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HOACHUTEJIBHAA 3AIINCKA

Leab Kkypca - pa3BUTHE U COBEPIICHCTBOBAHNE KOMMYHUKATUBHBIX HAaBBIKOB
¥ KOMITETEHIIMH B cdepe mpodheCcCHOHATBHON ACSITETLHOCTA U CUTYAIUsIX OOIICHUS
C HUCTOJb30BAHUEM AHTIUICKOTO S3bIKA, aHAJINW3a CIENHATIbHOW TEPMHUHOJOTHU IO
UCKYCCTBY M CPEIOBOMY JAM3aiiHy, COJEprKallelcs B XyA0KECTBEHHbIX MaHU(pecTax,
TECOPETUYECKUX COUYMHEHUSIX XYIO0KHHKOB M TPOM3BEICHUSIX XyI0)KECTBEHHOH KpH-
TUKH, a TAaKXKE aHajIn3a MPOCKTHOW JOKYMEHTAIIMH HA MHOCTPAHHOM S3BIKE C IIEIBIO
HOJrOTOBKU CIIEUAINCTA, CHOCOOHOIO 3aHUMAThCS HAyYHO-HMCCIIEI0BATENbCKON
JESITENFHOCTBIO B 00JIACTH UCKYCCTBA ACTPAIBI.

KoMMyHuKaTUBHBIe KOMIETEHUHMH IPEIyCMaTPUBAIOT CIOCOOHOCTH BOC-
NPUHAMATH M TTOPOXKJATh HHOS3BIYHYIO PeYb B COOTBETCTBUU C YCIIOBUSIMHU PEUCBOM
KOMMYHHUKAIINH, BOKHEUIIMMH U3 KOTOPBIX SBJISIOTCS cdepa oOmeHUs, CUTyalus
OOIIeHMsI ¢ y4eTOM ajJpecara U XapaKkTepa B3auMOJEHCTBHUS cobecenHUKOB. MHTe-
pakTUBHBIE (OPMBI O0yUeHUS (AUCKYCCHHU, POJICBBIC WTPHl U CHUMYJISIIIHS, JTOKJIAIbI,
npoekTHast padoTa U T.A.) MOTUBHPYIOT CTYACHTOB K JaJbHEUIIEMY Pa3BUTHIO WHO-
SI3BIYHOTO OOIICHHSI.

JInHrBucTHYECKAsi KOMIIETEHIUsI BKIIOYAeT 3HAHUE CHCTEMBI SI3bIKa M TIpa-
BWJI €€ (PyHKIIMOHUPOBAHUS B MPOLIECCE MHOSI3BIYHON KOMMYHUKAIUH.

ConunokyJabTypHasi KOMIETEHIHs TIPeIyCMaTPUBAET CIIOCOOHOCTh paboTaTh
B KOJUICKTHBE, OOIIATHCS C MPEACTABUTEISIMU IPYTUX KYJIbTYp, BECTH Oeceny ¢ yde-
TOM 0COOCHHOCTEW HAIIMOHAIBHOM KYJIBTYPhl COOECETHUKA.

VYposenb mpodeccuonansHoro Bianenus (Effective Operational Proficiency)
IPEIoIaraeT, 4To CTYAGHT MOXKET:

— MOHUMAaTh 0OBEMHBIC CIIOKHBIE TEKCTHI Ha PA3IMYHYI0 TEMATHKY, PAacIlO3Ha-
BaTh CKPBITOE 3HAYCHHUE;

— FOBOPUTH CIIOHTAHHO B OBICTPOM TEMIIE, HE MCTIBITHIBAs 3aTPYAHEHUN C MO~
OOpOM CJIOB U BBIPAKCHHUIA;

— ruOKo0 1 3(PPEKTUBHO MCIMOIB30BAThH SA3bIK A7 O0IIEeHUs B MPpOodheccuoHalb-

HOU JIEATEIbHOCTH,;



— MOXET C03/1aTh TOYHOE, JETAJIBHOE, XOPOIIO BBICTPOEHHOE COOOIIEHHE Ha
CJIOKHBIE TEMBI, JEMOHCTPUPYS BIIAJICHUE MOJECISIMUA OPraHU3alUU TEKCTa, CPEACT-
BaMU CBSI3U U OOBEJUHEHUEM €TI0 FJIEMEHTOB.

O0meoOpa3oBaTebHAA LeJdb IPEANOJIAraET:

— (opmupoBanue u paszBUTHE COLMAIBHO-NIPO(ECCUOHATBLHON, MNPAKTHUKO-
OpPUEHTUPOBAHHON KOMIIETEHTHOCTH, IO3BOJIAIOLIEH COYETaTh aKaJAEMHUYECKHE, CO-
UAJIbHO-IMYHOCTHBIE, MPO(PECCHOHATbHbIE KOMIIETEHLMH JJs pEelIeHHs 3ajady B
chepe npodhecCHOHAIBHOM U COLIMAIBHOM J1€SITEIbHOCTH;

— TMOBBIIIEHHE OOIIETO YpOBHS 00pa30BaHUS W KYJIbTYPHI CTYACHTOB, PacIlu-
peHue Kpyroszopa CTyJeHTOB Ha 0a3e MpruoOpPETEHHBIX 3HAHUH IO U3y4YaeMOMY KypCy.

IIpakTHyeckas mesb IIpeaMeTa NpeyCcMaTpUBaACT:

— aKTUBM3AIMIO MMPO(ecCHOHATbHON TEPMUHOJIOIHH, JIEKCHYECKUX U IpaMMa-
TUYECKUX HOPM aHIJIMKCKOTO S3BIKA;

— aKTUBH3ALMIO YMEHUI U HaBBIKOB YCTHOM M IMCBMEHHOM PEYH;

— pacuIMpeHue Kpyrosopa.

IIpogeccuonabHas 1eab [IPEANOIaracr:

— (opMupoBanre TPoPECCHOHATBHBIX KOMICTSHIIUH N1 pabOThl B 00JIaCTH
MCKYCCTBA 3CTpalbl;

— pa3BUTHE NPO(ECCHOHATBLHOIO MHTEpECAa K JajJbHEHIIEMY CaMOCTOSATEIbHO-
MY HAKOIUIEHHIO 3HAHUM 110 CHEUAIBHOCTH;

— OCYULIECTBIICHHE HAy4YHO-HMCCIIEIOBATEIBCKOM NESITENBHOCTH C HUCIIOJIb30Ba-
HUEM Hay4YHOH JIUTEPaTypbl IO NPOPECCUOHAIBHON TEMAaTUKE HA AHTJIMICKOM SI3BIKE.

BocnuraTenbHas meJab IpeaMeTa 3aKI0YaeTCs B

— (GOpMHPOBAHUM TAPMOHUYHOM JIMYHOCTH, 00JIaaIOEed TBOPUYECKUM MbILI-
JICHUEM, BBICOKOM pabOTOCIIOCOOHOCTHIO, TOJIEPAHTHOCTHIO, IMOIIMOHATILHON YCTOM-
YUBOCTHIO, TAKTHMYHOCTBHIO, OTBETCTBEHHOCTHIO, JT0OPOCOBECTHOCTHIO, YMEIOIICH
IPAMOTHO M KOPPEKTHO M3JIaraTh CBOI TOYKY 3PEHUS HA NHOCTPAHHOM SI3BIKE B MPO-

dbeccrnoHanbHOM cdepe.



B pesynbTaTe n3ydeHus TUCIUTLIAHBI CTYJCHT JTOKCH:

3HATh:

— CIICIUATLHYI0 TEPMUHOJIOTHIO Ha HHOCTPAHHOM SI3BIKE, CBSA3aHHYIO CO ce-
PO HCKYCCTBa 3CTPAJIBI, C IEIBI0 MPUMEHEHUS €€ B Pa3IMIHBIX KOMMYHHUKATHBHBIX
CUTYaIHIX;

— rpaMMaTHYECKUE U JIEKCHYECKUE OCOOCHHOCTH WHOCTPAHHOMN CIICTIHAIA3UPO-
BaHHOM JIMTEPATYyphl , CIIOCOOHBIC BBI3BATH MEKBA3BIKOBBIC OCIIOKHEHHUS MPHU Tepe-
BOJIC M TPYTHOCTH MCIIOJIb30BaHUS UX B POJTHOM SI3BIKE

— JICKCUYECKUN MUHUMYM JIJIS1 IEPEBOJIOB COBPEMEHHBIX CIICIIMATN3UPOBAHHBIX
CTaTeil M JIOKYMCHTOB;

— CIoCcOOBI PEYEBOTO OOIICHUS U MYTH MPEOIOJICHHS SI36IKOBOTO Oaphepa;

— crenu(HKy JEKCHYECKUX CPEJICTB TEKCTa 0 CHEIUAIbHOCTH CTYJIEHTa MHOTO-
3HAYHOCTh CIY)KCOHBIX M OOIICHAYUYHBIX CJIOB, MEXaHHW3M CJIOBOOOpPa30BaHUs (B TOM
YHCIie TEPMUHOB M WHTEPHAIMOHAIBHBIX CJIOB), SIBJICHUS CHHOHUMHU W OMOHHMUW;

— yHnoTpeOHuTeNbHbIe (Ppa3eosornueckue COYeTaHWs, YacTO BCTPEYAIOIIUECS B
MUCHbMEHHOM PEYM M3y4aeMOro SI3bIKa, a TAaK)KE CJIOBA, CJIOBOCOYETAHUS M (hpa3eosno-
TU3MbI, XapaKTePHBI IS YCTHOM PEUH B CHUTYAIUSIX JICIOBOTO OOIICHMS,

— COKpaIIlCHHsI, YCIIOBHBIC 0003HAYCHHUS U CHMBOJIBI,

— METOJUKY OPHUEHTHUPOBAHHOTO TOWICKAa WH(POPMAIMA B WHOS3BIYHOMN CIIpa-
BOYHOM, CTICIIUATILHOM JTUTEPAType U KOMIIBIOTEPHBIX CETAX;

yMeTh:

— UACHTU(PUIIUPOBATH, AaHATIM3UPOBATh U AKTUBHO TMOJI30BATHCS CIEIIUATBLHOM
TEPMHUHOJIOTHEH, CoJIepKaIelicss B TEKCTaxX IO UCKYCCTBY CTPaJbl W KIACCHYECKUX
IPOU3BEACHUAX XYA0KECTBEHHON KPUTHKH;

— CBOOOJIHO MEPEBOJIUTH CICIIMAIBLHBIEC TEKCTHI IO MPoOIeMaM UCKYCCTBA

— BECTH Oecejly, MHTEPBBIO WIIM JUCKYCCHU B HaIpaBJICHUU MPO(deCcCHOHAb-
HBIX MMPOOJIEM B Tpe/ieiaxX TOCTUTHYTOTO YPOBHS KOMMYHUKATUBHOW KOMIIETCHITUH B
CUTYyaIUIX O(QUIHATHHOTO U HEO(DUIIMATHHOTO OOIICHHS;

— YUTaTh, IOHUMATh M WCIIOJIB30BaTh B CBOCH HAyYHOH pabOTe OPUTHHAIBHYIO

Hay4HYIO JINTEPATypPy IO CIEIUATbHOCTH, ONUPAsACh HA U3YUYEHHBIN A3BIKOBOM MaTe-



puai, GOHOBBIE CTPAHOBEAUYECKHE U MPOPECCHOHATbHBIC 3HAHUS, HABBIKU S3BIKOBOM
Y KOHTEKCTyaJIbHOW JIOTaJKH;

— COCTaBUTH IUIaH K MPOYUTAHHOMY, U3JI0KHUTh COJIEPHKAHUE MMPOYUTAHHOTO B
NUCHbMEHHOM BHUJIE (B TOM yucie B (hopme pe3tome, pedepaTa U aHHOTALIUN);

— HamMcath JOKJIaJ U COOOIIEHHE IO TEME CHELIMATIbHOCTU CTY/ICHTa;

BJIA/IETh:

— CIIENUAIBHON TEPMHUHOJIOTUEN IO UCKYCCTBY 3CTPAbl;

— aKTyaJIbHOM MPOQECCUOHATILHON TUTEPATYPOid U MH(OPMAIMOHHBIMUA HUCTOY-
HUKaMU Ha MHOCTPAHHOM S3BIKE;

— MOATrOTOBJIEHHOM, a TaK)X€ HENOATOTOBJIEHHONM MOHOJIOTMYECKOW PEYbI0 B
npenenax M3y4eHHOro sI3bIKOBOI'O MaTepuasia U B COOTBETCTBUM C M30paHHOU CHelu-
AJIbHOCTBIO.

— BCEMHU BUJAMM YTEHUs (M3ydarollee, 03HAKOMUTEIbHOE, TIOMCKOBOE U IPO-
CMOTpPOBOE).

OcBoenue nucuuiuinibl «MckyccTBo acTpaasy obecrieunBaeT GOpMUPOBAHUE
aKaJeMUYECKHUX, COLIMAIbHO-JIMYHOCTHBIX, TPO(EeCCHOHATBHBIX KOMIIETEHIIUM.

TpeGoBaHus K akageMH4eCKMM KOMIIETCHIHUAM

AK-1. VImeTb ciOCOOHOCTh K CaMOCTOSITEIbHON Hay4HO-HCCIIEI0BATENbCKON
NEATEIbHOCTH, TOTOBHOCTh T€HEPUPOBATh HOBBIE UJEU M HCIIOIB30BaTh MX B HAyd-
HOM U IIPOEKTHO-XYI0’KECTBEHHOM TBOPYECTBE.

AK-2. CaMOCTOATENBHO U3y4aTh HOBbIE METOJbI , PA3BUBATh HAYYHBIA U IIPO-
U3BOJICTBEHHBIN TPO(HIIb CBOEH MPOPECCUOHATIBHOMN JESITEIBHOCTH.

AK-3. CamocTOATENBHO IPHOOPETATh HOBBIE 3HAHUS U YMEHUS, B TOM YHCJIE B
00J1acTsX, HE CBSI3aHHBIX €O Cepoil 1eATETbHOCTH.

AK-4. Umetp 3HaHus B 007aCTU COBPEMEHHBIX METOJOB M3yYEHUS U YMEHHE
UCII0JIB30BAaTh UX IIPU PEIICHNN HAy4YHBIX U IPAKTUYECKUX 3a/1a4.

AK-5. Hcnionb3oBaTh 0a3bl JaHHBIX, TAKETHI TPUKIIAHBIX IPOrPaMM U CPEICT-
Ba KOMITBIOTEPHOU TpauKu.

TpeGoBaHus K COUAIBHO-JIUYHOCTHBIM KOMIIETCHIIUAM

CJIK-3. BbITh CIOCOOHBIM K COTPYITHUYECTBY U pabOTE B KOMAH/E.



CJIK-7. Ucnonb30BaTh B MPaKTUUECKON AESATEILHOCTA OCHOBBI TPYJIOBOIO 3a-
KOHOJATEIbCTBA U MPABOBBIX HOPM.

CJIK-8. YBaXuTEIbHO OTHOCUTHCS K HCTOPUYECKOMY HACJIEAMI0 U KYyJIbTYp-
HBIM TPaJAUIUSAM, TOJIEPAHTHO BOCIPUHUMATH COLIMAIBHBIE U KYJIbTYPHbBIE Pa3INUUA.

TpedoBanus Kk Npo¢ecCHOHAIBLHON KOMIIeTeH U

ITIK-6. ®opMupoBaTh SKCIIEPTHBIE OLICHKH CUCTEM PA3BUTHUS UCKYCCTBA ICTPALIBL.

[IK-7. ®opmynupoBaTh 3a1a4d U HANPABJICHUS HAYYHBIX MCCIIEAOBAHUM, KBa-
AM(GUUIMPOBAHHO NMPOBOJAUTH HAYUHBIE UCCIEAOBaHUS B 00JACTH UCKYCCTBA

[1IK-8. IInanupoBaTh, OpraHU30BBIBaTh U 00ECIIEYMBATH BHEAPECHHUE PE3YJIbTa-
TOB Hay4YHBIX UCCIIEIOBAHUI B IPOEKTHYIO MPAKTHUKY.

Ha y4eOHyl0 nucUMIUIMHY JUisl AHEBHOM (OpMbl OOy4YEHUS BBIJEIEHO BCETO
308 yacoB, u3 HUX 150 ayguTOpHBIX YACOB MPAKTUYECKUE 3AHATHS; IS 3a0YHOU
dbopmbl 00yueHus BoiaeaeHo 308 4acoB, U3 HUX 26 ayIUTOPHBIX YACOB NMPAKTUYCCKHE
3aHATHA. Tekymas arrecTtanus — 3a4eT BO 2-M CEMECTpE ISl THEBHOM M 3a0YHOU
dbopmbl 00yueHus, dk3amMeH B 4-M cemectpe. Ha camocrositenbHyto paboTy ams
JTHEBHOM (opmbl 00yueHus: oTBeieHo 158 vacoB, st 3aouHol — 284 yaca.

dopma nosTy4eHus BHICIIETO 00pa30oBaHuUs — OYHAs, 3209HAS

Ha y4eOHyo maucuMIUIMHY JUisi AHEBHOW (OpMbI OOY4YEHUS BBIJEICHO BCETO
308 4vacoB, u3 Hux 150 ayIUTOpPHBIX 4YACOB MPAKTHUYECKHUE 3AHATHUS; ISl 3a0YHOU
dbopmbl 00yuenus BeieneHo 308 yacoB, U3 HUX 26 ayIMTOPHBIX YaCOB MPAKTUYECKUE
3aHATHS. Tekymias arrectanusi — 3a4eT BO 2-M CEMECTpe Ui THEBHOW W 3a04YHOU
dopmbl 00yueHHs, 3k3aMeH B 4-m cemectpe. Ha camoctosarensHyto paboty ams
JTHEBHOM (opMbl 00yueHHs oTBeZiIeHO 158 vacoB, aiisa 3a0uHoi — 284 yaca.

dopMa noJy4eHHs BbICILIET0 00pa30oBaHusl — OYHAs!, 3204HAs

Tekymmi KOHTPOJIb 3HAaHUW OCYIIECTBIISIETCST NOCPEACTBOM MUCbMEHHBIX TEC-
TOB MO KaXKJIOW TEME, YCTHOIO M MUCBMEHHOrO OIpoca BO BpeMs 3aHATUH. B xone
00y4eHHUsI aKTUBHO MCIOJIb3YIOTCS PA3JIMUHbIC BUJIbI TPEHUPOBOYHBIX U KOMMYHHUKa-
TUBHO-OPUEHTHUPOBAHHBIX YIPAKHEHUH, MapHas W TPyMmoBas padoTa, POJEBHIC WT-

PBl, TBOPUECKHUE 3a]IaHUS.



1. IPAKTUYECKWH PA3JIEJI

1.1. Conep:xkanue y4ueOHOro marepuaJjia
IIpuMepHBIH IUIAH
1. I[IpenrexcroBas padora.
2. ITucbMeHHBIN TIepeBO TEKCTA C AHTJIMUCKOrO SI3bIKAa Ha PYCCKHUIA.
3. JIeKCUKO-rpaMMaTHYECKUE YIIPAKHEHUS.

4. PedepupoBanue (aHHOTHPOBAHUE) TEKCTA.

IIpumepHBIN CIMCOK TEKCTOB AJIA NlepeBoaa

Text 1. Music in antiquity

Text 2. Early medieval period

Text 3. Late medieval music

Text 4. The Renaissance

Text 5. The baroque era

Text 6. Preclassical and classical periods
Text 7. The Romantic era

Text 8. The 20-th century
Text 9. Popular music
Text 10. Development in America

Text 11. World popular music

2-i1 cemecTp

IIpuMepHBIN CIUCOK TEKCTOB VI NepeBoaa

Text 1. American music

Text 2. Folk music

Text 3. Relation to the community
Text 4. Types of songs

Text 5. Instruments

Text 6. Folk music in modern world



3-ii cemecTp

IIpumepHbIi CINCOK TEKCTOB /ISl IepeBo/ia

Text 1. Jazz

Text 2. Characteristic

Text 3. Origins

Text 4. History

Text 5. Armstrong s impact
Text 6. Jazz piano

Text 7. Big- band era

4-i cemecTp

IIpuMepHBIN CIUCOK TEKCTOB VI NepeBoaa

Text 1. Interplay with popular and classical music
Text 2. Fusion jazz

Text 3. Rap music

Text 4. Root of rap

Text 5. Styles of world music

Text 6. Musical diversity

1.2. MeToauyeckue peKOMEHIAIUH 10 NIPOBEICHUIO
NPAKTUYECKUX 3aHATUI

N3ydeHre WHOCTPAHHBIX S3BIKOB SBJISCTCS HEOOXOIMMOW COCTaBHOM Ya-
CThIO 00111€00pa30BaTEILHON TOATOTOBKM HAYUYHBIX KaJIpoB. ITO OOYCJIOBJICHO
WHTEPHAIIMOHATIN3AIMEH HAy4YHOTO OOIICHUS, Pa3BUTHEM COTPYJHUYECTBA CIIe-
[IUAJIMCTOB M YYEHBIX Ha TJIOOAJILHOM YpPOBHE M pACHIMPEHHEM cQepbl HAYYHOIO
JUCKypca B COBPEMEHHON KOMMYHHUKAIIUH.

[lenpto oOydeHHMss B paMKax JaHHOW JUCHUIUIMHBI SIBISIETCS OBIIAJICHUE
CTYJICHTaMHU TEPMHUHOJIOTHEH IO UCKYCCTBY A3CTpPaJibl HA MHOCTPAHHOM (@HIJIMM-
CKOM) sI3bIKe JUIsl MpoeCCHOHANBHOTO OOMmeHusT B cdepe HaydyHo u mpodec-

CI/IOHaJ'IBHO-OpHGHTHPOBaHHOﬁ HpﬁKTH‘I@CKOﬁ JACATCIIBHOCTH.
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Kypc M3y4YECHUS WHOCTPAHHOTO  SI3bIKa  HOCHT TpodecCHOHATBHO-
OPUEHTUPOBAHHBII M KOMMYHMKATHUBHBIM XxapakTtep. HHOS3bIYHBIC YMEHUS U Ha-
BBIKM PEaTU3YIOTCS B COCTaB€ KOMMYHUKATUBHOW KOMIETeHIMHU. JlaHHBIN yueOHO-
METOAMYCCKHM KOMILIEKC mpeanojaraeT (OpMHUPOBAHHUE Y CTYACHTOB HABBIKOB M
YMEHUM HWHOS3BIYHOTO OOIIEHHS B KOHKPETHBIX MPO(PECCUOHANIBHBIX, JIETOBbIX, Ha-
YUHBIX c(pepax U CUTyalUsiX, a TAKKE HATUYHE CICAYIOIINX YMEHHUI:

YMEHHE YHMTaTh CO CIOBApPEM TEKCThI, TEMATHYECKH CBsI3aHHBIC ¢ Ipodeccueit
CTYJEHTA; YMEHUE YUTATh TEKCThI, CMBICIIOBAsA CUTYAIUsI KOTOPBIX MOKET CIYKHUTh
mpeaMeToM Oecelbl, BRICKA3bIBAHUM M OOCYKICHUSI HA MHOCTPAHHOM SI3BIKE; YMCHHE
C TIOMOIIIBIO CIIOBAPsl M3JIOKUTHh B MUCbMEHHOM (hopMe Co/iep)KaHHe TEKCTa, YMEHHUE
MPaBWIBLHO MHUCATh CIOBA U CIOBOCOYETAHUS, BXOJAIINE B JEKCUUECKUN MHUHUMYM,
OTIpEeICIICHHBIA POrPAMMOIA; YMEHUE BhIPA)KaTh CBOM MBICIH B YCTHOU (opme 1o
MIPOMJICHHOW TEeMAaTHKe, OTHOCAIICHCS K y4eOHOM W MPOW3BOACTBEHHOU JCSATEILHO-
CTHU CTYJICHTA U €ro CIECIUAIbHOCTH;

IMOHUMATh HA CIIyX PE€Yb, COJECPIKAILYI0 YCBOCHHBIM S3bIKOBOW MaTepHai; H0-
MyCKAEeTCsl UCTOJIb30BAHUE HE3HAKOMOM JIEKCUKH, 3HAUYEHHE U CMBICII KOTOPOM pac-
KpPBIBAETCS HA OCHOBE YMEHHSI II0JIb30BATHCS SA3bIKOBOM U JIEKCUYECKON JOTAIKOM.

ITucbmo 1 yueOHBIN MepeBol B Kypce oOydeHHUs paccMaTpUBaeTCsl He Kak 1elb,
a KaK CpeACTBO OOy4EeHUs, BXOASIIEE B CUCTEMY YIPaXHEHUW MpU OObSICHEHUH, 3a-
KPEIUICHUU W KOHTPOJIE S3bIKOBOTO MaTeprayia U €ro MOHUMaHUS [PU YTCHUHU.

[IpakTudeckue 3aanusi 0OECIEUYNBAIOT YCBOCHHUE JIEKCUUYECKOI0 MaTepuasia u
BKJIIOYAIOT TPEHUPOBOYHBIE U KOMMYHUKATUBHO-OPHUEHTHUPOBAHHBIC YIIPAKHEHUS,
MapHy0 U TPYNIOBYI0 padOTy, pOJeBbIe UTPhI, TBOpUECKUE 3adaHus. BaxHoe 3Ha-
YEHHE MMEET UCIOJIb30BAHUE AYTEHTUYHBIX TEKCTOB M3yueHue Kaxaoil TeMbl Liee-
coo0Opa3Ho 3aBepiiaTh 000OIIAIOIIUME YIPAKHECHUSIMHA U TECTOBBIMU 3aaHUSMH IS
KOHTPOJIS YCBOEHUSI MaTepuaia.

Heobxoaumo y4IuTHIBaTh YPOBEHB S3BIKOBOW KOMIIETEHITUU CTYJACHTOB B IIPO-
1ecce padoThl ¢ TEKCTOBBIM MaTEpHAIOM, a TaK)Ke BHIOMpaTh HaubOosee aJcKBaTHBIC
METOAUYECKUE MOAXO0Abl K (POPMUPOBAHUIO JICKCHYECKUX HABBIKOB. YUWTHIBAsl MH-

TeppepUpyIoLIee BIUIHUE PYCCKOIO SI3bIKa, MPENOJABATEN0 CIEAYET yAENIATh BHU-
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MaHUE TPAMMATHYCCKUM SIBIICHUSIM, YTOOBI COKPATHTH MOSBJICHUE BO3MOYKHBIX OIIIH-
00K y CTYJIGHTOB, a TaKX€ CTHUMYJUPOBATh CAMOCTOSITEIbHOE OMNpeIeNieHue U HC-
npaBjeHue OmuoOoK cryaeHTaMu. Heo0xoaumo moonipsTh UCHOIb30BaHUE CTY/CH-
TaMU Pa3HOOOPA3HBIX JIGKCHUECKUX EAUHUI] U TPAMMATUYECKUX CTPYKTYP U YICISThH
oco0oe BHUMaHUE O0OECIEUEHUI0 MaKCUMAaJbHOM aKTHUBHOCTH CTYACHTOB Ha BCEX

oTallax 3aHATHA.

1.3. TekcThI 111 AHHOTHUPOBAHUS U pedepupoBaAHUSA

Text Ne 1

The recent discovery of non-Western styles by superstar musicians such as
David Byrne, Peter Gabriel, and Paul Simon might leave the impression that urban-
centered, mass-reproduced popular music outside of Western culture is a new phe-
nomenon. In fact, the recording industry was active in Asia and Latin America before
the 20th century, and local popular styles were commercially recorded in Africa by
the 1920s. One of the major developments in world popular music in the late 1980s
and early 1990s has been the emergence of worldbeat, or ethnobeat, a broad category
that includes such diverse musical styles as Yemenite Israeli dance music, Caribbean
and African popular dance styles, Bulgarian women's choral music, and Japanese
salsa bands. Although the influence of American popular music, supported by the
multibillion dollar transnational music industry, has in some cases contributed to the
decline of traditional musics, there is also a rich history of “cross-fertilization” be-
tween popular styles. In the late 19th century the Cuban habanera influenced the de-
velopment of American ragtime; the Argentine tango gained worldwide popularity
during the 1910s, initiating a craze for Latin ballroom dancing in Paris, London, and
New York City; recordings of Hawaiian guitar music, country-and-western music,
and ballroom dance orchestras arrived in the port towns of Africa by the 1920s; and
the Cuban rumba became popular around the world in the 1930s. In many cases the
inclusion of imported elements in American popular music has been linked with

stereotypes of the exotic. For example, many ballroom dance orchestras in the 1920s
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performed “Oriental foxtrots,” arrangements that owed more to Latin American mu-

sic than to Asian music.

Text Ne 2

One of the crucial developments of the 1950s was the new medium of electron-
ic music, pioneered by Varese, which allowed composers to achieve unprecedented
control over a musical work. The Columbia-Princeton electronic music studio, estab-
lished in 1952, became a center for such composers as Babbitt, Charles Wuorinen,
and Otto Luening.

One of the shaping forces of experimental music was John Cage, in whose
aleatoric compositions chance helps determine the outcome of a particular perfor-
mance. Cage's openness to various aesthetic trends foreshadowed the eclecticism of
style from the 1960s on. Most characteristic of these decades was a willingness to uti-
lize all kinds of sound—electronic, acoustic, or environmental—as potential musical
material. George Crumb's song cycle Ancient Voices of Children (1970), for exam-
ple, uses a toy piano, a Tibetan prayer stone, and electronically manipulated voices.
Other significant eclectic composers are Norman Dello Joio; David Del Tredici, not-
ed for his Scenes and Arias from Alice in Wonderland (1969 ff.); John Corigliano;
and Ellen Taaffe Zwilich. Zwilich, the first woman to win a Pulitzer Prize for mu-
sic—for her Symphony No. 1: Three Movements for Orchestra (1982)—blends 19th-
century harmonic and tonal elements with various features of avant-garde 20th-

century classical music.

Text Ne 3
Performers of jazz improvise within the conventions of their chosen style. Typ-
ically, the improvisation is accompanied by the repeated chord progression of a popu-
lar song or an original composition. Instrumentalists emulate black vocal styles, in-
cluding the use of glissandi and slides, nuances of pitch (including blue notes, the
microtonally flattened tones in the blues scale), and tonal effects such as growls and

walils.
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In striving to develop a personal sound or tone color—an idiosyncratic sense of
rhythm and form and an individual style of execution—performers create rhythms
characterized by constant syncopation (accents in unexpected places) and also by
swing — a sensation of pull and momentum that arises as the melody is heard alter-
nately together with, then slightly at variance with, the expected pulse or division of a
pulse. Written scores, if present, are used merely as guides, providing structure within
which improvisation occurs. The typical instrumentation begins with a rhythm sec-
tion consisting of piano, string bass, drums, and optional guitar, to which may be
added any number of wind instruments. In big bands the winds are grouped into three
sections—saxophones, trombones, and trumpets.

Although exceptions occur in some styles, most jazz is based on the principle
that an infinite number of melodies can fit the chord progressions of any song. The
musician improvises new melodies that fit the chord progression, which is repeated

again and again as each soloist is featured, for as many choruses as desired.

Text Ne 4

Jazz is rooted in the mingled musical traditions of American blacks. These in-
clude traits surviving from West African music; black folk music forms developed in
the New World; European popular and light classical music of the 18th and 19th cen-
turies; and later popular music forms influenced by black music or produced by black
composers. Among the African survivals are vocal styles that include great freedom
of vocal color; a tradition of improvisation; call-and-response patterns; and rhythmic
complexity—both syncopation of individual melodic lines and conflicting rhythms
played by different members of an ensemble. Black folk music forms include field
hollers, rowing chants, lullabies, and later, spirituals and blues

European music contributed specific styles and forms—hymns, marches, waltz-
es, quadrilles, and other dance music, light theatrical music, Italian operatic music—
and also theoretical elements, in particular, harmony, both as a vocabulary of chords
and as a concept related to musical form. (Much of the European influence was ab-

sorbed through specific training in European music, even when the musicians so
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trained could find work only in low-life entertainment districts and on Mississippi

riverboats.

Text Ne 5

Around the turn of the 20th century the earliest fully documented jazz style
emerged, centered in New Orleans, Louisiana. In this style the cornet or trumpet car-
ried the melody, the clarinet played florid countermelodies, and the trombone played
rhythmic slides and sounded the root notes of chords or simple harmony. Below this
basic trio the tuba or string bass provided a bass line and drums the rhythmic accom-
paniment. Exuberance and volume were more important than finesse, and improvisa-
tion was focused on the ensemble sound.

A musician named Buddy Bolden appears to have led some of the first jazz
bands, but their music and its sound have been lost to posterity. Although some jazz
influences can be heard on a few early phonograph records, not until 1917 did a jazz
band record. This band, a group of white New Orleans musicians called The Original
Dixieland Jazz Band, created a sensation overseas and in the United States (The term
Dixieland jazz eventually came to mean the New Orleans style as played by white
musicians.) Two groups, one white and one black, followed: in 1922 the New Orle-
ans Rhythm Kings and in 1923 the Creole Jazz Band, the latter led by the cornetist
King Oliver, an influential stylist. The series of recordings made by Oliver’s group
are the most significant recordings in the New Orleans style. Other leading New Or-
leans musicians included the trumpeters Bunk Johnson and Freddie Keppard, the so-
prano saxophonist Sidney Bechet, the drummer Warren “Baby” Dodds, and the pia-
nist and composer Jelly Roll Morton. The most influential musician nurtured in New

Orleans, however, was King Oliver’s second trumpeter, Louis Armstrong.

Text Ne 6
Around the turn of the 20th century the earliest fully documented jazz style
emerged, centered in New Orleans, Louisiana. In this style the cornet or trumpet car-

ried the melody, the clarinet played florid countermelodies, and the trombone played
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rhythmic slides and sounded the root notes of chords or simple harmony. Below this
basic trio the tuba or string bass provided a bass line and drums the rhythmic accom-
paniment. Exuberance and volume were more important than finesse, and improvisa-
tion was focused on the ensemble sound.

A musician named Buddy Bolden appears to have led some of the first jazz
bands, but their music and its sound have been lost to posterity. Although some jazz
influences can be heard on a few early phonograph records, not until 1917 did a jazz
band record. This band, a group of white New Orleans musicians called The Original
Dixieland Jazz Band, created a sensation overseas and in the United States (The term
Dixieland jazz eventually came to mean the New Orleans style as played by white
musicians.) Two groups, one white and one black, followed: in 1922 the New Orle-
ans Rhythm Kings and in 1923 the Creole Jazz Band, the latter led by the cornetist
King Oliver, an influential stylist. The series of recordings made by Oliver’s group
are the most significant recordings in the New Orleans style. Other leading New Or-
leans musicians included the trumpeters Bunk Johnson and Freddie Keppard, the so-
prano saxophonist Sidney Bechet, the drummer Warren “Baby” Dodds, and the pia-
nist and composer Jelly Roll Morton. The most influential musician nurtured in New

Orleans, however, was King Oliver’s second trumpeter, Louis Armstrong.
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2. PA3JIEJI KOHTPOJISI 3SHAHUM

2.1. ®opMBbI KOHTPOJISA PA0OTHI CTY/ICHTOB

KoHTponps 3HaHUI, HABBIKOB U YMEHHI CTYJEHTOB OCYIIECTBIISIETCA B YCTHOU
U MMCbMEHHOU (popMe C y4eTOM IpPOWJEHHBIX TeM. DOpMbI KOHTPOJS padOThI CTY-
JICHTOB:

1. JlekcukO-rpaMmMaTUYECKUE TECTHI

2. KoHTpoJib MNOHUMaHUS POYUTAHHOTO (ITPOCITYIIAHHOIO)

3. IIuceMeHHBIE IEPEBOIBI

4. Tlpe3eHTanuu, NOKIaabl U pedeparbl

5. Juckyccuu, Kpyrible CTOJIBL.

Texymuii KOHTPOJIb: MOCEIAEMOCTh 3aHATHI, aKTUBHAsI paboTa HA MpaKTH4e-
CKUX 3aHSATHSX, MOJHBIM U pedepaTuBHBIN MEPEeBOA TEKCTOB U CTAaTEW, BHIMOJIHEHHE
JICKCUKO-TPAaMMaTUYECKUX TECTOB.

IIpomMexyTOUHBI KOHTPOJIb: HAIMCAHUE JIEKCUKO-TPAMMAaTHYECKUX TECTOB U
YCTHBII OIIPOC MOCTIE OCBOEHHS Y4eOHOT0 MaTepualia o TeMe.

HroroBas arrectanusi Ipy 3aBEpILICHUA OCBOCHHS COJEp:KaHUs 00pa30BaTelib-
HOM IIPOTpaMMbl MO MOATOTOBKHM CHELHAIMCTA MO3BOJSAET ONPENECIUTh TEOpETHYE-
CKYIO U IIPAKTUYECKYI0 I'OTOBHOCTb CTYJEHTAa K HAay4YHO-IIEAArOrMYECKOU, HAY4YHO-
YICCIIEIOBATENbCKOM M MHHOBALMOHHOM, IPOEKTHONW M OPraHU3alMOHHO- YIPaBJICH-
YECKON JeATENbHOCTH. ATTeCTalys IIPOBOJUTCA BO 2 CEMECTPE — 3a4eT I OYHOM
(dopMbl 00yueHuss U 3auyeT Ui 3a04HON (hopmbl 00ydeHMs. Dk3aMeH — 4 cemecTp
JUTSI OYHOU U 3a09HOU hopM 00OydIeHHUSI.

IIncemenHass 4acTh dKk3aMeHa:.llucbMEHHBIN EpeBOJ OPUTMHAIBHOIO TEKCTa
[0 CIEUMATIBLHOCTH CO CI0BapeM Ha pycckuil (Oenapyckuil) s3bIK B COOTBETCTBUU CO
CTWJINCTUYECKUMH HOpMaMu. Bpems BeimonHeHus nepeBoma — 45 muHyT. Dopma
KOHTPOJIL — YTEHHE TEKCTa Ha MHOCTPAHHOM SI3bIKE BCIYX (BBIOOPOYHO) M IPOBEPKA

BBIITIOJIHCHHOT'O ITEPEBO/IA.
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YcTHAd 4acTh DK3aMeEHa:
1. Munu-nipe3enTanus (2 MUH.) Ha aHTJIMMCKOM SI3BIKE 10 TEME.
2. becena Ha MHOCTPAHHOM $I3BIKE IO TEMAaTHKE, CBSI3aHHOW CO CIEIMAJIbHO-

CTBbIO.

2.2. BapuaHTbI KOHTPOJIbHBIX TECTOB
HToroselii TecT 32 2 cemecTp. MckyccTBO U AU3aiiH

American pop and R&B singer Chris Brown may only be eighteen years old
but he's already topping music charts, releasing great records, and picking up nomi-
nations at high-class awards ceremonies. With several hit singles, two popular al-
bums, and even a couple of acting parts already under his belt, Chris is very much a
rising star. Surprisingly, his success story began at an ordinary roadside service sta-
tion when Chris was just thirteen.

Chris was born Christopher Maurice Brown on May 5,1989, and raised in the
small town of Tappahannock in the state of Virginia. His parents were fond of music
and the family home was alive with the sound of artists like Michael Jackson, Stevie
Wonder, and Aretha Franklin. From an early age Chris would sing along to songs and
practise his dance moves around the house.

Before discovering his solo vocal talents, Chris dreamed of becoming a rapper
like his favourite hip-hop idols Run DMC and Rakim. It wasn't until he was eleven
that Chris began to realise that he possessed a gift for singing. Encouraged by his en-
thusiastic mother, he continued to practise in his spare time.

Two years later, when Chris was thirteen, something amazing happened. A lo-
cal production team of talent scouts called in at the roadside service station where his
father was working. When he found out that they were in search of promising young
rappers and singers, he put his son's name forward and soon Chris was performing
for industry professionals.

With his destiny decided, Chris left school and moved to New York to find a

manager and a recording contract. The transition from small-town family life to the
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hustle and bustle of the Big Apple must've been difficult for Chris, but after two years
he finally signed to Jive Records and began recording. His self-titled debut album,
"Chris Brown", was released in November 2005 and was produced by some of the
biggest names in the industry, including Dr. Dre and Scott Storch.

Chris' innocent good looks and outstanding singing ability made him an instant
crowd-pleaser. The debut album sold over 150,000 copies in its first week and the
first single from it, "Run It!" featuring Juelz Santana, went straight to No.1 in the US
charts. This success was followed by several other top 20 hits including "Yo (Excuse
Me Miss)" and "Gimme That".

This explosive debut put Chris on the map and kick-started two hectic years for
the young star. As well as continuing to sing, Chris co-produced his own music vide-
os, won several top awards, and received Grammy nominations for Best New Artist
and Best R&B Contemporary Album. He also co-headlined the extravagant 28-city
Up Close and Personal Tour with Ne-Yo in 2006.

After the long summer tour, Chris headed for the recording studio to begin
work on his second album with top producers, including Timbaland, Kanye West,
and William. Following a delay to the release date, the new album, entitled "Exclu-
sive" finally came out in November 2007. In a statement for MTV News Chris said
the new album had a couple of songs for an older audience, although he still wanted
his music to appeal to younger fans too. The new record has spawned two No.1 sin-
gles -"Wall to Wall"and "Kiss Kiss".

Aside from reaching musical heights, Chris is also working hard on his acting
career. So far he has appeared in numerous television productions in the US and has
made his 2007 big-screen debut in films like "Stomp the Yard" and "This Christmas".

Despite the hype surrounding his sudden rise to fame, in many ways Chris is
still like any other teenager; he likes fashionable clothes and listening to his favourite
CDs. In spite of all his musical commitments and international tour dates his parents
have persuaded Chris to continue his education and still make sure he does his

homework on time!
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YupaxHeHus
1. BeiOepure npaBu/IbHBIN BAPUAHT:
1) Chris'hometown Tappahannock is in the American state of...
a) Nevada
b) Virginia
c¢) Ohio
2) When he was a kid, Chris dreamed of becoming...
a) an R&B singer
b)an astronaut
c) a rapper
3) Chris discovered his talent for singing when he was...
a) eleven years old
b) twelve years old
c) fifteen years old
4) The big break that helped Chris to start his music career came when...
a) a producer from a local label saw him performing in a school talent show
b) talent scouts enquired about singers at a service station where his father
worked
c) he came second in the popular American TV show "Pop Idol"
5) During the two years following the success of his debut album, Chris...
a) continued to sing, made several music videos, and won some music
awards
b)took a break to record his next studio album
c) went on a tiring worldwide promotional tour and then took a long holi-
day
6) So far Chris has appeared in two big-screen films - ...
a) "The Nightmare Before Christmas" and "The Full 9 Yards"
b)"Santa Claus the Movie" and "The Magic Garden"
c) "This Christmas" and "Stomp the Yard"
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2. BocctaHoBUTE MOPATOK CJIOB:

a) be / about / hip-hop / Chris / to / rap / used / crazy / and.

b) enthusiastic mother / by / young / his / singer / the / encouraged / was.
¢) hit / with / his / music fans / instant / debut / was / an / album.

d) already / had / several / has / singles / Chris / hit.

e) 2007 / finally / new / the / released / in / album / was.

f) his /is / career / hard / Chris / working / acting / on.

3. CoeanHuTe CJI0BA € UX NIEPEBOAOM:

ordinary MOOLIPSATH, NOAJAEPKUBATD

to possess HEBUHHBIN, YUCTHIA, HEMMOPOYHBIN
to encourage o0nanath

enthusiastic yOex1aTh

innocent BBIAAKOLINICS

outstanding BOCTOPKEHHBIH, YBICUEHHBIN
delay OOBIUHBIN, 3ayPSIIHBIHI

to persuade 3aJIepKKa, IPOBOJIOYKA

4. IlepeBeauTe HA AHTJIMHCKUN SA3BIK:

a) B nerctBe Kpuc meuran craTh pamepom, Kak €ro JI00MMbIE KyMUPBI
XHUI-XO0Ta.

b) Kpuc 6pocun mkoiy n nepeexan B Horo-Hopk, aTo6bI HAliTH

cebe MeHeKepa.

c¢) Ilocne pnurTensHOroO JieTHOTO TypHe Kprc HampaBuics B CTyIUIO,
9TOOBI pabOTaTh HAJl CBOUM HOBBIM aJIbOOMOM.

d) ITocne HeGoMBIION 3aeP>KKHU HOBBIN allbOOM BhIIIEN B HOsIOpe 2007,
e) IloMrMO My3bIKaIbHBIX MPOEKTOB Kpuc Takxke 3aHAT cBOEH
AKTEPCKOU KapbEPOU.

f) Kak mro6omy apyromy noapoctky, Kpucy HpaBUTCS HOCUTh MOJIHYIO

OACKAY U ClIylIaTb CBOU JTFOOMMBIE JUCKH.
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HTorosbiii TecT 3a 4 ceMecTp

Pete Wentz is the primary lyricist, bassist, and backing vocalist for the Chica-
go-based pop-punk band Fall Out Boy. Aside from his musical talent and success
with FOB, Wentz knows how to act, write, and do business. He has become a popular
celebrity both on TV and in the tabloid press - attracting attention for his clothes (or
lack of them!), his personal admissions, and more recently his relationship with pop
sensation Ashlee Simpson.

Peter Lewis Kingston Wentz III came into the world on June 5, 1979 in the
Chicago suburb of Wilmette in the state of Illinois. As a kid Wentz had two loves -
music and soccer. He adored the British group The Smiths and started playing the pi-
ano at an early age. He later took up the bass when he was 14 because he wanted to
be in a punk band. While attending New Trier High School and North Shire Country
Day School, Wentz became an all-state soccer player.

However, Wentz had other things than studying on his mind and regularly
played truant from school. Not knowing what to do, his parents sent him to a boot
camp for 8 weeks in the hope that he would learn some discipline. Wentz despised
the camp and in the harsh army-style atmosphere learned to hide his feelings. Later,
song-writing and music became his outlet for these pent-up emotions and he was able
to write personal lyrics that resonated with fans.

After finishing high school in 1997, Wentz attended DePaul University where
he majored in political science. However, his desire to focus on his music career led
him to drop out just one semester before he was due to graduate.

In the late 90s Wentz was heavily involved in the Chicago hardcore punk scene
and became a well-known local musician, playing in several different bands simulta-
neously. He sang vocals for a band called Arma Angelus and that's where he met gui-
tarist Joe Trohmand. The two musicians later recruited Patrick Stump (vocals, guitar)
and Andy Hurley (drums) and founded Fall Out Boy in 2001. As the new band
gained popularity, Wentz and the others devoted more and more time to it.

FOB's mainstream success came with the release of their album "From Under

the Cork Tree" - for which Wentz penned all the lyrics. During the making of the al-
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bum Wentz overdosed on the anxiety drug Ativan and subsequently spent a week in
hospital recovering. Following the apparent suicide attempt, he talked in interviews
about the pressure he had been under and admitted to suffering from bouts of manic-
depression. The album includes a song entitled "7 Minutes in Heaven (Ativan
Halen)"about his near-death experience.

Following his recovery and the success of 2005, Wentz stepped into the media
spotlight and became the face of the emerging pop-punk scene that was sweeping
America and Europe. He gave interviews and began to appear on the covers of maga-
zines with his trademark look of tight jeans, hoodie, and eyeliner. In early 2006 naked
photos of Wentz were leaked onto the LiveJournal internet community causing a
scandal. More recently paparazzi cameras have been focusing on Wentz and his
sweetheart Ashlee Simpson - the celebrity couple are now a popular news item.

Away from the hype, Wentz likes to write. He has already written one book
based on his childhood nightmares and insomnia entitled "The Boy with the Thorn in
His Side" and is currently co-writing another book with friend William Beckett from
The Academy Is...

Wentz also owns several businesses including Clandestine Industries - a cloth-
ing company, Decaydance Records - which has signed up-and-coming bands like
Panic! At the Disco, Bartskull Films - a film production company, and Angels &
Kings - a New York bar/club opened last summer with members of The Academy

is... and Gym Class Heroes.

YupaxkHeHus
Bri0epuTe npaBUIbHBIA BAPUAHT:
1) Pete was born in a suburb of Chicago called...
a) Green Oaks
b) Wilmette
c) Lakeside
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2) As akid Pete loved the British group...
a) The Rolling Stones
b) The Who
¢) The Smiths
3) When he was still at school, Pete was an all-state...
a) American football player
b) English football (soccer) player
c) basketball player
4)To teach Pete some discipline, his parents sent him to...
a) fight in the American army
b) West Point Military School
¢) a tough army-style boot camp
5) Pete Wentz and Joe Trohmand formed Fall Out Boy...
a) in 1999
b) in 2001
c) while they were still studying at high school
6) On the mainstream hit album "From Under the Cork Tree", Pete...
a) wrote the lyrics to all the tracks
b) designed all the artwork for the album cover and booklet

¢) played solo guitar and keyboard

1. CoenunuTe cJI0Ba ¢ UX NMEPEBOOM

suburb OOIIIHOCTH, COOOIIECTBO

to adore HaOMpaTh, HAHUMATh Ha PaboOTy
to involve cTpaaaTh

to recruit BITOCIICZICTBHH, MTO3HEE, TOTOM
subsequently 000KaTh, MOYUTATH

pressure OKpawHa, MPUTOPO]I

to suffer BOBJICKATh, BTITUBATH
community JIaBJICHUE

23



2. BoccTraHoBHTE MOPSA0K CJI0B

a) fourteen / took / bass / Pete / up / he / when / the / was.

b) high / from / played / Pete / school / truant / often.

c) Political Science / out / but / dropped / at / in / then / university / Pete /
majored.

d) hospital / Wentz / and / an / overdose / spent / week / in / a / subsequently /
took.

e) face / became / he / of / the / the / emerging / genre / new / pop-punk.

f) Ashlee Simpson / are / in / always / Pete / the / spotlight / media / girlfriend /

and.

3. IlepeBeauTe HA AHTJIMICKUN A3BIK:

a) B nerctse Ilut nro6un aBe Bemu — My3bIKy U (GyTOOJI.

b) [Iut urpaer Ha MMAaHUHO C PAaHHETO BO3pacTa.

c) B crporoii armocdepe ydedbHoro jarepsi IIuT Hayuusics CKpbIBaTb CBOM
HMOLIUH.

d) B xoniie 90-x royoB [1uT urpan B HECKOJIBKUX TPyINIIaX OJHOBPEMEHHO.

e) [Iut mpu3HaeT, 4TO OH MEPUOANYECKHU CTPATAET OT JEIPECCHH.

f) [lut Hanucan KHUTY, KOTOpasi OCHOBaHA HAa €ro JETCKUX KoIMapax.

2.3. [lepeyeHb BONPOCOB K IK3aMEHY
1. Munu-nipe3enTanys (2 MUH.) Ha aHTTIMICKOM s13bIke 110 Teme Music in antiquity
2. Munu-npe3enTanus (2 MUH.) Ha aHTJIMMCKOM si3bike 110 TeMe Late medieval
music
3. Munu-npe3enranus (2 MuH.) Ha aHHiicKoM si3bike 110 TeMe Classical music
4. Munu-nipezeHtanus (2 MUH.) Ha aHTIMACKOM si3bike 110 Teme World popu-
lar music

5. Munu-npe3eHTanus (2 MUH.) Ha aHIJIMKACKOM SI3bIKE IO TeMe American music
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6. Munu-npe3enrtanus (2 MUH.) Ha aHTIIMCKOM si3bike 110 Teme History of jazz
7. Munu-nipe3enranus (2 MUH.) Ha aHTJIMCKOM s3bIKe 110 TeMe Jazz fusion

8. MuHnu-npe3eHTanus (2 MUH.) Ha aHTIUHCKOM si3bike o Teme Folk music

9. Munu-npe3enranus (2 MUH.) Ha aHTJIMICKOM sA3bIKe 110 TeMe Rap music

10. Munu-npe3enTanus (2 MUH.) Ha aHTJIMUCKOM si3bike 110 Teme Musical di-

versity

2.4. O0pa3en KAPTOYKH K IK3aMEHY

1. Translate the text Nel in writing:
World Popular Music

The recent discovery of non-Western styles by superstar musicians such as
David Byrne, Peter Gabriel, and Paul Simon might leave the impression that urban-
centered, mass-reproduced popular music outside of Western culture is a new phe-
nomenon. In fact, the recording industry was active in Asia and Latin America before
the 20th century, and local popular styles were commercially recorded in Africa by
the 1920s. One of the major developments in world popular music in the late 1980s
and early 1990s has been the emergence of worldbeat, or ethnobeat, a broad category
that includes such diverse musical styles as Yemenite Israeli dance music, Caribbean
and African popular dance styles, Bulgarian women's choral music, and Japanese
salsa bands. Although the influence of American popular music, supported by the
multibillion dollar transnational music industry, has in some cases contributed to the
decline of traditional musics, there is also a rich history of “cross-fertilization” be-
tween popular styles. In the late 19th century the Cuban habanera influenced the de-
velopment of American ragtime; the Argentine tango gained worldwide popularity
during the 1910s, initiating a craze for Latin ballroom dancing in Paris, London, and
New York City; recordings of Hawaiian guitar music, country-and-western music,
and ballroom dance orchestras arrived in the port towns of Africa by the 1920s; and
the Cuban rumba became popular around the world in the 1930s. In many cases the

inclusion of imported elements in American popular music has been linked with
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stereotypes of the exotic. For example, many ballroom dance orchestras in the 1920s
performed “Oriental foxtrots,” arrangements that owed more to Latin American mu-
sic than to Asian music.

One of the most popular forms of music internationally is Indian film music,
which is produced in studios in New Delhi and Mumbai (formerly Bombay) and is
popular in the Middle East and Africa as well as in Asia. The late Egyptian singer
Umm Kulthum, whose recording career began in the 1920s, is still popular through-
out the Arabic-speaking world. African popular music includes a number of distinc-
tive regional styles, including the juju music of Nigerian bandleader King Sunny
Ade; central African soukous, a blend of indigenous songs and dance rhythms with
Afro-Cuban music; and South African isicathamiya, the Zulu choral singing style
performed by Ladysmith Black Mombazo. The rich variety of popular music found
throughout the world continually provides the global music industry with new music
trends.

2. Speak on the topic Nel

3. Speak on the topic: Musical diversity

2.5. O0pa3upbl TEKCTOB K IK3aMeHy

Text 1.Translate the text in writing:

In the 1930s and '40s a number of Europe's leading composers fled from fascist
oppression to the United States. Under their influence, international modernism su-
perseded Americanist tendencies in the late 1940s and '50s. The most influential im-
migrant was the Austrian-born Arnold Schoenberg, whose twelve-tone system tri-
umphed as the major way of organizing new music. Schoenberg's approach was
adopted by many Americans, including Wallingford Riegger, Roger Sessions, Cop-
land, and David Diamond. It was expanded theoretically and artistically by Elliott
Carter and Milton Babbitt, who developed it into systematic serialism that extended
beyond a twelve-tone series of pitches and encompassed other musical elements.

One of the crucial developments of the 1950s was the new medium of electron-

ic music, pioneered by Varese, which allowed composers to achieve unprecedented
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control over a musical work. The Columbia-Princeton electronic music studio, estab-
lished in 1952, became a center for such composers as Babbitt, Charles Wuorinen,
and Otto Luening.

One of the shaping forces of experimental music was John Cage, in whose
aleatoric compositions chance helps determine the outcome of a particular perfor-
mance. Cage's openness to various aesthetic trends foreshadowed the eclecticism of
style from the 1960s on. Most characteristic of these decades was a willingness to uti-
lize all kinds of sound—electronic, acoustic, or environmental—as potential musical
material. George Crumb's song cycle Ancient Voices of Children (1970), for example,
uses a toy piano, a Tibetan prayer stone, and electronically manipulated voices. Other
significant eclectic composers are Norman Dello Joio; David Del Tredici, noted for
his Scenes and Arias from Alice in Wonderland (1969 ft.); John Corigliano; and Ellen
Taaffe Zwilich. Zwilich, the first woman to win a Pulitzer Prize for music—for her
Symphony No. 1: Three Movements for Orchestra (1982)—blends 19th-century har-
monic and tonal elements with various features of avant-garde 20th-century classical
music.

In the mid-1980s some critics advanced the theory that since about 1968 there
had been a swing away from the cool rationality of modern music to more tonal,
more immediately accessible forms. The concept of a “new romanticism” was much
debated, however. Evidence of the new trend was claimed to exist in such orchestral
compositions as Imago Mundi (1973) by George Rochberg, generally a serialist; Ba-
roque Variations (1967) by Lukas Foss; and Windows (1972) by Jacob Druckman, a
professor of electronic music. Del Tredici's eighth Alice piece, “All in the Golden Af-
ternoon” (1983), and the Chromatic Fantasy (1979) for narrator and six instruments
by Barbara Kolb were also cited as examples.

In popular music the postwar period was equally dynamic and expansive. In the
1940s the lyrical-theatrical tradition of the musical was strengthened through the
work of Richard Rodgers and Oscar Hammerstein II. The standard was maintained

with eloquence and energy in West Side Story (1957) by Leonard Bernstein, an ac-
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claimed conductor and composer of classical music. In the 1970s and '80s the music
of Stephen Sondheim contributed an urbane sophistication to the form.

The influence of the musical was drastically undercut, however, by the rock-
and-roll revolution of the 1950s. The popular “standard” song disappeared, replaced
by rhythm and blues and its offspring, rock and roll. Like ragtime, rock music testi-
fied to the vitality of African American music. Despite the hegemony of rock in the
1960s, other new styles of popular music surfaced. The folk-music revival, spread by
professional urban folksingers such as Pete Seeger, Joan Baez, and Bob Dylan,
brought rural blues and ballads to national attention. Country music achieved a na-
tional market in the 1970s

With the profusion of popular styles and the eclecticism of classical and jazz
composers, the boundaries separating these three types of music were often blurred.
The modal explorations of John Coltrane and the “free” improvisations of Ornette
Coleman bring the classical concerns of atonality and nonstandard scales into the
realm of jazz. Classical and popular elements overlap in the minimalist music of Ste-
ve Reich and Philip Glass, composer of the opera Einstein on the Beach (1976). To-
nally stable melodic patterns are manipulated by repetitions and subtle rhythmic
shifts. Favored tone colors are those of percussion instruments of all kinds. The medi-
tative effect praised by some critics of this music has given rise to the label “trance
music” and indeed evokes the music of the Far East and Indonesia. The strength of
American music continues to be its openness to new influences and the variety of its

ethnic and national styles, which interact and alter one another in ever-new syntheses.

Text 2. Translate the text in writing:

Performed by members of the folk community who are not highly trained mu-
sical specialists, folk music is often thought to be closely associated with such life ac-
tivities as ritual, work, and child-rearing. Folk music is said to be the music of largely
rural, untutored masses in societies where an educated, economic, political, as well as
musical, elite also exists, the music of the latter, by contrast, is called “classical” or

“art music.”
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When a folk song is passed from singer to singer, it tends to undergo change
arising from creative impulses, faulty memory, the aesthetic values of those who
learn and teach it, and the influence of the styles of other musics known to the sing-
ers. A folk song thus develops variants, gradually changing—perhaps beyond recog-
nition—and existing in many forms. Since many people participate in determining
the shape of a song, this process is called communal re-creation. Folk music is nor-
mally affected by the art music of nearby cultural centers (for example, cities, courts,
monasteries), and it frequently functions as a kind of cultural backwater that retains
characteristics of older art music for long periods. Folk music may also be defined as
the music with which an ethnic community most closely identifies itself. It is music
that generally flourishes outside institutions such as school and church.

Although this picture of folk music is basically correct, particularly for the rural
cultures of Western Europe before the 20th century, a good many exceptions to this
model must be noted. The boundaries between folk and other kinds of music are not
clear. Songs from the realm of classical music are sometimes adopted by the folk
community. Popular music, developed in urban cultures and transmitted through the
mass media, bears some of the characteristics of folk music. Folk cultures sometimes
develop musical specialists, particularly instrumentalists and singers of lengthy epics.
The words of folk songs may be passed on through written or printed tradition, even
if the music is oral. Folk music is actually not more “functional” than other music;
much of it is used simply for entertainment.

Although something like folk music exists in many cultures that also possess a
learned musical tradition, for example, India, China, and the Middle East, its role in
society and among other kinds of music varies. Thus, in India, a sharper line is drawn
than in the West between classical and folk music. In the Middle East, a musician is
likely to participate in both folk and classical genres. In Iran, folk music is called “re-
gional music,” and it is performed by musicians who are actually more specialized
than those of the classical tradition. The term folk music is not accurately used to de-
scribe the music of cultures that have no musical stratification, that is, no classical

music as a contrast. In general, folk music is known by the way it is taught and
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learned, by its relative simplicity, and by its association with an ethnic or national

group.

Text 3. Translate the text in writing:

The style traits described above characterize regions and countries. The folk
tunes themselves, while developing variants, usually also remain in their homelands.
Occasionally, however, they pass from one country to another, their style changing in
the process. A song may be sung solo in one country, and its variant may be choral in
another. It may be pentatonic in one and use the major scale in another. Indeed, very
similar tunes are found in nations as far apart as Spain and Hungary, but in each
country the tune reflects the local style. This may be the result of the diffusion of
tunes, or of the existence of a standardized way of composing that is bound to pro-
duce similar tunes sometimes. The relationship of similar tunes in far-apart communi-
ties cannot be traced.

Nevertheless, among the thousands of folk tunes known in one country, it is
possible to identify those that appear to be related. They all seem to have come from
a single parent tune through the process of oral tradition and communal recreation. A
group of such related tunes is called a tune family. Although many folk tunes are
surely centuries old, the versions now known come from records or printed collec-
tions rarely more than a hundred years old. Comparisons of these variants can reveal
how a tune family may have developed. Tunes may be shortened; for example, when
the four-line “Pretty Mohea” of Anglo-American tradition became “On Top of Old
Smoky,” it seems to have lost its first two lines. A shortened version may then have
new lines added. In the interior of a musical line, the second of two contrasting bits of
melody may be forgotten and replaced by a repetition of the first. The number of tune
families in a given folk music repertory seems to vary greatly. Hungarian folk music
seems to have hundreds. The American scholar Samuel Bayard stated in 1950 that
Anglo-American folk music is dominated by some 40 or 50 families, of which 7 ac-

count for the vast majority. In Iran, each genre of text, such as songs about heroic

30



warlords, or songs about the martyrdom of Muslim holy men, seems to be associated
with one type of melody; thus, the total number of families is very small.

A set of words such as a ballad, with its characteristic story, may be sung con-
sistently with one tune and its variants. Typically, however, it will sometimes also be
sung to tunes from several families, and the various members of a tune family will be
sung to a variety of texts. Because these texts, such as ballad stories, diffuse, they are
held in common by a number of countries in Europe and the Americas; the same is
true of members of a tune family. The two do not, however, usually move together.
The ballad “Lady Isabel and the Elf-Knight,” common in English folk music, is found
all over Europe, but in each country it is sung to a distinct group of tunes.

The large number of tunes in a typical folk music repertory is the basis for var-
ious systems of tune classification. Because oral tradition is so unpredictable, what
remains constant when a tune is changed differs markedly from culture to culture. For
these and other reasons, no satisfactory way has yet been developed to classify all the
tunes that are generically related members of one family. In English folk song, for
example, contour (the general outline of melodic movement) remains constant,
whereas in Hungarian folk music, the consistent elements are the rhythm and the con-
figuration of final notes of the several (usually four) phrases.

The style traits described above characterize regions and countries. The folk
tunes themselves, while developing variants, usually also remain in their homelands.
Occasionally, however, they pass from one country to another, their style changing in
the process. A song may be sung solo in one country, and its variant may be choral in
another. It may be pentatonic in one and use the major scale in another. Indeed, very
similar tunes are found in nations as far apart as Spain and Hungary, but in each
country the tune reflects the local style. This may be the result of the diffusion of
tunes, or of the existence of a standardized way of composing that is bound to pro-
duce similar tunes sometimes. The relationship of similar tunes in far-apart communi-
ties cannot be traced.

Nevertheless, among the thousands of folk tunes known in one country, it is

possible to identify those that appear to be related. They all seem to have come from

31



a single parent tune through the process of oral tradition and communal recreation. A
group of such related tunes is called a tune family. Although many folk tunes are
surely centuries old, the versions now known come from records or printed collec-
tions rarely more than a hundred years old. Comparisons of these variants can reveal
how a tune family may have developed. Tunes may be shortened; for example, when
the four-line “Pretty Mohea” of Anglo-American tradition became “On Top of Old
Smoky,” it seems to have lost its first two lines. A shortened version may then have
new lines added. In the interior of a musical line, the second of two contrasting bits of
melody may be forgotten and replaced by a repetition of the first. The number of tune
families in a given folk music repertory seems to vary greatly. Hungarian folk music
seems to have hundreds. The American scholar Samuel Bayard stated in 1950 that
Anglo-American folk music is dominated by some 40 or 50 families, of which 7 ac-
count for the vast majority. In Iran, each genre of text, such as songs about heroic
warlords, or songs about the martyrdom of Muslim holy men, seems to be associated
with one type of melody; thus, the total number of families is very small.

A set of words such as a ballad, with its characteristic story, may be sung con-
sistently with one tune and its variants. Typically, however, it will sometimes also be
sung to tunes from several families, and the various members of a tune family will be
sung to a variety of texts. Because these texts, such as ballad stories, diffuse, they are
held in common by a number of countries in Europe and the Americas; the same is
true of members of a tune family. The two do not, however, usually move together.
The ballad “Lady Isabel and the Elf-Knight,” common in English folk music, is found
all over Europe, but in each country it is sung to a distinct group of tunes.

The large number of tunes in a typical folk music repertory is the basis for var-
ious systems of tune classification. Because oral tradition is so unpredictable, what
remains constant when a tune is changed differs markedly from culture to culture. For
these and other reasons, no satisfactory way has yet been developed to classify all the
tunes that are generically related members of one family. In English folk song, for

example, contour (the general outline of melodic movement) remains constant,
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whereas in Hungarian folk music, the consistent elements are the rhythm and the con-
figuration of final notes of the several (usually four) phrases.

The style traits described above characterize regions and countries. The folk
tunes themselves, while developing variants, usually also remain in their homelands.
Occasionally, however, they pass from one country to another, their style changing in
the process. A song may be sung solo in one country, and its variant may be choral in
another. It may be pentatonic in one and use the major scale in another. Indeed, very
similar tunes are found in nations as far apart as Spain and Hungary, but in each
country the tune reflects the local style. This may be the result of the diffusion of
tunes, or of the existence of a standardized way of composing that is bound to pro-
duce similar tunes sometimes. The relationship of similar tunes in far-apart communi-
ties cannot be traced.

Nevertheless, among the thousands of folk tunes known in one country, it is
possible to identify those that appear to be related. They all seem to have come from
a single parent tune through the process of oral tradition and communal recreation. A
group of such related tunes is called a tune family. Although many folk tunes are
surely centuries old, the versions now known come from records or printed collec-
tions rarely more than a hundred years old. Comparisons of these variants can reveal
how a tune family may have developed. Tunes may be shortened; for example, when
the four-line “Pretty Mohea” of Anglo-American tradition became “On Top of Old
Smoky,” it seems to have lost its first two lines. A shortened version may then have
new lines added. In the interior of a musical line, the second of two contrasting bits of
melody may be forgotten and replaced by a repetition of the first. The number of tune
families in a given folk music repertory seems to vary greatly. Hungarian folk music
seems to have hundreds. The American scholar Samuel Bayard stated in 1950 that
Anglo-American folk music is dominated by some 40 or 50 families, of which 7 ac-
count for the vast majority. In Iran, each genre of text, such as songs about heroic
warlords, or songs about the martyrdom of Muslim holy men, seems to be associated

with one type of melody; thus, the total number of families is very small.
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A set of words such as a ballad, with its characteristic story, may be sung con-
sistently with one tune and its variants. Typically, however, it will sometimes also be
sung to tunes from several families, and the various members of a tune family will be
sung to a variety of texts. Because these texts, such as ballad stories, diffuse, they are
held in common by a number of countries in Europe and the Americas; the same is
true of members of a tune family. The two do not, however, usually move together.
The ballad “Lady Isabel and the ElIf-Knight,” common in English folk music, is found
all over Europe, but in each country it is sung to a distinct group of tunes.

The large number of tunes in a typical folk music repertory is the basis for var-
ious systems of tune classification. Because oral tradition is so unpredictable, what
remains constant when a tune is changed differs markedly from culture to culture. For
these and other reasons, no satisfactory way has yet been developed to classify all the
tunes that are generically related members of one family. In English folk song, for
example, contour (the general outline of melodic movement) remains constant,
whereas in Hungarian folk music, the consistent elements are the rhythm and the con-

figuration of final notes of the several (usually four) phrases.

Text 4. Translate the text in writing:

The style, usually also remain in their homelands. Occasionally, however, they
pass from one country to another, their style changing in the process. A song may be
sung solo in one country, and its variant may be choral in another. It may be penta-
tonic in one and use the major scale in another. Indeed, very similar tunes are found
in nations as far apart as Spain and Hungary, but in each country the tune reflects the
local style. This may be the result of the diffusion of tunes, or of the existence of a
standardized way of composing that is bound to produce similar tunes sometimes.
The relationship of similar tunes in far-apart communities cannot be traced.

Nevertheless, among the thousands of folk tunes known in one country, it is
possible to identify those that appear to be related. They all seem to have come traits
described above characterize regions and countries. The folk tunes themselves, while

developing variants from a single parent tune through the process of oral tradition and
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communal recreation. A group of such related tunes is called a tune family. Although
many folk tunes are surely centuries old, the versions now known come from records
or printed collections rarely more than a hundred years old. Comparisons of these
variants can reveal how a tune family may have developed. Tunes may be shortened;
for example, when the four-line “Pretty Mohea” of Anglo-American tradition became
“On Top of Old Smoky,” it seems to have lost its first two lines. A shortened version
may then have new lines added. In the interior of a musical line, the second of two
contrasting bits of melody may be forgotten and replaced by a repetition of the first.
The number of tune families in a given folk music repertory seems to vary greatly.
Hungarian folk music seems to have hundreds. The American scholar Samuel Bayard
stated in 1950 that Anglo-American folk music is dominated by some 40 or 50 fami-
lies, of which 7 account for the vast majority. In Iran, each genre of text, such as
songs about heroic warlords, or songs about the martyrdom of Muslim holy men,
seems to be associated with one type of melody; thus, the total number of families is
very small.

A set of words such as a ballad, with its characteristic story, may be sung con-
sistently with one tune and its variants. Typically, however, it will sometimes also be
sung to tunes from several families, and the various members of a tune family will be
sung to a variety of texts. Because these texts, such as ballad stories, diffuse, they are
held in common by a number of countries in Europe and the Americas; the same is
true of members of a tune family. The two do not, however, usually move together.
The ballad “Lady Isabel and the Elf-Knight,” common in English folk music, is found
all over Europe, but in each country it is sung to a distinct group of tunes.

The large number of tunes in a typical folk music repertory is the basis for var-
ious systems of tune classification. Because oral tradition is so unpredictable, what
remains constant when a tune is changed differs markedly from culture to culture. For
these and other reasons, no satisfactory way has yet been developed to classify all the
tunes that are generically related members of one family. In English folk song, for

example, contour (the general outline of melodic movement) remains constant,
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whereas in Hungarian folk music, the consistent elements are the rhythm and the con-

figuration of final notes of the several (usually four) phrases.

Text 5. Translate the text in writing:

To exist in a few isolated valleys and village cultures. Most folk cultures, how-
ever, have changed greatly in the last hundred years. Printing and the mass media
have given them access to urban culture. Members of folk communities have moved
to cities and continued their traditions in changed form. Urban music has, likewise,
been affected by folk music. Thus, many phenomena once on the border of The pic-
ture presented thus far applies to folk music as it has existed in the past centuries and
continues folk music have taken on greater importance. Some examples: European
ethnic groups now living in American cities keep to exist in a few isolated valleys
and village cultures. Most folk cultures, however, have changed greatly in the last
hundred years. Printing and the mass media have given them access to urban culture.
Members of folk communities have moved to cities and continued their traditions in
changed form. Urban music has, likewise, been affected by folk music. Thus, many
phenomena once on the border of The picture presented thus far applies to folk music
as it has existed in the past centuries and continues folk music have taken on greater
importance. Some examples: European ethnic groups now living in American cities
keep up their traditions at festivals and parties to preserve their ethnic integrity (not
the original functions of the songs). Dissenting political and social movements of the
left and the right have made a practice of writing and performing songs in folk style
with words supporting their causes. American folksingers of rural origin, such as the
Carter family in the 1930s, or with academic backgrounds, such as Pete Seeger, have
become major urban entertainers. This is true in Europe, Asia, and Africa as well.
Popular music makes use of folk styles, and mixed styles such as country-and-
western music, folk-rock, soul, and gospel music have emerged. In Eastern Europe,
talented rural folksingers have been given formal musical training in conservatories.

The typical folk community has been exposed to many kinds of musical influ-

ences. In the former republics of the USSR, instruments once played solo were orga-
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nized into orchestras that entertained in large cities. Contests, folk festivals, and tourism
have all made inroads into the relative isolation of the folk community and its music.
The character of folk music has changed greatly since World War 11, and the lines sepa-
rating it from other kinds of music have become blurred. Nevertheless, folk music as a
worldwide phenomenon, although changing, shows no sign of disappearing.

Their traditions at festivals and parties to preserve their ethnic integrity (not the
original functions of the songs). Dissenting political and social movements of the left
and the right have made a practice of writing and performing songs in folk style with
words supporting their causes. American folksingers of rural origin, such as the
Carter family in the 1930s, or with academic backgrounds, such as Pete Seeger, have
become major urban entertainers. This is true in Europe, Asia, and Africa as well.
Popular music makes use of folk styles, and mixed styles such as country-and-
western music, folk-rock, soul, and gospel music have emerged. In Eastern Europe,
talented rural folksingers have been given formal musical training in conservatories.

The typical folk community has been exposed to many kinds of musical influ-
ences. In the former republics of the USSR, instruments once played solo were orga-
nized into orchestras that entertained in large cities. Contests, folk festivals, and tourism
have all made inroads into the relative isolation of the folk community and its music.
The character of folk music has changed greatly since World War I, and the lines sepa-
rating it from other kinds of music have become blurred. Nevertheless, folk music as a

worldwide phenomenon, although changing, shows no sign of disappearing.

2.6. MeToanyeckue peKOMEeHIalMU 110 OPraHU3ALUU

CAMOCTOSITEJIbHOMN PadoThI
[Tpu opranu3anuu caMOCTOATEIHHON PabOThl HEOOXOIUMO YUUTHIBATH HHTEPE-
Chl U MOTpeOHOCTH oOydyaromuxcs (06sacth NMpodecCUOHAIBHOM W HAy4yHOU jes-
TEJIBHOCTH, YYaCTHE B MEKYHAPOIHBIX HAYYHBIX KOH(EPCHIMSIX U CEMUHApPAx, KOH-

TPaKTHI C 3apyOCKHBIMU CIICIUATTUCTAMU U T.1I.).

37



[Ipy n3ydyeHnn TUCHUILIMHBI UCHOJIB3YIOTCSA CIEIYIOIIME BUIbI CAMOCTOSTEIb-
HOM paboTHI:

— MOATOTOBKA JOKJIAJ0B, COOOIIEHUN U pedepaToB Mo NMPONHIEHHBIM TEMaM;

— MOATOTOBKA K IIPOBEACHUIO POJIEBBIX WIIM AEJIOBBIX UID;

— IIOJArOTOBKA K BBIITOJIHEHUIO JICKCUKO-IPAMMATUYECKUX TECTOB;

— MOArOTOBKA K BBICTYIUIEHUIO HA UHOCTPAHHOM SI3bIKE Ha HAYYHO- MPAKTUYE-
CKHUX KOH(DEPEHIUSX;

— paboTa ¢ OpUrMHAIBLHBIMU HEaIaITUPOBAHHBIMU CIIEHUAIBHBIMU U3/ITAHUSIMU;

— paboTa ¢ IBYSI3bIYHBIMU U OJIHOS3LIYHBIMU CJIOBAPSIMU;

— pa60Ta C I/IHTepHeT-I/ICTO‘IHI/IKaMI/I; KOMITBIOTCPHOC TCCTUPOBAHUC.

2.7. IlpuMepHbIe 3aJaHUS AJ5 CAMOCTOSITEIbHON padoThI

Tema 1. Folk music. Temaruueckuit koHTposb: Kpyrisiid croin: [Ipesentamms
pedeparos: «History of folk musicty. Munu-kondgepenuus: « An interview with a
famous folk singer». PepepupoBanue texcros Jluteparypa: 1. Jloxmansr mo teme. 2.
AyTeHTHu4HbIE TPO(PEeCCHOHATEHO-OPUEHTUPOBAHHHBIEC TEKCTHI.

Tema 2. World popular music. Temaruueckuii KoHTpoib: Kpyribiii cTou:
Types of instruments and their purposes. PedepupoBanue texcroB Jlureparypa: 1.
Jloknanel o TeMe. 2. AyTeHTUYHbIEe TPOPECCUOHATIbEHO-OPUEHTUPOBAHHHBIE TEKCTHI.

Tema 3. Jazz music. Temaruyeckuit KOHTposb: MuHHU-KOH(EpEHIHS:
«Outstanding figures in jazz and their achievements». PedepupoBanue Ttekcra mo
cneunuanbHocTu. Jluteparypa: 1. Hokmanel mo teme. 2. AyTEHTUUYHbIE MPOPECCHO-
HATHbHO-OPUEHTHPOBAHHHBIE TEKCTHI.

Tema 4. Big-band era Temaruueckuii KOHTposb: MuHu-koHbepeHus: «Styles
of big bands». [loknaasl mo teme. PedeprupoBanue TekcTa MO CHEHUATBHOCTH.

Tema 5. Musical diversity. Tematnueckuii koHTposib: Kpyrmeiii cton: «Styles
of world popular music». Jlutepatypa: 1. JJoknansl o Teme. PepepupoBanue Tekcra

10 CIICOouaJIbHOCTH.

38



2.8. Kpurepuu o1ieHOK BUI0B pe4eBOM 1eATEJIbHOCTH
KpuTtepumn onieHKku penenTUBHbIX BHI0B pevyeBoOil 1eATeJIbHOCTH
[lonumanue OCHOBHOTO cojiep>KaHusi TeKCTOB. IlosiHOTa moHMMaHus: * mpa-
BUJILHOCTh OTIPEJICIICHUSI TEMbI, OCHOBHBIX JCHCTBYIONIUX JIHI, (AKTOB, COOBITUN H
WX TOCJIEI0BATEILHOCTH; * YCTAHOBICHUE JIOTUYECKON/XPOHOIOTHYECKON CBSI3M Me-
KAy (pakTaMu/cOOBITUSAMH; * Pa3IMUYeHHE OCHOBHOM M BTOPOCTENEHHOM HH()OpMma-
IIUH; * OIEHKA HOBW3HBI/3HAYMMOCTH M3JI0KEHHBIX B TeKCTe (pakToB. TOYHOCTH TIO-
HUMaHUS: * TMPaBUILHOCTh MMOHUMAHUS JIGKCHUYECKUX U TPAMMaTHYECKUX CPEJICTB B
JTAHHOM KOHTEKCTE; * pa3inueHue (pakTuuecko u orneHouHoU uHpopmanuu. ['myOu-
HA TOHUMAHUS: * TOHUMAHHUE UJICH TEKCTa, OTHOIIICHUS aBTOPa K COOBITUSM U JCHUCT-
BYIOILIIUM JIMIIAM; * OIICHKA M3JI0)KEHHBIX B TEKCTE (PaKTOB, COOBITUH, CAMOCTOSTENb-
HBI BBIBOJ.

KpuTtepun oneHKku NpoayKTUBHBIX BU/IOB pe4eBoii 1eATeJJbHOCTH

Huanoruueckass pedyb * CTENEHb pealu3allid KOMMYHHUKAaTUBHOM 3a/layu;
* YMEHHE WHUIIMAPOBATH U MOJJICPKUBATH OeCeny MO MPEAJIOKEHHOW CUTyaIuu/ Te-
Mme/mipo0iieme; ¢ ObICTPOTa PEaKIMU; * YMEHUE BbIpakaTh CBOE OTHOLIECHHUE/MHEHMUE;
* BBIOOp SI3BIKOBBIX M PEUYEBBIX CPEICTB B COOTBETCTBHUU C CUTYAIMEH/TEMOM/ Tpo-
OsieMol oOIIeHus; * pa3HOOOpa3ne UCIOJIb3yEeMbIX SI3BIKOBBIX U PEUYEBBIX CPENICTB (B
npenensax MPOJYyKTUBHOIO SI3bIKOBOTO MHUHHUMYMA, OIPEAENIIeMOro IPOrpamMmoi);
* ICTIOJB30BAHUE PEYEBBIX KIUIIE Uit OQOPMIICHHUS PEIUIHK; * JIEKCHKO-
rpaMMarrdeckas 1 (POHETHYECKask MPABIWIBHOCTh PEUH; * UCIIOJIH30BAHNE KOMIICHCA-
TOPHBIX YMEHHUH B CTydae 3aTPyAHCHHUI B OOIIICHUH; ® KOJIMYECTBO PEILUIUK.

MoHnosorndueckasi pedb ® CTENEHb peanu3allid KOMMYHHKATHBHOW 3a1auu;
* JIOTUYHOCTh M MOCIEA0BATEIIbHOCTh BBHICKA3bIBAHUS; * 3aBEPIIEHHOCTh BbICKA3bIBa-
HUS;, * YMEHHE BBIpQKaTh CBOE OTHOIICHHE/MHEHHUE; * WCIIOJIb30BAHUE aJICKBATHBIX
CBSBYIOIIMX DJIEMEHTOB; * BBHIOOP SI3BIKOBBIX M PEUYEBBIX CPEJCTB B COOTBETCTBUU C
cuTyanuen/Temoit/ mpo0aeMoi oOIeHHs; * pa3HOOOpa3re UCTIOb3yEMBbIX S3bIKOBBIX
U PEUEBBIX CPEACTB (B Tpejaesiax MPOIyKTUBHOTO SI3BIKOBOTO MHHHMYMa, OIpEe-

JSIEMOTO TIPOTPAMMOI); * JEKCUKO-TpaMMaTrieckasi u (OHETHIECKasi MPaBUILHOCTD
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pedu; * UCTOJIb30BaHUE KOMIICHCATOPHBIX YMEHUU B CiIydae 3aTpyIJHEHHI B 0OIe-
HUM; * OETIIOCTh Peun; ®* 00bEM BbICKA3bIBAHUS.

Kpurepuu oueHKM NMCbMEHHOU peYn

* COOTBETCTBHE IMCBMEHHOI'O BBICKA3bIBAHMS KOMMYHMKATMBHOM 3aaade;
* JIOTUYHOCTb, IIOCIEAOBATEIBHOCTh U CBA3HOCTh IIMCBMEHHOI'O BBICKA3bIBaHUS,
* BBIOOp S3BIKOBBIX M PEYEBBIX CPEACTB B COOTBETCTBUM C PEIIA€MON KOMMYHUKA-
TUBHOW 3ajjaueil; * pa3HOOOpa3ue MCIHOJIB3YEMBIX S3BIKOBBIX M PEUYEBBIX CPENICTB (B
npenenax MPOJYyKTUBHOIO SI3IKOBOTO MHUHHMYMa, OIPEAENIIeMOro IPOrpamMMoi);
* IGKCUKO-TpaMMaTHueckas u opdorpaduueckas MpaBUILHOCTh MHUCHMEHHOTO BBI-

CKa3bIBaHU:I, °® 00BbEM MHCHMEHHOT'O BHICKA3LIBAHUS.
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3. BCTIOMOTI'ATEJIbHBIH PA3JIEJI

3.1. IlepeyeHb OCHOBHOM JIMTEPATYPHI

1. benneukasi, M. E. IlpakTruka nuchMeHHOM aHTIMiicKoW peun = Practice of
written English : mocobue ans cryaentos By3oB / M. E. benaenkas; moa peaaxiueit
P. K. ®@acrosen. — u3a. 2-e. — Munck : Terpa Cucremc, 2011. — 160 c.

2. dpo3noB, M. B. AHrnuiickuii A3bIK B CpeACTBaX MacCOBOM MH(pOpMAaIUu:
yaeOHoe mocodue / M. B. JIpo3nos, U. H. Ky3emuu. — Munck : U3parensctBo I'peB-
1mona, 2011. — 256 c.

3. Mucyno, E. A. IlepeBon aHITIMKUCKOTO $3bIKa HA PYCCKHW: INPAKTUKYM:
yuebHoe nocodue / E. A. Mucyno, U. B. [llabneruna. — 2-¢ u3m., gomn. — MUHCK :
ABepcas, 2013. — 256 c.

4. COOpHUKH ayTEHTUYHBIX TEKCTOB MO CHEIUATBLHOCTSIM.

3.2. IlepeyeHb TOMOJHUTEIbHOM JUTEPATYPbI

1. Dooley, J] Grammarway 3 / J. Dooley, V. Evans. ExpressPublishing, 2011. —
250 c.

2. The World Encyclopedia (International). M. Volume 13. — USA: World
Book International. — 766 p.

3. ®dacrosern, P. B. Ilpaktuka anrimiickoit peun = English Speech Practice: 1-it
Kypc : yueObHoe mocoOue sl CTyACHTOB crenuanbHocTh «CoBpeMEHHBIE HHOCTPaH-
HbIe S361kN» / P. B. @acroBen [u 1p.]. — Munck : Terpa Cuctemc, 2011. — 480 c.

4. ®acroger, P. B. Ilpaktuka anrnuiickoi peun = English Speech Practice: 2-i
Kypc : yueOHoe mocolue sl CTyACHTOB crennanbHocTh «CoBpeMEHHbBIE HHOCTPaH-
HbIe S361kN» / P. B. @acroBen. [u ap.]. — Munck : Terpa Cucremc, 2011. — 400 c.

5. XBemquens, JI. B. I'pammatuka anrnuiickoro sizpika / JI. B. XBemuens. —

Munck : U3gatensctBo ['peBuosa, 2013. — 480 c.
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KoMmnbroTepHble cpeacTtBa 00yueHHs:

Bux HarMeHOBaHUE IPOrPpaMMHOTI0 IPOIYKTa .
Kommbtorepnas  [«Reward InterN@tive» Macmillan Pub- DJIEKTPOHHBIN
nporpamMma lishers Limited y4eOHHUK
Komnbtorepnast [«English Platinum» TOO «Mynstumenua oOy4arormas
nporpamma TexHonorum» nporpaMma
Kommbtorepnas  |«IIpodeccop Xurrunc. Aurnuiickuii 0e3 ak- |00yyaroras
Iporpamma uentaly. HULL «Istrasoft» IporpaMmma
Kommetorepnas |EBC (English Business Contracts) TOO oOydaroras
nporpamma «Mennaxayc» nporpamMma
Kommnbtoteprnast |«LingoFox» , Hot Potatoes VHCTPYMEHTAJIbHAS
nporpamma nporpamma Jyis cos-

JAHUS YIIPOKHEHUHN U
TECTOBBIX 3aJJaHUI

WNutepuer-caiit  [www.wikipedia.org (aHMIUACKHM S3BIK) SHITUKJIOIICINAS
HNutepHer-caiit |www.britanica.org (aHTIHICKUI SI3bIK) SHIMKJIONE NS
bpuranvn

HNureprer-cant

www, englishclub.net (aHrnmiickuii s13bIK)

O6y‘13,I-OH_II/I€ TCCThI

Wurepner-cant

www.english-to-go.com (aHrHACKUI S3BIK)

UH(pOpPMAIMOHHBIN
CaT i
CaMOCTOSITEIBHOU
paboThI

HNurepHer-cant

www.globalenvision.ore (aHTIMHCKU SI3BIK)

UH(POPMALMOHHBIN
CalT Il
CaMOCTOSITEIbHOM
paboThI

WNurepuer-cant

www.Irs.ed.uiuc.edu/Impact/ (anrnuiickuii
SA3BIK)

UH(POPMAITMOHHBIN
cauT s
CaMOCTOSITENBHOU
paboThI

Kommsrorepnas
nporpamma

MynpTuMeaniiHas npe3eHTalus Kypca
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3.3. YueOHO-MeTOAuYECKAA KAPTA Y4eOHOM IUCHMILTHHbI

= KonngecTBo ayAUTOPHBIX YacOB
1 1
QO <
5 | = O X b2
= xR o 1 = © — T =
< o) < S < O w & N =
S 5 o 0 = o £ g = =
= ) 2 3 5 O = B R <
= Hassanue paszena, TeMbl = > = o = T 20X © =
< > 3 o, RN R s =9 o
& 2 |2 |g | 25| 2098 3 2
& = |s | |§ 5« | ZE23¢ s 3 g
5 st Q o = o o
2 S E o x| 8 & o E = 8 S B
= S X o = s 2 £ O q o o S
o > = % S R | \©O = 59 < TR ~ o o
T 9] o = o= < K S < 2 0O = ¥ S
= O FE| EE| AR E =7 E B o = 2
1 2 3 4 5 6 7 8 9 10
1 cemecTp
I. Moayib couMaJabHOr0 00IEeHUs
1.ConnajabHO-0BITOBOE 00IIEHHE
1.1 MynbsTUMeaNiTHAs PEe3eHTalus Kypca 2
[enw u 3amaum kypca. Temsl kypca. 3HaHHUS U HABBIKU. TpeOOBaHUs K
3HAHUAM CTYACHTOB. TeKyuii KOHTPOJib. O3HAKOMJIEHUE C TPYIIION
Y OIIPENIETICHUE YPOBHEN OATOTOBKH 10 NHOCTPAHHOMY SI3BIKY.
1.2 | JIuuHOCTHBIE XapaKTEPUCTUKHU CTyAeHTa. buorpapuueckue ceeeHus, 2 10 OcHn. YCTHBII
yBJI€UEHUs, XapakTep, xoo0u. Hanucanue pesrome. [2,3] orpoc
1.3 Cutyanuu OsiToBOro obmenus. Ilyremecrsue: asponopt, Bok3a, 2 Och. YCTHBII
TOCTHHHIIA, TAKCH. [3] onpoc
1.4 Cutyanuu OpiToBoro oomenus. [Tokynku. Marasussl. 2 Jorm. YCTHBII
[3] onpoc
1.5 Curyaru OpiToBOTO 001IeHus. HarmonanpHast KyxHsi. B pectopane. 2 Horm. YCTHBIN
[3.4] Onpoc
1.6 Curyaruu ObITOBOTO OOIIICHUs. Y Bpaya. 2 Jor. YCTHBIHI
[3] onpoc

2. CounokyJbTYpHOE 001IeHHe
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3.3

CHIA ITonutndeckoe yCTpOMCTBO U COUMAIBHO-MIOJUTHYECKUM MPO- 4 8 OcH. TeCT
bub. [3]
3.4 | O6G30pHOE 3aHsATHE. 2 Ocmh.
[3]
3.5 | Jlexcuxo-epammamuueckas paboma 2
Hroro 3a 2 cemectp 80 yacos 44 36 3avyer
3 cemecTp
I1. MoayJib mpogecCHOHAIBHOT0 00LICHUS
4. YuyeOoHO-nipodeccuoOHATBbHOE 00IIeHne
4.1 | Mos Oynymas mpodeccust 2 Och. YCTHBIN
[3] onpoc
4.2 | My3blka aHTUYHbBIX BpEMEH 4 OcH. YCTHBII
[1,4] onpoc
4.3 | My3bika Havana CpeTHUX BEKOB 4 Och. YCTHBIN
[2,4] onpoc
4.4 | My3bIka KOHIIa CPEAHUX BEKOB 4 OcH. YCTHBIN
[1,4] onpoc
4.5 | My3bIka 31I0XHM peHeccaHca 4 OcH. YCTHBIN
[1,4] onpoc
4.6 | My3bika 3m0xu 6apOKKO 4 OcH. YCTHBIN
[1,4] onpoc
4.7 | My3bIKa KJIaCCHYECKOTO NIEpHOJa 4 10 Ocmn. YCTHBIN
[2.,4] onpoc
4.8 | My3bIka pOMaHTHYECKOTO NIEPUOJIA 4 Ocn. YCTHBIN
[1,4] onpoc
4.9 | My3ssika XX Beka 4 20 Ocmn. YCTHBIN
[1,4] onpoc
4.10 | Jlexcuxo-epammamuueckas paboma 2
HTroro 3a 3 cemecTp 66 yacos 36 30
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4 cemecTtp

5. IIpousBoaCTBEHHOE 00IIEHNE

5.1 | [lonmynsapHas My3bIka 10 5 Och. YCTHBIN
[1,4] onpoc
5.2 | My3bika AMEpUKHI 4 Och. YCTHBIN
[1,4] onpoc
5.3 | ®onbKIOpHAs My3bIKa 4 Och. YCTHBIN
[2,4] onpoc
5.4 | Ixa3 4 5 OcH. YCTHBIN
[1,4] onpoc
5.5 | My3bIka B cTUjIE pan 4 OcH. YCTHBIN
[1,4] onpoc
5.6 | MHoroo0Opasue My3bIKaTbHBIX CTUIICH 6 16 OcH. YCTHBIN
[3.,4] onpoc
5.7 | Jlexcuxo-epammamuueckuii mecm 2
IoaroroBKa K 3K3aMeHY 36
Hroro 3a 4 cemecTp 96 yacos 34 62 IK3aMeH
150 158
Hroro: 308 uacos 300 300
26 282
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3.4. TpeOoBaHUSA K BBINOJHEHUIO

CAMOCTOSITEJIbHOM PA0OTHI CTY/ICHTOB

Ne | HasBanue paznena, | Koi-Bo 3ananue ®opma Bel- | Llens u 3a-
I/ | TEMBI 4acoB TOJIHCHUS nagya CPC
Ha CPC

1. | CounanbHo-0bITOBOE 10 XBeguens, JI. | logroroska u | ®opmuposa-
o0menue B. I'paMmmarrika | BBIIOJHCHHE | HHUE MHTEpeca
JInyHOCTHBIE XapaKTe- AHTTHICKOTO NpaKTH4e- K y4eOHo-
PUICTHKH CTYJICHTA. seika / JL B, | CKEX 3aaHui no3HaBaTeNb-
buorpaduueckue cae- X _ HOU NeATECJIb-
JIEHUs1, yBJICUCHHUS, Xa- BEITICHA. HOCTH.
pakTep, xo06u. Hamnu- Munck:  M3zna-

CaHMeE pe3loMe. TeNbCTBO 1'pes-
mosa, 2013. —
480 c.
I'n.1, c.6-11, ymp.
1-22
CocraBienue pe-
3I0M€.

2. | CounokynbTypHOE 10 XBenuens, JI. | logroroska u | ®opmuposa-
o0umenue B. FpaMMaTI/IKa BBITIOJIHEHHUE HHUE HHTepeca
Pecriybnuka benapych. AHITTHICKOrO npaKTHye- K y4eOHo-
Hauponaneueii  xa- aspika / JL B, | CKBX 3aJaHUi | TO3HABATENb-
paKTep W MACHTUY- - HOI JesTENb-
HOCTD. XBeaUeHs. — HOCTIL

Munck: H3na-
TEJIBCTBO [ 'peB-
noa, 2013. —
480 c.

I'n.3, c.34-38

3 CounoxkyabTypHOE 10 The World En- ITonroroBka u | dopmuposa-
oOmenne Cyclopedia (In— BBIIIOJIHEHHUE HUE UHTEepeca
BeJ‘II/IKO6pI/I”£aHI/I}I. Ha- ternational) M HpaKTuye- K y4e6Ho-
HUOHAIBHBIM XapaKTep "7 | cKuX 3aJaHuil | TI03HaBaTENb-
U UJEHTUYHOCTD Volume 13. - HOM JIesITelb-

USA: World HOCTL

Book Interna-

tional. — 766 p.
I'n.6
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CouunokyabTypHOE 10 The World En- | [HloaroroBka u | OOGydeHue oc-
obumenue ) cyclopedia (In- | BPINOTHCHWE | HOBaM Camo-
CIIIA HanmoHanbHbIA ternational). M. [paKkTHye- CTOSITENb OTO
XapaKTEp U UACHTHY- CKMX 33/IaHU{ | IJIAHUPOBAHUSA
HOCTb. Volume 13. - ¥ OpraHu3aIuu
USA: World COOCTBEHHOI'O
BooklInternation y4e6HOrO Tpy-
al. — 766 p. T'n.8 na
CouMOKyJILTYpHOE 2 ®dacrogen, P. B. | Iloaroroska u | O6yuenue oc-
od1eHne [IpakThKa AaHT- | BHITIONHEHWE | HOBaM camo-
310poBBIi 00pas3 Ku3- NMHACKON  peww | TPaKTHue- CTOATENb OTO
HH _ English | “<% 3aJ[aHuil | TUIAHUPOBAHUS
¥ OpraHu3aliu
Speech COGCTBEHHOTO
Practice: 1-i1 y4e6GHOTO
Kypc: ydeOHOe
nocobue I
CTYIAEHTOB CIIE-
HAATBHOCTH
«CoBpeMEHHbIE
MHOCTPAHHBIE
a3eikn» / P. B.
dacroBell [m
ap.]. - MuHCck:
Terpa Cucremc,
2011.-480c.
I'n4, c.52-61
Counanbno- 8 XBemueHs, JI. | Ioaroroska u | OGyuenwue oc-
NOJIMTHYECKOE 00 11e- B. I'paMMaTuKa | BbITOIHEHHE | HOBaM camo-
HHe AHITTHHCKOrO HpaKkTHYE- CTOSITENB OTO0
Pecny6nuka benapycs. CKHX 3a[aHUHl | [UIAHUPOBAHMSI
[Tonutnyeckoe ycr- aspika / JI. B. Y OpraHu3aIuu
POICTBO M COIMAIBHO- XBeqyeHs.  — COOCTBEHHOTO
HNOJIUTUYECKUH TIPO- Mumnck:  Hsna- y4eOHOro
¢ub. TEJIbCTBO ['peB-
mosa, 2013. —
480 c.
I'n.3, c.46-52
CounanbHo- 8 The World En- | Hoaroroska u | O6yuenue oc-

NOJUTHYECKOoe 00111e-
HHe

BenukoOputanusi. [1o-
JIUTUYECKOE YCTPOUCT-
BO U COIMAJIbHO-
MOJIUTUYECKUH TTPO-
buib.

cyclopedia (In-

ternational). M.

Volume 13. -

USA: World

Book Interna-

tional. — 766 p.
I'n.6

BBITNIOJIHEHUE
MpaKTuye-
CKHUX 3aJIaHUH

HOBaM CcaMo-
CTOSITENb OTO
TUIAHUPOBAHHMS
Y OpraHu3alnu
COOCTBEHHOTO
y4e0HOTO
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8 CouunanbHo- 8 The World En- | lloaroroBka u | Passutue no-
NOJHTHYECKOE 0011e- Cyclopedia (In- BBIIIOJIHEHHUE | 3HABATCIBbHBIX
HHe . MpaKTU4e- crocoOHoCTEM

ternational). M. y
CHIA ITomutuueckoe | ) CKHX 3aJlaHM{ | U OCBOCHHE
YCTpOICTBO U COLH- Volume 13. — IPUEMOB IIPO-
5 p p
ATbHO-TTOTUTHYESCKHI USA: World IIecca To3Ha-
po( k. BookInternation HUS
al. — 766 p. T8

9 | YueGHo- 10 COopHuku ay- | Iloaroroska u | Passutme mo-
npodgeccuoHaibHoOe TeHTHUYHBIX BBITIOJIHEHUE | 3HABATEIIbHBIX
oduenue TEKCTOR o | TpaKTHYe- | crocoGHocTelt
My3bIKa KJ1acCU4eCKo- CICLHATLHO- CKUX 33JJaHU{ | ¥ OCBOCHUE
ro TIepuoja 1 0 MPUEMOB IPO-

CTAM. CpeBOa 1ecca no3Ha-
TCKCTA. Co- HUA
CTaBJICHUE BO-

IPOCOB.

10. | YueoHo- 20 COopHuku ay- | Ilogroroska u | YriayOnenue u
npogeccuoHaIbHOE TEeHTUYHBIX BBIIIOJIHEHUE | pacLIMPEHUe
o0uenune TEKCTOB oo | TpakThde- npogeccuo-
Mysbika XX Beka CHELHABHO- CKUX 33JJaHU{ | HaJbHBIX 3HA-

HUM 10 U3y-
ctam. IlepeBon qaeMOM THC-
TCKCTA. Co- LUTUIAHE
CTaBJIE€HHE BO-

IIPOCOB.

11 | HpousBoacTBenHoe 5 COopHuku ay- | [logroroska u | Yriaybnenue u
odeHue TEHTHYHBIX BBIIIOJIHEHUE | pACIIHpPEHUE
[TonynsipHas My3bIka TEKCTOB no | TpakTuye- npodeccuo-

CHeLHATbHO- CKUX 33aJJaHU{ | HaJbHBIX 3HA-

HUM 10 U3y-
ctam. Ilepeckas qaeMOil THC-
TEKCTA. I[UTIJINHE

12 | [Ipon3BoxcTBeHHOE 5 COopHuku ay- | Ilogroroska u | YriayOnenue u
o0meHue TeHTHUYHBIX BBINIOJIHEHUE | pacIIUpeHue
ka3 TEKCTOB no | TpaKTHye- npogeccuo-

CHELHAIBHO- CKUX 33JJaHU{ | HaJbHBIX 3HA-

HUM 10 U3y-
ctam. [lepeckas qaeMoii JHc-
TEKCTAa. IUITJINHE
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13

IIpousBoacTBEeHHOE
o0IIeHune
MHoroob6pasue My3bl-
KaJIbHBIX CTUJIEH

16

COopHuku ay-
TEHTUYHBIX
TEKCTOB 1o
CIEHHUAIIBHO-
ctam. llepeckas
TEKCTAa.

IToaroroska n
BEBIIOJTHEHHE
MpaKkTHye-
CKUX 3aJIaHUI

VYrayGnenue u
pacmupenue
npodeccuo-
HAJIbHBIX 3Ha-
HUM 110 U3y-
4aeMOU JHC-

[UITIHE
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3.5. PeueBble kianuie 1js pedepupoBaHusi 1 AHHOTUPOBAHUS

Pedepar n aHHOTAIMS OTHOCATCS K BTOPUYHBIM JIOKYMEHTAJIbHBIM HUCTOYHH-
KaM HaydHOW mHQOpMamuu. DTO T€ JTOKyMEHTHI, KOTOPbIE COOOIIAIOT CBEICHUS O
HECPBUYHBIX JOKYMEHTAX.

CyumiHOCTh AHHOTHPOBAHHA M pedepupPOBaHMs 3aKIIOYACTCS B MAKCUMAaJTb-
HOM COKpAaIIeHHH 00heMa UCTOYHUKA HH(DOpPMAIIMK TIPU COXPAaHEHUHU €ro OCHOBHOTO
conepkanusi. OCyIIECTBIISISI KOMIIPECCHIO TIEPBOUCTOYHUKOB, aHHOTANUS U pedepar
JCNAlOT A3TO NPHHIMIHAAIGHO  Pa3IMYHBIMH  CllocoOamu. AHHOTamusi (0T
Jat.annotatio - 3aMeYaHHe) — KpaTKas XapaKTePUCTUKA COJCPIKaHUS MPOU3BEICHUS
nevaty win pykorucu. OHa IpeCcTaBiIsIieT CO00H MPEeIbHO CHKATYIO OIMHUCATEITBHYIO
XapaKTepUCTUKY NIEPBOMCTOYHUKA. B Hell B 0000IIEHHOM BHJIE paCKPBIBACTCS TeMa-
TUKa TyOJIMKauu 0e3 IMOJIHOTO PACKPBITHS €€ COJep)KaHusA. AHHOTAIUSA 1aeT OTBET
Ha BOTIPOC, O YeM TOBOPHUTCS B MIEPBUYHOM HCTOYHHMKE MHPopmaruu. Pedepar (ot
nat. «referoy», 4To 03HAYAET «cOOOIIAr0») MPEACTaBISIET COOON KpaTKOE H3JI0KCHHE B
MUCHMEHHOM BHJIC WM B (hopMe ITyOJUIHOTO JIOKJIa/la COACPKAHMSI HAydYHOTO TPyaa
(TpYZIOB) TUTEPATYPHI IO TEME C PACKPBHITHEM €r0 OCHOBHOTO COACPIKAHHS 110 BCEM
3aTPOHYTHIM BOIIPOCAM, COIPOBOXKIAEMOE OIICHKOM W BbIBoAaMmH pedepenta. OH
JOJDKEH JaTh YATATEII0 0OBEKTHBHOE TPEICTABJICHNE O XapaKTepe OCBEIIaeMou pa-
OOTBI, U3TI0KUTH HarboJIee CYIECTBEHHBIE MOMEHTHI €€ COJIeP KaHNU.

The article deals with ...

As the title implies the article describes ...

The paper is concerned with...

It is known that...

It should be noted about...

The fact that ... is stressed.

A mention should be made about ...

It is spoken in detail about...

It is reported that ...

The text gives valuable information on...

Much attention is given to...
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It is shown that...

The following conclusions are drawn...

The paper looks at recent research dealing with...

The main idea of the article is...

It gives a detailed analysis of...

It draws our attention to... 53

It is stressed that...

The article 1s of great help to ...

The article is of interest to ...

The paper is devoted to (is concerned with) ....

The paper deals with ....

The investigation (the research) is carried out ....

The experiment (analysis) is made

The research includes (covers, consists of) ....

The data (the results of ...) are presented (given, analyzed, compared with, col-
lected)

The results agree well with the theory ....

The results proved to be interesting (reliable) ....

The new theory (technique) is developed (worked out, proposed, suggested,
advanced) ....

The new method (technique) is discussed (tested, described, shown) ....

This method (theory) is based on ....

This method is now generally accepted ....

The purpose of the experiment is to show ....

The purpose of the research is to prove (test, develop, summarize, find) ....

Special attention is paid (given) to ....

Some factors are taken into consideration (account) ....

Some factors are omitted (neglected) ....

The scientists conclude (come to conclusion) ....

The paper (instrument) is designed for ....
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The instrument is widely used ....

A brief account is given of ....

The author refers to ...

Reference is made to ....

The author gives a review of ....

There are several solutions of the problem ....

There is some interesting information in the paper ....

It is expected (observed) that ....

It is reported (known, demonstrated) that ....

It appears (seems, proves) that ....

It is likely (certain, sure) .... It is possible to obtain ....

It is important to verify ....

It is necessary to introduce ....

It 1s impossible to account for ....

It should be remembered (noted, mentioned) ....

DTO - OTPHIBOK U3 KHUTH ... (aBTOP) ... o3aryaBjieHHbIN ... This is an excerpt
from the book ... by... (en)titled ...

Ota craThs o3arjiaBieHa ... Kaura (MoHorpadus) Ha3zBaHa ... Pabora HOCHT
Ha3BaHUE ... OTPBIBOK (CTaThsl) MO 3ar0JOBKOM ... DTOT Hay4YHBIN TOKIAJ ... ITOT
oTpbeiBOK ... This article is (en)titled ... The book (monograph) is headed... The pa-
per bears the heading... The passage (article) under the heading... This scientific re-
port... This excerpt (passage)...

B otpriBke ananmm3upyetcs ... B crarbe paccMmarpuBaercs mpobsiema... OTphI-
BOK COJICP)KHT KOMMEHTapuH 10... OH(a) coaepkuT onucanue ... OTpBIBOK OCBEIIa-
eT nocTkeHus... Jloknmaa mocBsmieH aHanmm3y... B pabore paccmartpuBaercs...
B stom maparpade — o630p marepuana .. On(a) kacaercs ... The passage examines
... The article deals with the problem of ... The excerpt comments on... It carries the
description of ... The passage covers the state-of-the-art of The report is devoted to
the analysis of... The paper considers... The paragraph reviews material on... It con-

cerns...
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B nepBbix cTpokax gaercs ... B ciemyroniem naparpade cogepxurcs... B cie-
oyroleM paszjene npoaoikaercs... The first lines give... The following paragraph
contains... The next section goes on with...

ABTOp... (KHura...) HaunHaeT(cs1) C aHAJIU3A ... AHAJTU3UPYET... OMUCHIBAET. ..
OTMEYaeT ... pacCMaTpUBAET, 0OCYKIAET ... MPEICTABISCT. .., COACPKUT OTYET O...
MOKa3bIBACT, MILTIOCTPUPYET ... MOKA3BIBAET rPaUUECKH ... TEMOHCTpUpPYET oOpa-
I[acT Halle BHUMaHHE Ha ... MoApoOHO obcyxmaaet... The author/writer... (The
book... ) begins with the analysis of .... analyzes, examines... describes ... points out

. considers, reviews, discusses... presents..., reports on... shows..., illustrates...
shows by graphical display... demonstrates ... draws our attention to gives a thor-
ough treatment of ... gives a thorough consideration of...

MoIPOOHO pacCMaTPUBAET ... PA3MBIIUISET O TOM, YTO COCPEIOTOUYUBACT BHH-
MaHHE Ha .... MOJYCPKHUBACT ... TIOJPOOHO aHATU3UPYET ... MpeAjaraeT HOByI KOH-
HEMIHIO ... IPeIaracT HaM PacCMOTPETh ... IPEJIaracT. .. BBIABUTAET HJICHO... BbI-
CTYIaeT C UJIee O TOM, YTO ... BBOJUT MOHSATHE ... YIIOMUHAET O TOM, YTO ... Kaca-
€TCsl BOMPOCA... KPAaTKO OIHMCHIBAET... JAeT MPUMEPHOE NPEACTABICHUE O... 3allu-
I1a€T, BBICTYIMAET 3a / IPOTUB BHICKA3BIBACTCS B MOJIb3Y... TOAAEPKUBACT ... CTABHUT
IOJT BOTIPOC, KPUTHUKYET... OCYKIAET, OTKA3bIBAETCS OT ... BBICTYINAET C BO3paxe-
HUSIMA TIPOTHB... HACTPOEH MPOTHUB... MPOAOKACT ... MPOJODKAET MBICIH O TOM,
YTO ... MPOJOJDKAET PA3BSICHATH ... MOJBOJHUT UTOT ... JENAET 3aKIIOYCHHE O TOM,
YTO ... 3aBEpIIAET, BHICKA3hIBAsICh O TOM, UTO reasons, hypothesizes, theorizes that...
concentrates on... , focuses on... highlights, emphasizes, stresses, gives a thorough
treatment of ... suggests/proposes a new concept of ... suggests that we should con-
sider ... proposes, offers ... puts forward the idea of ... comes up with an idea that...
introduces the conception of ... mentions the fact that ... touches on the issue of ...
outlines... gives us a rough sketch of... advocates, argues for/against ... favours, is in
favour of .... supports.... questions, criticizes... denounces... raises objections
against... is opposed to... continues with... goes on to say that.... proceeds to ex-
plain ... sums up, summarizes... concludes, makes a conclusion that... finishes (by)

saying that...
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OcuoBHas unes... Bornpoc/ mpobnema... [Ipeamer... Tema... Moment... O06-
cyxaeaue OnbIT... [Ipaktuueckuit anaimi... The main idea... The problem, issue,
matter ... The subject... The topic ... The point ... The discussion ... The experience
... The case study...

Bomnpoc, xacaromuiicsi... 0 TOM, KaK pacCMaTpHUBaTh... CBSI3aHHBIA C ... KOTO-
PBIN 3/1eCh TIOCTABJICH... paCCMaTPUBAEMBbIH 371€Ch... HHTEPECYIOLUI Hac/aBTopa ...
CBSI3aHHBII C 3TUM BOIIPOCOM... KOTOPBIH OCBELIAETCS B ... HA IPUMEPE. .. UMEIOIINNA
Oosbiioe 3HaueHue... The issue concerning / regarding ... of how to deal with... as-
sociated with... under consideration (here) at (in) hand... in question... involving this
issue... covered in ... by the example of ... of great importance...

[Tpobiiema o0CykaaeTCs... COCTOUT (3aKJIFOYAETCSI) B TOM, YTO aHAIU3UPYETCS
... paccMaTpHUBaeTCA... OCBEIIAETCS. .. 3aTPAaruBaeTCs. .. BbI3BaHA ... OMPEIEIIAeTCs. . .
00CyXIaeTcs... cuuTaeTcsl (KaKoh-JI.)... 3aCIy)KUBAET PACCMOTPEHHUS ... OTHOCHTCS
K ... IO BUAUMOMY, SIBJISICTCS... MOKET OBITh pelieHa ... onpenensercs... The prob-
lem is discussed... is... is dealt with... is treated... is covered... is touched upon... is
caused by.. is defined... is discussed... is considered to be... is worth considering...
refers to ... seems to be ... can be solved ... is defined...

B ()U3MYECKOM CMBICIIC/OTHOIICHUH... B YaCTHOCTHU... BKpATIE... BO MHOTHX
aCTeKTax... B COOTBETCTBHH C... B CBSI3U C... B KOHTEKCTE ... B paMKax... MO3XKeE ... B
nanpHeumeM ... in terms of physics... in particular... briefly... in many ways ac-
cording to... in relation to... in the context of... within the framework of ... later on
... further on.... Kak BuaHo u3 Ha3BaHus (CTaThy, IN1aBbl, OTPBIBKA),... Cynas mo co-
Nep>kaHuto (CTaThH, TJIaBbl, OTPBIBKA),... As the name of the (article, chapter, excerpt,
passage) suggests, ... Judging from the content of this passage (article, chapter, ex-
cerpt) ... .

Cunraercs (cumraror), 4to ... OT™Medaercs, 49to ... ['oBopHuTCS O TOM, YTO...
IIpenmonaraercs, uro... [loguepkuBaercs, uto... 13 atoro oueBuaHo, 4ro... 13 cka-
3aHHOTO cienyeT, uTo... It is believed that... It is pointed out that... It is said that...
It is assumed/suggested that... It is stressed that... It appears from this that... It fol-

lows from what has been said that...
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MoxHO cAelaTh BBIBOA O TOM, YTO... B 3akiIioueHne MOXKHO CKa3aTh, YTO...
Mo>XHO 0OOCHOBAHHO cJiejaTh BBIBOJA O TOM, 4TO ... Eciu roBoputh kpatko... We
may conclude that ... In conclusion one may say that One might reasonably draw the
conclusion that... Briefly speaking.../ To put it briefly...

['aaroeJsl ¢ 001MM 3HAYEHHEM HCCJIEeI0BAHMS:

study — nmeer Hanbosiee MMPOKOE YMOTPEOICHUE U O3HAYAeT «U3ydaTh, HC-
CJIEIOBATHY.

investigate — MOAYEPKUBACT TIIATEIBLHOCTH UCCIIC0BaAHUS.

examine — TMOMHUMO <«H3y4aTh, HWCCJIEAOBATH», O3HAYACT «PACCMATPHUBATH,
BHHUMATEIbHO OCMATPUBATh, IPOBEPSITH.

analyze — uccrneoBarb, U3y4arb, aHAIM3UPOBATD.

consider — u3yuaTh, pacCMaTpUBAaTh.

I'marosisl ¢ 00IMM 3HAYEHHEM ONMCAHUS:

describe — onuceIBaTh, 1aBaTh OIKCAHUE.

discuss — 00Ccy/1aTh OMUCKHIBATH (C PJIEMEHTOM TMOJEMUKH ), U3JIaraTh.

outline — KpaTKo OMUCHIBATh, ONMUCHIBATH (B OOLIUX YepTax), OUepUNBATD.

obtain — moxyuaTh (Hanbosee MUPOKOE 3HAYCHHE).

determine — onpeAesITh, MOJy4YaTh, HAXOAUTH (JIIDOBIM CLIOCOOOM).

find— mHaxoauThH, OOHAPYKUBATE.

establish — ycranaBnuBath, (TOYHO) ONpeAeNnsTh, (yOSIUTEIHHO) MOKA3bIBATh.

calculate — BBIUMCHATH, TMOJACYUTHIBATH, HAXOAWUTH, OMPEICIATH BEIHYUHY
(mpu moMoIy apuPpMeTUIECKUX NEHCTBUI).

compute — MOACUYUTHIBATh, MPOU3BOIUTH YUCICHHBIA pacyeT (4acTo C MOMO-
b0 BEIYMCIIUTEILHON TEXHUKH ).

estimate — OIICHUBATh, MOJIyYaTh OIECHKY (B YMCIAX), OMPEIEISITh, HAXOIUTh
KOJIMYECTBEHHYIO BEJIMUMHY.

evaluate — oreHuBaTh (BEIMYNUHY, KOJTUYECTBO, CTETICHb, 3HAUCHUE, POJIb) OII-
PENeNiTh, BBIACHITH, HAXOAUTH (IPUYHUHY SBICHUN UITU COOBITHI).

make (undertake, perform) a study — unccnenoBars, U3y4arb, aHaJIU3UPOBAThH

carry out an investigation — IpOBOAUTH UCCIIEAOBAHUE
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perform analysis of (on) — mpoBoANTH aHATN3

make calculation, estimation, evaluation of (on)... — moacuuThIBaTH, paccuu-
THIBaTh, 1aBaTh OLICHKY, HAXOIUTh, OTIPEICIAThH

make measurements of (on) — u3MepsTh, A€IATh U3MEPECHUS

give description of... — onuceIBaTh, JaBaTh ONKUCAHUE, pACCMATPUBAThH

I'1arosibl, KOTOpBHIE MOTYT OBITH MOJIE3HBI IJIsl COOOIIEHUSA 0 TeMe PadoThI:

develop (method, technology, device) — pa3pabaTsiBaTh (MeTO, IPHOOP)

design (device, scheme) — npoextupoBaTh (IpudoOp, cXxemy)

construct, fabricate, create (a device) — H3roTOBIATH, CO3AaBaTh, CTPOUTH,

coopyxaTth (mpudop) assemble (device) — cobupats (rIpudop)

solve (problem, equation) — pemats (3a1auy, ypaBHEHHUE)

make, carry out, perform (experiment, study, work) — mpoBoauTh (7enatsh,
CTaBUTh) OIBIT

Jis1 coo0uieHus1 0 pe3yabTarax padoThl MOHAZO0ATCHA CJIeAyIOLIue Cylle-
CTBHUTEJIbHbIE:

result (on, of) — pe3ynbrar;

findings (on, of) — nan#bIe (0, IO OTHOCUTENHHO);

data (on, concerning, as to) — gaHHBIC, CBeJIeHUS (0, OTHOCUTEIIBHO, YTO Kaca-
ercs);

evidence (for, of, on, concerning, that) — maHHbBIe, TOKa3aTEIbCTBA, CBUICTEIIb-

CTBa;

fact (of, concerning, that) — daxr.

C BbIIEyKa3aHHBIMHA CYIIECTBUTEILHBIMH MOXXHO YIIOTPEOWTH CIEIYIOIINE
TJIaroJIbl:

obtain — mosry4ats; give, present, provide — naBaTh, IpeICTABIATh; report — co-
obmatp; check, test, verify — mpoBepsiTh; treat — o6pabaTbeiBaTh; collect — cobupars;
summarize, sum up — CyMMHpoBath; search for — nckats; find — HaxoauTh; extend to

— pacnpoCTpaHsTh Ha.
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JIJIsT OIEHKW Ka4yecTBa MOJYYEHHBIX PE3YJIhTATOB MOXHO HCIOJB30BaTh Clie-
TYIOIIHE MpujIaraTejbHbIe:

simple — mpocToii;

complicated — c0KHBIH;

accurate, exact — TOUHBIN;

excellent,

good — Xopouui,

satisfactory — y10BJI€TBOPUTEIHHBIN;

important — CylIeCTBEHHbIN, Ba’KHBIII;

contradictory — mpOTHBOPEYNBBIA;

convincing — yoe1UTeIbHBIM.

[Ipu obcyxaeHnn pe3ybTaToB HEOOXOIUMO OTMETHTh, YTO OHU JAIOT, MOKa-
3bIBAIOT, OOBSCHSAIOT W mp. st 3TON 1eaM MOMKHO HMCIOJIb30BaTh TJaroiibl: show,
indicate, demonstrate — moka3pIBaTh;

confirm, verify — moaTBepxaaro;

support — moaICp>KUBaTh,

to speak in favour — roBopuTH B MOJB3Y;

contradict — MPOTUBOPEUYUTH, OIIPOBEPTaTH;

prove — 10Ka3bIBaTh.

[Ipu obOcyxaeHNN pe3ysbTaToB, MOTYT MOHAIOOUTHCS CIEAYIONINE JIEKCHYe-
CKHE€ CTUHUIIBI:

supposition — NpeAnoJIOKEHUE;

assumption — I0MyIIEHKE;

opinion — MHEHHUE;

idea — mpeicraBineHue;

viewpoint — B3IJIs1/1, TOUKA 3PEHMUS;

correctness — IpPaBUIbHOCTD;
previous — nNpeabIayIeH,

NPEKHUIM; existing — CylIIeCTBYOUIUH.
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3ak/0unTebHbIE MPeNIoKeHus1 pedepaToB 4acTo COAEpKaT CIEIYIONTHE
CJIOBa U CJIOBOCOYCTAHMS:

conclude — mpUXoaUTH K 3aKITHOUYEHUIO (BBIBOY)

make, draw, reach a conclusion, come to a conclusion that... — nenaTe 3aKiro-
yeHue (BBIBOJ) OTHOCHUTEIIBHO. ..

from the results it is concluded that... — Ha ocHOBaHMM MOTYYEHHBIX PE3yJIbTa-
TOB IIPUXOMM K BBIBOIY

it may be noted that — MO’XHO OTMETUTB, UTO. ..

thus, therefore, consequently, as a result — Takum 00pazom, cieaOBaTEIbHO, B

pe3ynbTare.
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