII0)
2 3 4 5

WNHOCTpaHHBIN A3BIK

(AHTIHMIICKUH S3BIK)
3HaTh OCHOBHEIE SI3BIKOBEIC YTEHHE dparMeHTapHbie Hemnonnble 3HaHuA CdhopmupoBaHHLIE, CdhopmupoBaHHbIC

p p pMUp pMUp

HOPMBI HHOCTPAHHOT'O SI3bIKA (u3yuaromiee, 3HAHHS OCHOBHBIX OCHOBHBIX HOPM HO cojiepKaline M CHCTEMAaTHYECKHE
(JleKcHKa, TpaMMaTHKa) B cdepe 03HAKOMHTEIJIbHOE, | HOPM MHOCTPAHHOT'O | MHOCTPaHHOTO OTJICJILHBIC 3HAHHUS
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JACJIO0BOIo 1 akaaCMHU4Y€CKOro

0o0LIeHUS

MIPOCMOTPOBOE,
MTOMCKOBOE,
MO3HaBaTeIbLHOE)
C TIOCJIeIYIOIIINM
00CYKJICHHEM U

sI3bIKa, 0a30BBIX
TaKTUK U CTPaTETUH
JUISL PELIEHUS
KOMMYHHMKATHUBHBIX
3aJ1a4 B ICJI0BOM U

sI3bIKa, 0a30BBIX
TaKTUK U CTPaTETUH
JUISL PELIEHUS
KOMMYHHKATHUBHBIX
3aJ1a4 B ICJI0BOI U

MpoOeITbl 3HAHUS
OCHOBHBIX HOPM
WHOCTPAHHOTO
sI3bIKa, 0a30BBIX
TaKTUK U CTPaTETUH

OCHOBHBIX HOpM
MHOCTPAHHOTO
sI3bIKa, 0a30BBIX
TaKTUK U CTPaTETUH
JUIS PELICHUS

KOHTpOJIEM, aKaJgeMHUYECKON aKaJeMHUYECKON JUIS PELICHUS KOMMYHHUKaTHUBHBIX
ayJMpOBaHue, cdepax oOmeHust B | chepax oOIIEHNU B | KOMMYHMKATUBHBIX | 33/1a4 B JICJIOBOW U
KpaTKoe mporuecce mporuecce 3a7a4 B JE€JIOBOU U aKaJIEeMUYECKOU
U3JI0KEHNE aKaJeMHUECKOT0 U aKaJeMHUYECKOT0 U aKaJeMHUYECKON cdepax oOmieHus B
(muceMeHHO/ npodecCuoHaIBHOTO | MpoeccuoHanbHOro | cepax oOIIEeHUs B | Ipoliecce
YCTHO), B3aUMO/JIEHCTBUS C B3aUMO/JIEHCTBUS C nporecce aKaJeMHUYECKOT0 U
IIEPEBO/, y4eTOM y4eTOM aKaJeMHUYECKOT0 U npo¢ecCuoHaIbLHOTO
KOHTpPOJIbHAs KyJbTYPHOI'O KyJIbTYPHOI'O po(eCCHOHATBHOTO | B3aUMOACHCTBUS C
pabora/ Tect KOHTEKCTa OOIIEHUs] | KOHTEKCTa OOIIEHUS | B3aUMOJICHCTBUS C y4eTOM
YCTHBIH OIIpoC, Ha OCHOBE Ha OCHOBE y4eTOM KyJbTYPHOI'O
auanor, oecena, COBPEMEHHBIX COBPEMEHHBIX KyJIbTYPHOI'O KOHTEKCTa OOILEHUS
TUCKyCCHs, KOMMYHUKAaTHUBHBIX | KOMMYHUKAaTUBHBIX | KOHTEKCTa OOLICHUS | HA OCHOBE
TEXHOJIOTUI1 TEXHOJIOTUI Ha OCHOBE COBPEMEHHBIX
COBPEMEHHBIX KOMMYHHUKaTHUBHBIX
KOMMYHHUKAaTUBHBIX | TEXHOJIOT'MI
TEXHOJIOT U
YMeThb OCyLIECTBIATD JCJIOBYIO U | KOHTPOJIbHAs ®parMeHTapHbIE B nenom ycnemnoe, | B nenom ycnemnoe, | YcnemHoe u
aKaJleMUYECKYH0 KOMMYHUKAITUIO B pa60Ta, TECT, YMCHUA HO HO COACPIKAIICC CHUCTEMATHYCCKOC
YCTHO# 1 MHCHMEHHOM (popmax Ha | AHJIOT, Oecena OCYIIECTBIIATh HECHCTEMAaTHYeCKOe | OT/ENbHbIC MPOOENbl | yMEHHE
HHOCTPAHHOM S3IKE — YCTHYIO U yMEHHE yMEHHE OCYIIECTBIIATh
MIMCBMEHHYIO OCYIIECTBIIATh OCYIIECTBIIATH YCTHYIO U
TICpEBOIL, TiepecKas NIEJIOBYIO U YCTHYIO U YCTHYIO U IIMCBMEHHYIO
aKaJeMHUECKYIO IIMCBMEHHYIO IIMCBMEHHYIO0 NEJIOBYIO U

MpEe3EHTALMA,
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aHHOTaLW, KOMMYHHMKAIMIO HA | JEJOBYIO U JEJIOBYIO U aKaJEMHUYECKYIO0
pedepar MHOCTPAHHOM SI3BIKE. | aKaJIeMUYECKYIO aKaJEMHUYECKYIO0 KOMMYHHUKAIUIO HA

JlonyckaeT rpyOble | KOMMYHUKALMIO HA | KOMMYHHUKAIIMIO HA | HHOCTPAHHOM SI3bIKE
IrPAMMaTUYECKUE U | HHOCTPAHHOM SI3bIKE. | MTHOCTPAHHOM SI3BIKE.
JIEKCUYECKUE Jlomyckaer Jlomyckaer
OLIMOKH, BEAyIIHE K | TpAaMMaTHYECKHE U | HETOYHOCTH
HCKQ)XCHUIO CMBICIIA, | JICKCUYECKUE HENPUHLUITHAIIBEHOT O
OTCYTCTBUIO JIOTUKU | OIIUOKH Xapakrepa

Baagers HaBBIKAMM YCTHOIO U KOHTPOJIbHAs He Biageer B nenom B nenom Ycnemnoe u

MUCHMEHHOTO NEPEBOA B JOBOI | pabora, HaBBIKAMU YCTHOI'O | YCIIELIHOE, HO HE YCIELIHOE, HO CUCTEMAaTHU4YECKOe

U aKaJIeMUYecKoi chepax U MUCbMEHHOT' O CUCTEMAaTHU4YECKOe COIPOBOXKIAIOLIEECS | IPUMEHEHHE

TepeBo TeKCTa nepeBoa npu IIPUMEHEHHUE OTJEIbHBIMU HAaBBIKOB YCTHOT'O U

OCYILECTBIICHUH HAaBBIKOB YCTHOTO U | OIIMOKaMH IIACbMEHHOT' O
JEJIOBOU U IIACbMEHHOT O IIPUMEHEHHUE nepeBoa npu
aKaJeMUYECKON nepeBoa npu HAaBBIKOB YCTHOI'O U | OCYILIECTBIICHUH
KOMMYHMKAIUX Ha OCYILECTBIICHUH IIACbMEHHOT O JEJIOBOU U
MHOCTPAHHOM SI3bIKE. | JEJIOBOU U [epeBoaa npu aKaJeMUYECKON
JlonmyckaeT rpyOble | akaZeMHU4ecKoi OCYILECTBIICHUH KOMMYHMKAIUX Ha
rpaMMaTU4YEeCKUE U | KOMMYHMKAIUX Ha JEJIOBOU U MHOCTPAHHOM SI3BIKE.
JIEKCUYECKUE MHOCTPAHHOM SI3bIKE. | aKaJEeMUYECKON

OILITMOKY, BEAYIIHE K
HCKQXEHUIO CMBICTIA.

Jonyckaer
rpaMMaTUYECKUE U
JIEKCUYECKHUE
OITNOKH

KOMMYHHKAIIUU Ha
WHOCTPAHHOM SI3bIKE.
Jonyckaet
HETOYHOCTHU
HECYIIIECTBEHHOTO
XapakTepa
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3HATH OCHOBHBIE ITOHATHUS B YTEHHUE ®parMeHTapHbIE B nenom B nenom Ycnemnoe u
obsiacTi “H(OPMAITIOHHO- (u3yyaroree, 3HaHUSI OCHOBHBIX YCIIEIIHOE, HO HE yCIIEIIHOE, HO CHCTEMaTHUYECKOe
KOMMYHUKAITHOHHBIX TEXHOJOTUH | 03HAKOMHTENIbHOE, | TOHATUH B 00J1ACTH | CUCTEMaTHYECKOe COIPOBOJKAIONIEECS | 3HAHUE OCHOBHBIX
MIPOCMOTPOBOE, MH(POPMALMOHHO- 3HaHUE OCHOBHBIX OTIETbHBIMU MOHATUH B 00JaCTH
MIOUCKOBOE, KOMMYHUKAITUOHHBIX | MOHATUN B 00JacTH | OoIIMOKaMu 3HaHUE MH(POPMALMOHHO-
MO03HABATEIbHOE) | TEXHOJIOTHIA, MH(POPMALMOHHO- OCHOBHBIX MOHATUH | KOMMYHUKAIITHOHHBIX
C TOCIIEAYIOIUM KOMMYHUKAI[IOHHBIX | B 00JacTH TEXHOJIOTUI
00CyXJIeHHEeM U TEXHOJIOT U, MH(POPMALMOHHO-
KOHTPOJIEM, KOMMYHUKAITUOHHBIX
KpaTKoe TEXHOJOT U1
U3JI0KECHHE
YMerhb 110J1630BaThCSA YTEHHUE ®parMeHTapHbIE B nenom B nenom YcnemHoe u
COBPEMEHHBIMU MH(POPMALIMOHHO- | (M3yUalollee, 3HaHUS METOJIOB U YCIIEIIHOE, HO HE yCIIEIIHOE, HO CHCTEMaTHYECKOe
KOMMYHUKAITHOHHBIMU O3HAKOMUTENBHOE, | CIIOCOO0B CHCTEMaTHYECKOe COIIPOBOKIAIONIEECS | 3HAHUE METOJIOB U
TEXHOJIOTUSIMHU MIPOCMOTPOBOE, IPUMEHEHHS 3HaHUE METOJIOB U OTIETbHBIMU Croco0oB
MMOMCKOBOE, UH(OPMAIIMOHHO- croco6oB OITMOKAaMU 3HAHUE MIPUMEHEHHUS
MO3HABATENbHOE) | KOMMYHHUKAIIMOHHBIX | IPUMEHEHHS METOJIOB U CIIOCOO0B | HH(OPMAIIIOHHO-
C MOCIICAYIOMKM | TEXHOJIOTUH ISt MH(POPMALMOHHO- IPUMEHEHHS KOMMYHUKAITUOHHBIX
o0CyXJIeHHEeM U cOopa, XpaHEHHS. KOMMYHUKAIIUOHHBIX | HH()OPMAIIMOHHO- TEXHOJIOTHH JUIs
KOHTpOJIEM, 00paboTKH. TEXHOJIOTHH 1151 KOMMYHUKAIIHOHHBIX | cOOpa, XpaHEHUsl.
KpaTKoe IIPEJICTaBJICHUS U cOopa, XpaHEHHS. TEXHOJIOTHH 1151 00paboTKH.
U3JI0KEHNE neperadn 00paboTKH. cOopa, XpaHEHHS. IIPEJICTaBICHUS U

uHpOpMaLnU B
CUTYyalHAX
aKaJIeMU4eCcKOro 1
npo¢ecCuoHaIBLHOTO
B3aUMOJCICTBUSA

NPEACTaBICHUS U
nepenavn
uHpOpMaluy B
CHUTYaIUsIX
aKaJIeMUIEeCKOT0 U
npo¢ecCuoHaIBLHOTO

00paboTKH.
NPEACTaBICHUS U
nepeaayn
uHpOpMaluU B
CHTYaIUsIX
aKaJIeMU4eCcKOro 1

nepeaayn
uHpOpMalnU B
CUTYyalHIX
aKaJIeMU4eCcKOro 1
npo¢ecCuoHaIBLHOTO
B3aUMOJCUCTBUSA
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B3aUMOJICUCTBUS npodeccnoHaITEHOTO
B3aUMOJCUCTBUS
Baageer ciocoOHOCTBIO K auanor, oecena ®parmMeHTapHbIC B nenom B nenom ycnemnoe. | Ycenemnoe u
3HAaHHUSI OCHOBHBIX
BOCHPUATHIO MEXKKYJIBTYPHOIO v YCIICLIHOE, HO HE HO CUCTEMAaTHUYECKOe
JTUCKYCCHS KOHIICIILINH,
pa3HooOpa3us odecTBa ’ TPAKTOBOK H CUCTEMAaTHU4YECKOe CONPOBOXKAAIOIIEECS | 3HAHUE OCHOBHBIX
KOMIIOHEHTOB i
npe3eHTaLH, - 3HAHHE OCHOBHBIX OTACIIbHBIMU KOHIIETLIHM,
} «KYTBTYpay» 1 KOHIIEILIHM, OITMOKAaMU 3HAHUE TPaKTOBOK U
KpyIJblH CTOJL, «MEXKYJIbTYpPHBIC TPaKTOBOK H OCHOBHBIX KOMITOHCHTOB
KOMMYHHKALIH, KOMIIOHEHTOB KOHILICTIIINH, MOHATHI
poJsieBas urpa pa3IMYHBIX TUIIOB .
MMOHATUI TPaKTOBOK U «KYJIbTypa» U

KYJIBTYp, OCHOBHBIX

HOPM, IIPABUIT K «KYJbTypa» u KOMITOHCHTOB «MEXKKYJIbTYPHBIC
xgiij;ziTypHoro «MEXKKYJIbTYPHBIE MTOHATHI KOMMYHHKAIIN;
B3aMMO/ICHCTBHS B KOMMYHHKALIN; «KYJBTypa» U pa3INYHbIX TUIIOB
COBPECMCHHOM pa3IM4YHBIX TUIIOB «MEXKYJIbTYpHBIE KYJIbTYp, OCHOBHBIX
obmectse. KyJbTYpP, OCHOBHBIX | KOMMYHUKALIUN»; HOPM, IIPaBUJI U
HOPM, IIPaBUJI U pa3IUYHbIX TUIIOB Mozenei
Mozenei KYJbTYpP, OCHOBHBIX | MEXKYJBTYPHOTO
MEXKYJIbTYPHOTO HOPM, IIPaBUJI U B3aUMO/JICICTBUS B
B3aUMOJICHCTBHS B MOJIenen COBPEMEHHOM
COBPEMEHHOM MEKKYJIBTYPHOIO o01ecTse.
ob1recTBe. B3aMMO/ICHCTBUS B
COBPEMEHHOM
o01recTBe.
3HATBh OCHOBHBIE COBPEMEHHBIE YTCHUE ®parmMeHTapHbIe B nenom B nenom ycnemnoe. | YcnemHoe u
MH(POPMALMOHHO- (u3yuarouiee, giggﬁeﬁf{iﬂs HpIX YCIIEIIHOE, HO HE HO CUCTEMAaTHU4YECKOe
KOMMYHHMKAIlUOHHBIE TEXHOJIOTUN | O3HAKOMHUTENBHOE, | KOMMYHHUKAITMOHHBIX | CUCTEMATHYECKOE COIPOBOXKIAIOIIECECS | 3HAHUE OCHOBHBIX
U METO/IBI TIOKMCKa HH(OPMALIHH, POCMOTPOBOE, ;Z’;%‘;g‘;“’;%;cm 3HAHUE OCHOBHBIX OT/CIbHBIMU COBPEMEHHBIX
HEOOXOIUMMOM ISl peIIeHuUs IIOMCKOBOE, urbopMaLuy, COBPEMEHHBIX OLIMOKaMU 3HaHHE KOMMYHHUKAI[MOHHBIX

HeoOXOAMMOM [11s
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HCCIIENOBATEIbCKUX 3a1a4 [I03HaBaTeNbHOE) | PELICHUA KOMMYHHUKAIIMOHHBIX | OCHOBHBIX TEXHOJIOTUM U

C IIOCJIE Y OIIUM ?;;;I:FOBMGHBCKHX TEXHOJIOTUH U COBPEMEHHBIX METOJIOB IOUCKa

o0CyXJIeHHEeM U METOJIOB IOUCKa KOMMYHUKAIIUOHHBIX | HH(pOpMAIINH,

KOHTPOJIEM, nH(popManuu, TEXHOJIOTUH U HEOOXOIUMOM ISt

KpaTKoe HEOO0X0IMMOM 115t METOJIOB IOUCKa pelIeHns

U3JI0KEHNE pelIeHns uH(pOpMaInH, HCCIIEI0BATENbCKUX

(TuceMeHHO/ HUCCIIENOBATEIBCKUX | HEOOXOIUMOM ISt 3a7ad.

YCTHO), 3az1ad. pelIeHns

IIepeBo, HCCIIEI0BATENbCKUX

KOHTpPOJIbHAs 3az1ad.

pabora/ Tect

YCTHBIH OIpoC,

nuanor, becena,

TUCKyCCHs,

IIpe3eHTalus,

JOoKIam, pedepar,

aHHOTaLUs
YMeTb IPUMEHATh COBPEMEHHBIE | YTCHUE He ymeer B nenom ycnemso, B nenom ycnemso YcenemHo u
MH(POPMALMOHHO- (u3yuarouiee, IIPUMEHSTD HO HE yMEET NPUMEHSITh CUCTEMATUUYECKU
KOMMYHHUKAIIMOHHBIE TEXHOJIOTUN | 03HAKOMUTENIBHOE, | COBPEMEHHBIE CUCTEMATUUYECKU COBPEMEHHBIE yMEET NPUMEHSITh
U pelaTh C UX IOMOIIbIO IIPOCMOTPOBOE, MH(POPMALMOHHO- yMEET IPUMEHSITh MH(POPMALMOHHO- COBPEMEHHBIE
HCCIIEI0BATENbCKUE U IIOMCKOBOE, KOMMYHHUKAI[MOHHBIE | COBPEMEHHBIE KOMMYHUKAIIUOHHBIE | HH()OPMAIIHOHHO-
IIPaKTUYECKUE 3a]1a4U MI03HABATEIbHOE) | TEXHOJIOTUHU U MH(POPMALMOHHO- TEXHOJIOTUH U KOMMYHHUKAI[MOHHbIE
npoeCcCHOHATBLHON AEATEIIBHOCTU | C IOCHEAYIOUUM | pelaTh ¢ uX KOMMYHHMKAIIMOHHBIE | pEMIATh C UX TEXHOJIOTUH U

00CYKJICHHEM U
KOHTPOJIEM,
KpaTkoe

IIOMOIIIBIO
HUCCICIOBATCIBCKHUEC
1 NPAKTUYICCKHUC

TEXHOJIOTHH U
pemars ¢ ux
IIOMOILBIO

IIOMOIIIBIO
HUCCICIOBATCIIBCKUEC
U NPAKTHYICCKHUC

pears ¢ ux
IIOMOILBIO
HCCIIEI0OBATEIBCKUE
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U3JI0KECHHE 3a7auu HCCIIEIOBATENbCKUE | 3a/1auu U TIPAaKTUYECKUE
(muceMeHHO/ npoeCCHOHATBHON | U IPAKTUYECKUE npodecCHOHATBHON | 3a/1aun
YCTHO), JEATeNbHOCTH 3a7auu JeATEIbHOCTH. npogeccuoHaIbHON
IEPEBO/I, npodeccuonansHoit | Jlomyckaer IEATENBHOCTH
KOHTPOJIbHAS JEATeNbHOCTH OTJENbHbIE OIHOKU
pabora/ Tect HECYIIIECTBEHHOT'O
YCTHBI OIpOC, Xapaxkrepa
nuanor, becena,
THMCKYCCHS,
MIpe3eHTaIus,
JoKIamd, pedepar,
aAHHOTAIIMA
Baaners HaBBIKOM ITOMCKA U YTEHUE He Bnageer B nenom ycnenino, B nenom ycnemno Ycenemwno u
KPUTHYECKOT'O 0TOOpa (u3yyaroree, HaBBIKOM TIOMCKa U | HO HE BJIa/ICET HaBBIKOM CHCTEMaTHUECKH
uHpOpMAaIH, TTOTYYaeMOM O3HAKOMUTENBHOE, | KPUTHYECKOTO CHCTEMaTHUECKH MIOUCKA U BJIQ/ICET HaBBIKOM
MIOCPEJICTBOM COBPEMEHHBIX MIPOCMOTPOBOE, orbopa BJIQ/ICET HaBBIKOM KPUTUYECKOTO MIOUCKA U
MH(POPMALMOHHO - IIOMCKOBOE, uHpOpMaIny, IIOMCKA U orbopa KPUTHYECKOIO
KOMMYHUKAITUOHHBIX TEXHOJIOTUH, | MO3HABATENIbHOE) | MOTyyaeMoi KPUTUYECKOTO uHpOpMaIny, orbopa
IUISL PEIICHUS] UCCIIeIOBATENbCKUX | C TIOCIEAYIOUIUM | IOCPEICTBOM orbopa MoJTyyaeMoi uHpOpMaIny,
Y TIPAaKTUYECKUX 3a]a4 o0CyXJIeHHEeM U COBPEMEHHBIX uH(pOpMaIny, MOCPEJICTBOM MoJTyyaeMoi
KOHTPOJIEM, MH(POPMALMOHHO - MoJTyyaeMoi COBPEMEHHBIX MIOCPEJICTBOM
KpaTkoe KOMMYHUKAITHOHHBIX | TOCPEICTBOM MH(POPMALMOHHO - COBPEMEHHBIX
U3JI0KECHHE TEXHOJIOTUH, IS COBPEMEHHBIX KOMMYHUKAITUOHHBIX | UH()OPMAIIOHHO -
(muceMeHHO/ pereHus MH(POPMAIIMOHHO - TEXHOJIOTUH, IS KOMMYHUKAITUOHHBIX
YCTHO), MCCIIEIOBATENILCKUX | KOMMYHUKALMOHHBIX | pPEIICHUs TEXHOJIOTUH, IS
NepeBo/, U TIPAaKTUYECKUX TEXHOJIOTUH, IS UCCIICIOBATENIbCKUX | pEeIICHUS
KOHTPOJIbHAS 3agau pereHus U TIPAaKTHYECKUX HCCIIEI0BATEIBCKUX

36




pabota/ Tect HCCIENOBATENLCKUX | 3a1a4 Y TIPAKTHYECKUX
YCTHBII OIpPOC, U TIPAKTHYECKUX 3a7a4

nuanor, dbecena, 3a1ad.
JMCKYCCHS,
MIpPe3CHTAIHS,
JoKIamd, pedepar,
AHHOTALIUS
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[lepeveHp TUIIEH3MOHHOTO MTPOrPAMMHOI0 00ecIIeueHUs
= Microsoft Windows (Bepcuu He ctapiie 8)
= Microsoft Office (Bepcuu He ctapiie 2007) (Bxirouas Microsoft PowerPoint)
= [IporpamMmmMHoe o0ecriedeHre i BOCIIPOU3BEICHHS ayAn0- U BUeo(aiinon
= [IporpammMHoe obecnieueHue st paboThl ¢ JokyMeHTaMu B popmate pdf (Hampumep,Adobe Acrobat)
= [IporpammMHoe obecrieueHue Uit paboThl ¢ JOKYMEHTAMHU B pa3IMYHBIX (hopMaTax
= [IporpamMmmHOe obecrieueHue AJsl MPOBENCHUS YIAICHHBIX BUAeO-KoHDepeHuii(Hanpumep, Skype, Zoom)

[Tepeuens npodeccnoHaIbHBIX 0a3 TaHHBIX U HHPOPMAITMOHHBIX CIIPABOYHBIX CHCTEM
OcBoeHNe IUCHMIUIMHBI «AHTIMHCKHMNA s3bIK (0a30BBIN)» MpEANoNaraeT HMCIOIb30BAHUE KOMITBIOTEPHBIX HporpamMMm Juis palboThl B
MH(POPMAIMOHHO-TEIEKOMMYHUKAMOHHOM ceTn «MHTepHeT». [l MpoBeeHNs KOHCYJIbTAIlMi MOXKET UCIIOIb30BATHCS TEXHOIOTUS SKype.

38
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TBIC. JOKYMEHTOB U TIOCTOSIHHO MOTIOJTHSAETCS.
http://www.public.ru/
«Mup sHuMKIone ni». CaiiT ¢ KpynHenen nog00pKoi caMbIX pa3HOOOPa3HBIX SHITMKIIOTEIUH.
http://www.csrjournal.com/liveexperience/socreports/

e Omnucanue MaTepUaIbHO-TEXHUUECKOH Oa3bl.

OcBoeHue TUCHUITIMHBI TPEINOoaracT NCIOIb30BaHUE aKaIEMHUUECKON ay JTUTOPUHU JJIS TIPOBEICHHS MPAKTUYECKHUX 3aHATUN ¢ HEOOXOAUMBIM
000pYZIOBaHUEM: MATHUTHO-MapKepHast I0CKa, KOMITbIOTEP, TPOEKTOP.

9. A3pIk npenoaBaHus: PyCCKUN, aHTJIUHCKUI
10. TIpenogaBarenu — mpenoaaBaTenu KadeIapbl HHOCTPAHHBIX S3bIKOB HCTOPHUYECKOTO (haKyIbTeTa

11. ABTOp (aBTOPBI) IpOrpaMMel: mpodeccop, AoKTop punonaorndeckux Hayk A.Il. Munbsp-benopyuesa
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