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I. Meroguuyeckue peKoOMeHIAUMN

1.1 Mertoauueckne PpeKOMEHAAUMH [0 OpPraHM3aluH padoThl CTYAEHTOB BO BpeMs
NPOBe/ieHUs1 JIA00PATOPHBIX 3aHATHI

CocraBuTenb pPEKOMEHIYET CTYACHTY IPEKIE BCEro IO3HAKOMUTHCA C INPOTrpamMMoOn Kypca,
COCTaBUTh MPEJCTaBICHHE O €ro LEeNIX M 3aJadax, O Xapakrepe, o0beMe M TEMaTHYeCKOM CIIEKTpe
Marepuaa, MoJUIeXkaliero yCBOeHuo, 00 ypoBHe c(pOPMUPOBAHHOCTH MPAKTUYECKUX HABBIKOB U YMEHUMI
aHaM3a XyI0XKECTBEHHOIO TEKCTa, KOTOPHIE OXKUAAIOTCS B KAaUeCTBE pe3ynbTara padOThl HaJl KypCOM.
[Tnanel nabOpaTOpHBIX 3aHATHH ClleAyeT H3y4uTh 3a0JaroBpeMEHHO. [ OTOBSCH K OIpENeIeHHOMY
3aHATHUIO, CIEIYyeT, NMPEXJEe BCEro, M3YUUTh €ro IUIaH, M MpopadoTaTh PEeKOMEHAYEMYIO JIUTEpaTypy, a
3aTeM BBIIIOJIHATD 33JaHUS.

B nanHoM pasgene (HauumHas € J1TAOOPAaTOPHOTO 3aHATUS 3) MPEICTABICHBI BOMPOCH IS
MOJTOTOBKHM CTYJIEHTOB K OOCYX/IEHUIO B ayAIMTOPUM pAAa PacCKa3oB aHMIMHCKUX M aMEPUKaHCKHX
aBTOpOB. TeKcThl MOTyT OBITh HaieHbl B HWCTHYHUKAX, YHNOMSHYTBIX B TOCOOMH «AHaIHU3
XYI0’)KECTBEHHOM TPO3bl Ha aHMIIMKACKOM S3BIKE: METOAMYECKOe Mmocodue», coct. A. B. Kombuio. —
Mypmanck: MITTTY, 2009. Ilpu 3TOM, MOCKOJIBKY pedb MAET O KIACCHYECKUX 00paslax aHITHICKOW U
aMEpUKaHCKOM HOBEUIMCTHKU XX BeKa, MPEACTABISIETCS BO3MOKHBIM HCIIOJIb30BaHUE M JHOOBIX JAPYTHX
W3JIaHKH, a TaKXKe MyOIMKauui JaHHBIX TeKCTOB B ceTu MHTepHeT. [lpemsioskeHHbIe BOIPOCH M 3aAaHUs
paccuuTaHbl TOJIBKO Ha MOATOTOBKY CTY/IEHTOB K ayIUTOPHOMY OOCYXJIEHHUIO PaccKa3oB M HE JOJDKHBI
paccMmarpuBaTbCs Kak TOTOBBIE TUIAHBI JIUISl HATUCAHUS CTYIEHTaMU 3aKOHUEHHOTO BapHAaHTA aHAJIMN3a.

1.2 MeTonn4yeckue peKOMEH/IAIUH N0 CO3TAHUIO MJIAHA AHAJIN3A TEKCTa

JIMHTBOCTMIIMCTUYECKUN aHAIN3 XY/I0’)KECTBEHHOTO TEKCTa B TUIIMYHOM CIIy4ae JOJKEH OTpa)arhb
CJIEJTYIOLIUE aCIEKThI:

1.Kparkoe conepkanue Tekcra (5-10 npenyioxxeHui).

2.Tema u ocHOBHas Ujesl TEKCTA.

3.OcHOBHBIE CPEICTBA U CITOCOOBI XY0KECTBEHHOTO BhIpAXKEHHSI HJIeU TeKcTa (00Cy Aat0TCs B
COOTBETCTBHH C OCOOEHHOCTSMH KOHKPETHOTO TEKCTA).

3.1.Touka 3penust, purypa u pedeBasi mapTusi pacckazuuka. Tporbl, GUTYpBl pedr, HHBIE CPEICTBA
CO3/IaHMs PEUEBOM MapTUU PACCKA3UUKA.

3.2. OCHOBHBIE 0COOCHHOCTH KOMITO3UIIMHA U aPXUTEKTOHUKHU TEKCTA.

3.3. OcobeHHOCTH OpTraHU3aINH XyI0KECTBEHHOTO BPEMEHHU U MPOCTPAHCTBA.

3.4. XapakTepuCTHUKa BaXXHEUIIINX MEPCOHAKEN (MMOPTPET, OTHOLICHUS C APYTUMH MEPCOHAKAMHU,
pedeBasi XapaKTepUCTUKA U T.J.). Belpa3utenbHble CpeCTBA U CTUIMCTUYECKUE TPUEMBI,
MCIOJIb30BaHHBIE aBTOPOM JJIsl CO3/1aHus 00pa30B MEepCOHAXKEH.




3.5.XapakTeprucTHKa HHBIX XyI0KECTBEHHBIX 00pa30B TeKcTa (IPUPOA, 3HAYUMBIE TIPEIMETHI 1
T.I.). BeIpasutenbHble cpecTBa U CTUIMCTUYECKHIE IPUEMBI, HCIIOIb30BAaHHbBIC aBTOPOM JUIS CO3aHHS
aHAJM3UPYEMBIX 00pa30B.

3.6. MHble Xyq0)KeCTBEHHO 3HaYUMble 0COOEHHOCTH TeKcTa. O0111e 0COOEHHOCTH CTHIISL aBTOPA.

4.3akimo4eHue.

1.3 MeToanyeckue peKOMEH/ 1AM 0 MOATOTOBKeE Mpe3eHTaAlNU

ANTOpUTM CO3/1aHus IPE3EHTALMN

1 oTan — onpezeseHne LU IPEe3eHTAlNN

2 3Tan — noApoOHOE pacKpbITHE UHPOPMALIUH,

3 3Tan - OCHOBHBIE TE3UCHI, BEIBOJBI.

Cnenyet ucnons3oBars 10-15 cnaiinos. [Ipu sTom:

- IIEPBBIN ClIaiix — TUTYIAbHBIN. [IpenHasHadueH 1 pa3MEleHUs Ha3BaHWs IIPE3CHTALMM, UMEHU
JOKJIaYMKa U €ro KOHTAaKTHON MH(OpMAaIHH;

- Ha BTOpPOM claiiie HeoOXOAMMO pPa3MECTUTh COAEp)KaHUE NPE3CHTALMH, a TaKXkKe KpPaTKoe
OIIMCAaHNE OCHOBHBIX BOIIPOCOB;

- BCE OCTAaBIIMECS CIaiIpl UMEIOT HH(POPMATHBHBII XapakTep.

OO0bI4HO Moaya NH(GOPMALUU OCYLLECTBIIAETCS 110 IUIaHY: T€3UC — apTyMEHTALHsI — BBIBOJ.

Tpebosanus k oghopmaenuro u npedcmasienuio npe3eHmayuiL:

1. YuTabenpbHOCTh (BUAMMOCTD M3 CAMBIX TAJIbHUX YTOJKOB TIOMEIIEHHUS ), TEKCT JOHKCH ObITh
HaOpaH 24-30-pM mpudTOM.

. YeTko U SCHO CTPYKTYpUpPOBaHHAS WH(DOpMAITHSI.

Hannume KOpoTKUX M TAKOHUYHBIX 3ar0JIOBKOB, HYMEPOBAHHBIX CITUCKOB.

Kaxxnomy mosioskeHuto cieayeT OTBeCTH OTIENbHBIN ab3ail.

[maBHYyI0 U0 peKOMEHIyeTCsl U3araTh B Hadase ab3ara.

[Tone3no ucnonp30BaTh TaOMUUHBIE (GOPMBI IPECTABICHUS HHPOPMAITUH (TaKKe JHarpaMMBl,

CXEMBI) JUI WILTIOCTPAIIMH BXKHEHIINX (PAKTOB, YTO TA€T BO3MOKHOCTH MPEJICTABIATH MaTepHall
KOMIIaKTHO ¥ HAIJISIHO.

7. T'paduka noKHA OPTaHUYHO JOTIOJHITH TEKCT.

SIS

8. Brictymuienue ¢ npeseHTanuend 1utcst okono 10 - 12 MunyT.

1.4. MeTonnyeckue peKOMEHIAUH M0 MOATOTOBKE K c/Iaye 3a4eTa

JIMHTBOCTMJIMCTUYECKUN aHAIMU3 XYJOXKECTBEHHOTO0 TEKCTa Ha 3adyeTe JOKEeH OTpakaTh
CJIEYIOINE aCIEKThI:

1.Kparkoe conepkanue tekcra (5-10 npenyioxxeHuin).

2.Tema u ocHOBHas Ujesl TEKCTA.

3.OcHOBHBIE CPECTBA U CITOCOOBI XY0KECTBEHHOTO BBIPAXKEHHSI UJIEU TEKCTa.

4. Xyno>xeCTBEHHO 3HaYMMbIe 0COOCHHOCTH TekcTa. O0mme 0coOeHHOCTH CTUIIS aBTOPA.

5.3akiroueHue.



IL. Ilnanbl Ja00pPATOPHBIX 3AHATHIA

Tema 1. JluTepaTypHbIii TEKCT KaK 00beKT (PUJI0JOTHYECKOr0 aHAIHU3A
Inan:
[Tonstue aguckypca. Pa3HOBHAHOCTH JUCKypca.
JluTeparypHO-KpUTUUYECKHUI TUCKYPC U €r0 MECTO B JINTEPATYPHOM IPOIIECCE.
[Tonxoap! K U3Y4EHUIO TUTEPATYPHOTO TEKCTA.
O yHKIHOHATIBHO-TIparMaTuyuecKasi TEOpus XyJ0’KECTBEHHOTO TEKCTa.
CrunucTuka OT aBTopa M CTUIIMCTHKA BOCIIPUATHS.
CriocoObI aHanmu3a XyA0KECTBEHHOTO TeKcTa. KOHTEKCT.
NHTEpTEeKCTYyaIbHOCTb.
BripazurtenbHble CpesicTBA A3bIKA U CTHIIMCTUYECKUE TTPUEMBIL.

PN R W=

Jlumepamypa: (2, c. 13 — 149]; [4, c. 6 - 40].

Bonpocsl 111 CaMOKOHTPOJIA:
Urto takoe auckypc? Ha3zoBuTe pasHOBUIHOCTH AUCKYpCa.

Kakue nonxoasl K U3y4eHHUIO TUTEPATYpHOTO TeKcTa Bol 3HaeTe?

Ll

Tekcra?

B yem cocrout paznuune CTUJIMCTUKU OT aBTOpa U CTHIIMCTUKA BOCIIPUATHA?
HazoBuTte ciocoObl aHaM3a XyI0KECTBEHHOTO TeKCTa. UTO TaKoe KOHTEKCT?
JlaiiTe onpeneneHne MoHITUS «MHTEPTEKCTYaIbHOCThY.

N

CTUJIMCTUYCCKUC ITPUCMBI.

Tema 2. JluTepaTypHbIii TEKCT U €ro CBSI3H
ILnan:

YPOBEHB «TEKCT — pealbHOCTh». PedepeHIus B Xy/10’)KeCTBEHHOM TEKCTE.
KoMImoHeHTBI XyI0)XKeCTBEHHOTO MUPA.
Mudomnostudeckas GyHKIUS B TEKCTE.
VYpoBeHb «TeKCT — A3bIK». DopMa U copepKaHUE B XYJ0KECTBEHHOM TEKCTE.
«Hrpa cioB» u ee GyHKIUH.
CuHTarmarvka u napagurMaruka XyJ0KeCTBEHHOTO TEKCTa.
CemanTuyeckre MOAU(GUKAIIUHU S3BIKOBBIX €MHUII B XY0KECTBEHHOM TEKCTE.
YpoBeHb «aBTOp — TeKcT». [Ipupona nmureparypHOTo TBOPUECTBA.
«ABTOp B TEKCTE» KaK PealbHOCTh U (PYHKIIHS.
10 BeIpaxxeHue OTHOLIEHUN U HACTPOCHHUM.

L OTAN R WD =

Omnpenenure CynHOCTb U MECTO JIUTEPATYPHO-KPUTUUECKUN JUCKYPC B JINTEPATYPHOM IIPOLIECCE.

B uem 3aximouaeTrcs OCHOBHAs nacs (byHKI_[I/IOHaHBHO—HpaFMaTquCKOﬁ TCOpHUHU XYHOKCCTBCHHOTI'O

HazoBuTe Hambosnee uvacto ymoTpeOuMMble B JIMUTEpaType BBIPA3UTENbHbIE CpPEACTBA S3bIKA H

11. Ilman moBecTBOBATENS M TUTaH MEPCOHAKEH Kak (popma mpeacTaBiIeHUs XyI0’)KECTBEHHOTO MHPA.

12. YpoBeHb «uuTarenp — TeKcT». DakTop agpecara IUTEPATYPHOTO TEKCTA.
13. XymoskeCTBEHHBIN TEKCT KaK KaHaJI CBSI3W U UCTOYHUK UH(OpMAITUH.

14. Crioco6b! nposiBieHUs (PaKTHUECKON (PYHKIIUH B TUTEPATYPHOM TEKCTE.
15. CpencrBa BeipakeHHs IMPATHICCKON (PYHKITHH.

16. IlpyuHIMIIBI 1 METOAMKN MHTEPIPETALNN XYI0KECTBEHHOTO TEKCTA.

Jlumepamypa: [3, c. 41 - 210].

Bonpocsl 111 cCaMOKOHTPOJIA:

Urto Takoe pedepeHIus B XyJ0)KECTBEHHOM TeKCTe?

Ha3oBHTe KOMIIOHEHTHI XyI0)KECTBEHHOT'O MUPA.

B uem cocTout mudonostuueckas GyHKIU B TEKCTE?

KakoBbI (QyHKITUU «UTPBI CTIOB» B TEKCTE?

Uro Takoe CHHTarMarvuka U mapagurmMaTika XynoKeCTBEHHOTo TeKcTa?
Kak BbIpa)karoTcsi OTHOIIEHHUS! M HACTPOCHHUS B XyI0KECTBEHHOM TeKcTe?

A e
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Yro cocTaBnseT GOpMy IPEACTaBICHUS XYI0)KECTBEHHOTO MUpa’?

HazoBure ciocoOsl mposiBiieHUs GpaTuueckoi GyHKINHU B TUTEPATypHOM TEKCTE?

Kaxue Brl 3HaeTe cpencTBa BeipakeHus dMpaTndeckoit GyHKIun?

Ha3zoBute Hanbonee M3BECTHbIE NMPUHIMIIBI U METOAWKHU WHTEPIPETALMH XyI0)KECTBEHHOTO TEKCTa.

2—3).

Tema 3. G. Greene, The Invisible Japanese Gentlemen
Inan:
Kparkoe conepxaHnue Tekcra.
KoMMeHTHpOBaHNE BBI3BABIINX 3aTPYIHEHHUS (ParMeHTOB.
Tema u nnes tekcra. «Touka 3peHus». @urypa noBecTBOBaTEINS.
Kommnozunuss u apxurekroHnka. OcoOEHHOCTH OpraHM3alHi XYJOXKECTBEHHOIO BPEMEHU U
IPOCTPaHCTBA.
O06pa3bl mepcoHaxeil. SI3pIKOBBIC U HESI3BIKOBBIC CPEICTBA XaPAKTEPUCTHKU TTEPCOHAKEH.
Wuble 00pasbl, 3HaUMMBIC 7Sl MOHMMAHUS TEKCTa. SI3BIKOBBIE CPEICTBA M CTUJIMCTHYECKHE
IIPUEMBI X CO3JaHUS.
7. ToH moBecTBOBaHMsI, HACTPOCHHUE MIEPCOHAXKEH, 001as arMocTdhepa TeKCTa. S3bIKOBbIE CPEICTBA
Y CTUWIMCTUYECKHE TPUEMBI UX CO3JaHUSI.
8. OcoOeHHOCTH aBTOPCKOM MaHEpH! ITOBECTBOBAHUSI.
9. Tloaroroska IuiaHa aHajanu3a TEKCTA.
10. [IpeacraBnenue aHain3a TEKCTA.

el

Al

Jlumepamypa: [1, c. 5-6]; [2, c. 150 — 190].

Bomnipocsl 11t cCaMOKOHTPOJIS:

1.

2.
3.

*

10.

11.

12.

13

14.

Read the story carefully, consulting dictionaries and reference books whenever you encounter lexical
units or any other items that you do not find entirely familiar.

Summarize the contents of the story, preferably in no more than five sentences.

Comment on the point of view. What type of narrator does G. Greene use in this story?

In what ways is it relevant to the understanding of the story that its narrator is a professional writer?
(Give a detailed and motivated answer.)

What forms of narration does the author resort to in this story? What are their functions? How do they
interrelate?

Analyse the composition of the story. At what points of the text do the Narrator’s interpositions
(reflections, meditations) occur? What are their functions? What is their tone? (Give a detailed and
motivated answer.)

What compositional devices and other techniques are employed to draw the reader’s attention to the
group of Japanese gentlemen? What do you think is the main role that these gentlemen play in the
story? (Give a detailed and motivated answer.)

Comment on the methods and means used to characterize the young couple.

What does the reader come to know about the young couple’s background from the contents of their
conversation and various details of their behaviour? (Give a detailed and motivated answer.)
Comment on the role of alluding to the young couple’s early 19" century “counterparts” as a means of
characterisation. What effect is achieved by contrasting young people of the two historical periods?
(NB: Find as much information on the Regency period as you believe would be sufficient for the
understanding of this allusion.) What features of the young man’s and the girl’s characters are
revealed in this way?

In what ways are the young man and the girl similar to each other and in what ways are they different?
(Give a detailed and motivated answer.)

Which of the young people appears to have a stronger character? Where does this strength lie?

. With the help of what means is the young people’s relationship characterised? Speak on the specific

means of characterisation employed in the story showing what you think they help the reader to
understand about their relationship.

Comment on the girl’s “powers of observation”. (Pay attention, among other things, to the title of the
story.)



15. How is it made clear to the reader that the girl’s apparent artistic ambitions are in fact no more than a
reflection of her social ambitions?

16. Why does the Narrator find himself hoping she will fail as a writer? (Give a detailed and motivated
answer.)

17. What is the Narrator’s view of literature and the world of publishing?

18. Define the central theme and the message of the story.

Tema 4. John Cheever, The Enormous Radio
Ilnan:
Kparkoe conepxaHue Tekcra.
KoMMmeHTHpOBaHUE BBI3BABIINX 3aTPYIHEHUS (PPArMEHTOB.
Tema u nnes tekcra. «Touka 3peHus». PUrypa noBecTBOBATEINS.
Komnosunusa u apxutekroHnka. OCOOCHHOCTH OpraHU3alluM XyIOKECTBEHHOTO BPEMEHHU U
IIPOCTPAHCTBA.
OO0pa3bl nepcoHakei. SI3bIKOBBIE M HES3BIKOBBIC CPEICTBA XapPAKTEPUCTHKHU MTEPCOHAKEH.
Wuble 00pa3bl, 3HaYMMbIE A1 MOHMMAaHHUS TEKCTa. SI3bIKOBBIE CpElCTBa M CTHIMCTUYECKHE
MMPUCMBI UX CO3JaHUS.
7. ToH mMOBECTBOBaHUs, HACTPOEHHUE TTIEPCOHAKEH, 001mIas arMocTdepa TekcTa. S3bpIKOBbIE CpeacTBa
" CTUJIMCTUYCCKHUC MPUCMBI UX CO3JaHUSA.
8. OcobeHHOCTH aBTOPCKOM MaHEPHI TOBECTBOBAHMS.
9. IlonroroBka IjaHa aHaJIM3a TEKCTA.
10. IlpencraBnenue aHann3a TEKCTA.

el

AN

Jlumepamypa: [1, c. 7T— 8]; [2. ¢. 150 — 190, 217 — 274].

Bonpocsl 111 CaMOKOHTPOJIA:

1.Read the story carefully, consulting dictionaries and reference books whenever you encounter lexical
units or any other items that you do not find entirely familiar.

2.Summarize the contents of the story, preferably in no more than six or seven sentences.

3.Comment on the point of view. Identify the type of narrator. What are the advantages of this point of
view for this particular story?

4.Analyse the composition and plot structure of the story. Identify the elements of the plot structure. Does
the story have an open or closed plot structure?

S.Analyse the portrayal of the Westcotts.

5.1. Comment on the way they are introduced in the exposition: what details, tropes and figures of speech,

etc. are particularly important in their characterization? What is their most important feature? How does

the author draw the reader’s attention to it? Analyse their individual portrayal in the exposition. In what

ways do you think they are similar to each other and in what ways do they differ, judging by what you

learn about them from the exposition? Why do you think they try to conceal their interest in serious music

from their friends?

5.2. What is the author’s attitude to the ‘average’ middle-class family and how is it expressed? (Give a

detailed and motivated answer.)

5.3. Comment on the contrast between the ‘picture’ of the Westcott family in the exposition and the truth
about Jim’s problems and Irene’s past revealed later, particularly in the climax of the story. Compare what
the reader learns about Irene’s past from Jim’s indignant outburst with what Irene has come to learn about
her neighbours thanks to the ‘enormous radio’. (Give a detailed and motivated answer.)

5.4. Speak on the effect of foreshadowing created in the exposition and in the course of rising action with
reference to Irene’s view of her own life and that of her neighbours: what details and words create this
effect and in what ways? (Give a detailed answer.)

5.5. What makes Irene gradually realize that her own life may be less happy and protected than she has
always assumed it to be?

5.6. Compare Irene and Jim in the closing episodes of the story. Define and account for the difference in
their attitudes to what they have been overhearing on the radio. What does Jim hate most about his wife?
(Give a detailed and motivated answer.)

6.Analyse the image of the ‘enormous radio’.



6.1. Comment on the title.

6.2. What role does the description of the radio play? What impression does it produce? Comment on the
use of tropes and figures of speech. Pay special attention to the device of personification employed by the
author. (Give a detailed and motivated answer.)

6.3. Comment on the effect of foreshadowing with reference to the ‘enormous radio’. What details,

tropes, etc. hint at the role the radio is to play in the Westcotts’ life? (Give a detailed and motivated
answer.)

6.4. Comment on the symbolic dimension of the image of the ‘enormous radio’. (Give a motivated
answer.)

6.5. Speak on the significance of the radio’s return to normal functioning after the climax of the story.
7.Comment on the leitmotifs of the story. In what way(s) are they introduced?

8.Define the central theme and message of the story.

Tema S. Irwin Shaw, Search Through the Streets of the City
Ilnan:
Kparkoe conepxaHue Tekcra.
KoMMmeHTHpOBaHUE BBI3BABIINX 3aTPYIHEHUS ()PArMEHTOB.
Tema u nnes tekcra. «Touka 3peHus». @uUrypa noBecTBOBATEINS.
Komnosunusa u apxutekroHnka. OCOOCHHOCTH OpraHU3alluM XyIOKECTBEHHOTO BPEMEHU U
IIPOCTPAHCTBA.
OO0pa3bl mepcoHakei. SI3bIKOBBIE M HES3BIKOBBIC CPEICTBA XapAKTEPUCTHKU MTEPCOHAKEH.
Wubie 00pa3bl, 3HaYMMbIE A MOHMMAaHHUS TEKCTa. SI3bIKOBBIE CpENCTBa M CTHIMCTUYECKHE
MMPUCMBI UX CO3JaHUS.
7. ToH mOBEeCTBOBaHUs, HACTPOEHHUE TTIEPCOHAXKEH, 001mIas arMocTdepa TekcTa. S3bpIKOBbIE CpeaCcTBa
U CTUJIMCTUYCCKHUC MPUCMBI UX CO3aHUSA.
8. OcobeHHOCTH aBTOPCKOM MaHEPHI TOBECTBOBAHMS.
9. IlonroroBka IjaHa aHaJIM3a TEKCTA.
10. IlpencraBnenue aHann3a TEKCTA.

el

AN

Jlumepamypa: [1, c. 8 — 9]; [2. c. 150 — 190, 208 — 209, 217 — 274].

Bonpocel 111 cCaMOKOHTPOJIA:

1. Read the story carefully, consulting dictionaries and reference books whenever you encounter
lexical units or any other items that you do not find entirely familiar.

2. Summarize the contents of the story, preferably in no more than five sentences.

3. Comment on the point of view and focalization. Identify the type of narrator. Which of the two
main characters can be said to be endowed with a ‘point of view’ of his/her own? How is this
character’s point of view combined with that of the narrator? (Give a detailed answer.)

4. Comment on the role and types of implication in the story. What features of the author’s narration
and dialogue contribute to its creation?

5. Analyse the composition and plot structure. In what ways do you think the compositional
techniques used by the author contribute to the portrayal of the characters? (Give a detailed and
motivated answer.)

6. Analyse some of the other ways in which the characters of Paul and Harriet are portrayed.

7. Define their attitudes to the love affair they had. Identify the means whereby the author depicts
Paul’s efforts to revive the past and Harriet’s reluctance to do it. NB: How is Harriet’s growing
discomfort shown? (Enumerate the relevant details, etc.) Does Harriet, in spite of her general
discomfort, experience any moments of nostalgia for the past in the course of their walk? If so,
what are they and what signals indicate such moments? (Give a detailed and motivated answer.)

8. Account for the difference in their attitudes to their past. What are the barriers that have arisen
between them since the end of their affair? (Give a detailed and motivated answer.)

9. Characterize Paul’s emotional condition. With the help of what means is it depicted? (Give a
detailed answer.)

10. Interpret the ending of the story.

11. Comment on the leitmotif(s) of the story. With the help of what means are they introduced?



12. Define the central theme and message of the story.

Tema 6. John O’Hara, Call Me, Call Me
Inan:
Kparkoe copepxanue Tekcra.
KoMMmeHnTHpOBaHUE BBI3BABIINX 3aTPYJHEHUS (PPArMEHTOB.
Tema u nnes tekcra. «Touka 3peHus». PUrypa noBeCcTBOBATEINS.
Komnosunus u apxutekroHnka. OCOOCHHOCTH OpraHU3alluM XyIO0KECTBEHHOTO BPEMEHHU U
IIPOCTPAHCTBA.
OO0pa3bl mepcoHakei. SI3bIKOBBIE M HES3BIKOBBIC CPEICTBA XapAKTEPUCTHKU MIEPCOHAKEH.
Wubie 00pa3bl, 3HaYMMbIE AJIi MOHMMAaHHUS TEKCTa. SI3bIKOBBIE CpENCTBa M CTHIMCTUYECKHE
MMPUCMBI UX CO3JaHUS.
7. ToH mMOBECTBOBaHUs, HACTPOEHHUE TTIEPCOHAXKEH, 001mas arMocTdepa TekcTa. S3bpIKOBbIE CpeacTBa
" CTUJIMCTUYCCKHUC MPUCMBI UX CO3JaHUSA.

8. OcobeHHOCTH aBTOPCKOM MaHEPHI TOBECTBOBAHMS.
9. IlonroroBka IjaHa aHaJIM3a TEKCTA.
10. IlpencraBnenue aHann3a TEKCTA.

el

AN

Jlumepamypa: [1, c. 10-11]; [2, ¢. 150 — 190, 296 — 298].

Bomnpocsl 11t cCAaMOKOHTPOJISA:

1.Read the story carefully, consulting dictionaries and reference books whenever you encounter lexical
units or any other items that you do not find entirely familiar.

2.Summarize the contents of the story, preferably in no more than six sentences.

3. Analyse the composition and plot structure of the text.

3.1. How many parts (or scenes) is the story arranged in? What are they?

3.2. What forms of narration predominate in each part?

3.3. From whose perspective is Joan Hamford viewed in each part? How are these perspectives related to
the forms of narration used? (Give a detailed and motivated answer.)

3.4. Comment on the role that the principle of contrast plays in the composition of the story. 4. Analyse
the opening scene of the story.

4.1. Speak on the means (details, tropes and figures of speech, etc.) the author employs in the opening
scene of the story to contrast Joan Hamford’s past and present. (Give a detailed and motivated answer.)
4.2. What is the role in this context of the doorman’s “classification” of the hotel guests?

4.3. What effect is achieved by reproducing the doorman’s thoughts in the form of inner represented
speech? What is the function of phrase epithets in the doorman’s inner represented speech? (Give a
detailed and motivated answer.)

5.Analyse Joan Hamford’s conversation with the taxi driver.

5.1. Can they be described as people who have found themselves in similar situations? If so, where do the
similarities lie and how are they shown in the story? (Give a detailed and motivated answer.)

5.2. In what ways are their situations different? Who appears to have a happier “old age”? How is that
impression created in the story? (Give a detailed and motivated answer.)

5.3. What features of Joan’s and the driver’s characters and backgrounds are revealed through speech
characterisation? (Give a detailed and motivated answer. NB: Comment on the role of graphons.)

5.4. What effect does this conversation produce on Joan?

6.Analyse Joan’s conversation with Ralph Sanderson.

6.1. What is Joan’s emotional state just before the conversation and how is it depicted?

6.2. Account for Joan’s behaviour during the conversation and her refusal to take the part. (Give a detailed
and motivated answer. NB: Was it a good part under the circumstances?)

6.3. Comment on the ending and the title of the story.

7.Define the central theme and message of the story.



Tema 7. F. Scott Fitzgerald, The Dance
Inan:
Kparkoe copepxaHue Tekcra.
KoMMmeHTHpOBaHUE BBI3BABIINX 3aTPYIHEHUS (PPArMEHTOB.
Tema u nnes tekcra. «Touka 3peHus». PuUrypa noBecTBOBATEINS.
Komnosunusa u apxutekroHnka. OCOOCHHOCTH OpraHU3alluM XyIO0KECTBEHHOTO BPEMEHHU U
MIPOCTPAHCTBA.
OO0pa3bl nepcoHakei. SI3bIKOBBIE M HES3BIKOBBIC CPEICTBA XapPAKTEPUCTHKU MEPCOHAKEH.
Wubie 00pa3bl, 3HaYMMbIE Al MOHMMAaHHUS TEKCTa. SI3bIKOBBIE CpElCTBa M CTHIMCTUYECKHE
MMPUCMBI UX CO3JaHUS.
7. ToH mMOBECTBOBaHUs, HACTPOEHHUE TTIEPCOHAXKEH, 001mIas arMocTdepa TekcTa. S3bpIKOBBIE CpeaCcTBa
U CTUJIMCTUYCCKHUC MTPUCMBI UX CO3JaHUSA.

8. OcobeHHOCTH aBTOPCKOM MaHEPHI TOBECTBOBAHMS.
9. IlonroroBka IjaHa aHaJIM3a TEKCTA.
10. IlpencraBnenue aHann3a TEKCTA.

b

AN

Jlumepamypa: [1, c. 12 —13]; [2, c. 150 — 190, 296 — 298].

Bonpocsl 111 CaMOKOHTPOJIA:

1. Read the story carefully, consulting dictionaries and reference books whenever you encounter lexical
units or any other items that you do not find entirely familiar.

2. Summarize the contents of the story, preferably in no more than seven or eight sentences. Try to
recount the events in chronological order, as far as possible.

3. List the characters involved in the events described and state briefly their role in the story, e. g.: Marie
Bannerman, the victim.

4. Analyse the point of view and the figure of the narrator.

4.1. What features of this short story are due to the fact that the author resorts to entrusted narration?

4.2. Identify the type of the first-person narrator used by F. Scott Fitzgerald.

4.3. How does the narrator’s background affect her view of the scene of the story and the events she
witnessed? (Give a detailed and motivated answer. Remember that the narrator is a young woman from
New York, and the action takes place in a small Southern town. Take into account the narrator’s social
position as well.)

4.4. In what ways does the narrator’s close involvement in the events described affect her attitude to the
other characters? (Give a detailed and motivated answer. Speak on the means, including details, tropes
and figures of speech, etc., whereby the author reveals this attitude to the reader. You may find it a good
idea to begin by comparing the way Marie Bannerman, Joe Cable and Catherine Jones are introduced to
the reader. Analyse various other references to these characters elsewhere in the story as well.)

5. Analyse the genre, composition and plot structure of the short story.

5.1. Can the story be readily classified as belonging to one particular genre? If so, which one? If not,
features of what genres does it combine? (Give a detailed and motivated answer. Pay attention to the plot
structure, the arrangement of events in time, the treatment of the characters.)

5.2. What effect is achieved by the framing composition used?

5.3. What features of the composition contribute to the effect of suspense?

5.4. In what other ways is the effect of suspense created?

5.5. How does the composition reflect the fact that the events are presented in the form of the narrator’s
reminiscences?

6. Comment on the role the device of contrast plays in the story. Give a detailed and motivated answer.
6.1. Speak on the significance of the two pairs of contrasting notions discussed by the narrator: small
towns vs. big cities; the American North vs. the American South.

6.2. Analyse the imagery associated with the contrasting items in each opposition.

7. Define the main theme(s) and message of the story.



Tema 8. CamocTosITeIbHBI AHAJIN3 TEKCTA MO YKA3aHUIO NMPenoaaBaresis

[IpencraBienne caMOCTOSITENILHO MOATOTOBICHHOTO aHAlU3a TEKCTa, MPEIOKEHHOTo MperoiaBaTeliem,
I10 CIEAYIOLIEMY IUIaHY.
ILnan:
1. Kparkoe copepxanue Tekcra. Tema u naest Tekcra.
«Touka 3penus». @urypa noBeCTBOBATENS.
3. Kommosumuss u apxuTekToHHKa. OCOOEHHOCTHM OpraHM3alMy XYIOKECTBEHHOTO BPEMEHU H
MIPOCTPAHCTBA.
4. OO6pa3sl nepcoHaxen. SI3bIKOBbIC 1 HES3BIKOBBIEC CPEICTBA XapaKTEPUCTHKH MTEPCOHAKEH.
Wubie 00pa3bl, 3HaYMMbIEC A1 MOHMMAHUSA TEKCTa. SI3BIKOBBIE CpPEACTBA U CTHJIMCTUYECKHUE
MIPUEMBI UX CO3/IaHUSI.
6. ToH moBecTBOBaHMS, HACTPOCHHE MEPCOHAKEH, 00IIas arMocTdepa TeKCTa. S3BIKOBBIE CPEICTBA U
CTUIIMCTUYECKHE TPUEMBI UX CO3/IaHHS.
7. OcoOeHHOCTH aBTOPCKON MaHEPHl TOBECTBOBAHMS.

e

Jlumepamypa: [2, c. 150 — 315].

Tema 9. CaMmocTosiTe/ILHBIN aHAJN3 TEKCTA MO BLIOOPY CTYIEHTA

[IpencraBieHne caMOCTOSTENBHO MOATOTOBIEHHOIO aHaJIW3a TEKCTa, BHIOPAHHOTO CaMUM CTYAEHTOM, IO
CIIeIYIOIIEMY TUIaHY.
ILnan:
Kparkoe conepkanue Tekcra. Tema u ujest TeKCTa.
«Touka 3penus». @urypa noBeCTBOBATENS.
3. Kommosumuss u apxuTekToHHKa. OCOOEHHOCTHM OpraHM3alMy XYyIOKECTBEHHOTO BPEMEHU H
MIPOCTPaAHCTBA.
4. OO0pa3sl nepcoHaxel. SI3pIKOBbIC 1 HES3BIKOBBIEC CPEICTBA XapaKTEPUCTHKH MTEPCOHAKEH.
Wupie 00pa3bl, 3HaYMMbIEC A MOHMMAHUSA TEKCTAa. SI3BIKOBBIE CpEACTBA U CTHJIMCTUYECKHUE
MIPUEMBI UX CO3/IaHUSI.
6. ToH moBecTBOBaHMS, HACTPOCHHE MEPCOHAKEH, 00IIas arMocTdepa TeKCTa. S3bIKOBBIE CPEICTBA U
CTUIIMCTUYECKHE TPUEMBI UX CO3JIaHHS.
7. OcoOeHHOCTH aBTOPCKON MaHEPhl TOBECTBOBAHMS.

N =

e

Jlumepamypa: [2, c. 150 — 315].



