IIpunoxenue 4

MUWHNCTEPCTBO HAYKHM U BBICIHIEI'O OBPA30BAHMSA POCCUMCKOW ®EJEPALINN

(eaepanbHOe rocyjlapcTBeHHOE AaBTOHOMHOE
oOpa3oBaTe/IbHOE yUpe)KJeHHe BhICIIero 00pa3oBaHMs_
«HanuoHaibHbIN HCC/Ie/JoBaTeTIbCKUil HKeropoackuii rocy/japCTBeHHbIN YHUBEPCUTET
uMm. H.W. JTo6aueBcKkoro»

I/IHCTI/ITyT CI)I/IJIO]IOI‘I/II/I N )XYPHA/IUCTHUKU

YTBEPXXIEHO

pelieHvem YyeHoro copera HHI'Y

npoToko/ Ne 10 ot 02.12.2024 1.

Pa6ouasi nporpaMma AMCLMIUITAHBI

CoBpeMeHHbIV aHTJIMWCKUM S13bIK

YpoBeHb BhICIIETO 0Opa30BaHUs
Maructparypa

HaripaBneHvie moAroToBKY / CeLUaIbHOCTh
45.04.02 - JIMHrBUCTHKA

HamnpaBneHHOCTb 06pa3oBaTeTbHON MPOrPaMMbI
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1. Mecto pucyuninHsbl B cTpyktype OITIOII

HOuctunmza 51.0.1B.01.01.02 CoBpeMeHHBIM aHTTHICKUH SI3bIK OTHOCUTCS K 00513aTe/TbHOM 4acTH
obpasoBaresibHOM IPOrpaMMBI.

2. IInanupyembie pe3y/ibTaThl O0yYeHHsI MO JAUCIUIUIMHE, COOTHECEHHbI€ C TUIAHUPYEMBIMH
pe3y/ibTaTaMi OCBOeHUsI 00pa3oBaTe/bHON MpPorpaMmbl (KOMIETeHHMAMH M HWH/UKATOPaMH
AOCTYDKeHHsI KOMITeTeHI[Ui)

dopmupyemsbie IlnaHupyeMbie pe3yabTaThl 00yUeHHs M0 AUCHUILUIMHe | HanMeHOBaHHe OLeHOYHOTO CPe/ICTBA
KOMIIeTeHL{UH (Mofgyn0), B  COOTBETCTBMM C€  HHAUKATOPOM
(xof, comep)kaHue | JOCTH)KeHHS KOMIIeTeHIIMH
KOMTIETEHIIVN) Nupukarop poctwkeHusi | PesyabTarsl 00yueHust Jns Tekymiero | /ins
KOMIIeTeHL{UMN o AUCLUIIUHE KOHTPOJIA MPOMEe)XyTOUHOMH
(xon, coZiepkaHue ycreBaemMoCTH aTrTecTranuu
VHAWKATOpa)
YK-4: CnocobeH YK-4.1: Bvibupaem Ha YK-4.1: Tecm
npumeHsmb 20cy0apcmeeHHOM U 3Haem aumepamypHyto ¢popmy DK3aMeH:
CO8peMEHHbIe UHOCMPAHHOM (-blX) A3bIKAX  |20CyOapCMEeHHO20 A3bIKA,
KOMMYHUKAMueHbte | Mpaxmuueckoe
lYHUKAMUBHO OCHOBbI 3adaHue

mexHono2uuU, 8 MOM
yucse Ha
UHOCMPAHHOM(bIX)
Aa3bike(ax), ons

npuemaemble cmuau 0108020 | yCMHOU U NUCbMEHHOL

O6lL{eHLlﬂ, 6€p6(1/lebl€ u KOMMyHUKayuu

H€6€p6a/lebl€ cpebcmea HAd UHOCMPAHHOM f3blKe,

aKadoemuueckozo0 u e3aumooelicmsus ¢ ¢yHKYUOHANbHBIE cuau
npogeccuoHanbHo20

e3aumooeticmaus

napmuepamu DOOHO20

YK-4.2: Ucnoab3yem A3bIKa, Mpebo8aHus K 0en080il
uHopmayuoHHo- KOMMYHUKayuu; eepbanbHble U
KOMMYHUKAYUOHHble HegepbasnbHble cpedcmea
mexHo/02UU NPU noucke e3aumodeticmsusi ¢
Heobxodumoli uHgpopmayuu 8  |napmHepamu;
npoyecce peuieHust
PasAuUHbIX Ymeem eblpadicamb ceou Mblcau
KOMMYHUKAMUBHbIX 3a0ay Ha4  |Ha

20cy0apcmeeHHOM U 20cy0apcmeeHHOM, POOHOM U
UHOCMPAHHOM (-bIX) A3bIKAX
YK-4.3: Bedem Oenosyto

nepenucky, yuumnleas

UHOCMPAHHOM AI3blKe €
cumyayuu denoeoti

KOMMYHUKAYUU; UCnosb308amb
0CObeHHOCMU CMUAUCMUKU 8epbasibHble U HegepOa/ibHble
ouyuanbHbIX U cpedcmea e83aumodeticmeusi ¢
HeouyuanbHbIX nucem, napmuepamu;
COYUOKY/IbMYypHble pasau4usi 8
¢opmame koppecnoHdeHyuu | Bradeem Hasbikamu 0ea080l
Ha 20cy0apCcmeeHHOM U KOMMYHUKAYuU Ha poOHOM U
UHOCMPAHHOM (-blX) A3bIKAX

YK-4.4: Ymeem

UHOCMPAHHOM A3bIKAX,

ucno/ib308daHusA 3ep6aﬂbe1x u

KOMMYHUKAMUBHO U
Ky/bMypHO npuem/aemo gecmu
YyCmHble denoeble pa3zo8ophbl 8
npoyecce
npogeccuoHarbHO20
83aumoOelicmeusi Ha
20Cy0apcmeeHHOM U
UHOCMPAHHOM (-blX) A3bIKAX

HegepbaibHbIX cpedcme
83aumooelicmeusi ¢

napmuepamu.

YK-4.2:
3Haem uH@opMayuoHHo-

KOMMYHUKAYUOHHbLE




YK-4.5: [lemoHcmpupyem
YMeHue 8bINOAHAMb Nepesoo
akademuuecKux u
npogeccuoHanbHbIX MeKCmos
C UHOCMPAHHO20 (-blX) HA

20Ccy0apcmeeHHblil A3bIK

mexHosno2uu 04151 NoUCKa
Heobxodumoll uHgopmayuu

8 npoyecce peuwleHust pasau4HbIx
KOMMYHUKAmMU@HbIX 3a0ay Ha
20cy0apcmeeHHOM U

UHOCMPAHHOM (-bIX) S3bIKAX;

Ymeem ucnonb3oeamsb
UHpOPMAYUOHHO-
KOMMYHUKAYUOHHbIE
mexHo/I02UU NPU NoUcKe
Heobxodumoll uHgopmayuu 8
npoyecce pewieHusi paauyuHbIx
KOMMYHUKAMUBHbIX 3a0ay Ha
20Cy0apcmeeHHOM U

UHOCMPAHHOM (-blX) A3bIKAX;

Bnadeem npakmuueckumu
HABbIKAMU UCNO/b308AHUS!
UHPOPMAYUOHHO-
KOMMYHUKAYUOHHBIX
mexHoso2ull 0151 noucka
Heobxodumoli uHgopmayuu

8 npoyecce pewleHust pasnu4HbIX
KOMMYHUKAmMUBHbIX 3a0ay Ha
20cy0apcmeeHHOM U

UHOCMPAHHOM (-blX) A3bIKAX.

YK-4.3:

3Haem npuembl cocmaeneHus
mekcmoe pasHoli
¢yHKYUOHANbHOU
npuHaonexcHocmu u

DA3HBIX M#CAHPO8 U cmuseli Ha
20cy0apcmeeHHOM U

POOHOM S13bIKAX, NPUEMbL
8edeHust 0e/1080il nepenucku ¢
yuemom ocobeHHOCmell
cmuAuCmuKu oQuYuanbHbIX U
HeopuyuanbHbIX

nucem, COYUOKy/IbmMypHbIX
paszauuuti 8 popmame
KOppecnoHOeHyuu Ha
20Ccy0apcmeeHHOM U

UHOCMPAHHOM (-blX) A3bIKAX;

Ymeem npumeHsmb npuembl
cocmas/eHusi meKkcmos pasHou
¢yHKyUOHANBHOLL
npuHaonexicHocmu u

DA3HbIX HCAHPOB U cmusell Ha
20cy0apcmeeHHOM U

DOOHOM A3bIKAX, 8eCmu 0e/108YH0
nepenucky y4umbl8ds




0CcobeHHOCMU CMUAUCMUKU
ouyuanbHbIX U
HeopuyuanbHbIX

nucem, COYuOKy/bmypHble
pasnuuus e popmame
KOppecnoHOeHyuu Ha
20Cy0apCcmeeHHOM U
UHOCMPAHHOM (-bIX) A3bIKAX;

Bnadeem npakmuueckum
onbimom

cocmas/eHusi meKcmoe pasHol
¢yHKyUOHANBHOU
npuHadnexicHocmu u

DA3HbIX HCAHPOB U cmusell Ha
20Cy0apcmeeHHOM U

DOOHOM 53bIKAX, 8e0eHUS
0e10801l nepenucku ¢ yuemom
ocobeHHOCmell cmuaucmuKu
opuyuanbHbIX U
HeouyuanbHbIX

nucem, COYUOKy/bMypPHbIX
paznuvuli 8 popmame
KoppecnoHOeHyuu Ha
20cy0apcmeeHHOM U

UHOCMPAHHOM (-blX) A3bIKAX.

YK-4.4:

3Haem npuembl 8e0eHUs YCMHbIX
0e/108bIX pa3e080po8 8 npoyecce
npogeccuoHanbHO20
83aumooelicmeus Ha
20cy0apcmeeHHOM U

UHOCMPAHHOM (-bIX) A3bIKAX;

Ymeem KOMMyHUKAMUBHO U
Ky/IbMypHO npuemaemo gecmu
YCmHble Oenosble paszo8opbl 8
npoyecce npogeccuoHaIbLHO20
83aumooelicmeust Ha
20cy0apcmeeHHOM U
UHOCMPAHHOM (-bIX) A3bIKAX;

Bnadeem npakmuueckumu
HABbIKaMu 8e0eHUsl YCMHbIX
0e/108bIX pa32080p08 8 npoyecce
npogeccuoHanbHo20
e3aumooelicmeus Ha
20Cy0apCmeeHHOM U
UHOCMPAHHOM (-blX) A3bIKAX.

YK-4.5:

3Haem mexHo/n02uU nepesoaa




meKcmoe ¢ UHOCMPAHHO20

A3bIKA HA POOHOLL;

Ymeem ucnoab3oeamb
MemoouKy nepegooa
meKcmoe ¢ UHOCMPAHHO20

S3bIKA HA POOHOU;

Bnadeem HasblKamu u onbIMom
nepesoda
meKCcmoe ¢ UHOCMPAHHO20

S13bIKA HA POOHOLI.

OIIK-4: CnocobeH
co30asamb U
NOHUMamb peyegble
npousgedeHus Ha
uzyuaemom
UHOCMPAHHOM fi3blKe
8 ycmHoll u
nucbMeHHol ¢popmax
npuMeHUmMeabHoO K
o¢puyuanbHomy,
HelimpanbHOMYy U
HeoguyuanbHomy
peaucmpam obweHust

OIIK-4.1: Ucnoab3zyem u
npumeHsiem 8
npogeccuoHanbHoll
OesimenbHOCMU, 8 MOM YUC/e 8
nedazo2uyeckoll, c60b600Hoe
e1adeHue 0CHOBHbIM
u3yuaembim 3bIKOM 8 e20
AumepamypHoti popme
OIIK-4.2: Co30aem ycmHble U
nuCbMeHHble MeKCMbl pasHoU
yHKYUOHANbHOU
NPUHAOAeHCHOCMU U PA3HbIX
JHCAHPOB HA U3y4aemMoM
UHOCMPAHHOM $13bIKe,
onupasch Ha 6azosble
MemoObl U npuembl Ux
c030aHus

OIIK-4.3: BocnpuHumaem u
npaswibHO UHMepnpemupyem
YCMHble U nUCbMeHHble
coobwyeHust pasHou
¢yHKYUOHANbHOU
NpuHaoNe’CHOCMU U pasHbIX
J#CAHPOB HA U3yUaeMoM
UHOCMPAHHOM $13blKe

OIIK-4.1:
3Hnaem u ce0600HO 81adeem
OCHOBHBIM U3y4deMbIM 3bIKOM 8

€20 iumepamypHoli ¢popme;

Ymeem npumeHsimb 8
npocgeccuoHanbHoli
desmenbHOCMU, 8 MOM YUC/e 8
neoazo2uyeckoll, c60b600Hoe
871a0eHuUe OCHOBHbIM U3yUaemMbiM
A3bIKOM 8 €20 AUMepamypHoti

¢opme;

Bnadeem npakmuueckumu
HABbIKAMU UCNO/Ab308AHUSA U
npumeHeHus 6
npogeccuoHanbHou
desmenbHOCMU, 8 MOM YuUc/e 8
neoazo2u4eckoil, c60600HO20
8/1a0€HUSI OCHOBHbIM U3yUaeMbIM

S3bIKOM 8 €20 AUMmepamypHoti

¢opme.

3Haem 6a30ebie MemoObl U
npuembl pa3AuUYHbIX MUNO8
YCMHOU U NUCbMeHHOU
KOMMYHUKAYUU Ha OCHOBHOM

usyyaemom si3blke;

Ymeem ucnonb3oeams 8
npakmuyeckol destmeabHOCMU
6a308ble MemoObl U npuembl
DA3NUYHbIX MUNO8 yCMHOU U
NUCbMEHHOU KOMMYHUKAYUU HA
OCHOBHOM U3y4aeMOM Si3blKe;

Bnadeem npakmuueckumu
HABbIKAMU UCNO/b308AHUSL 8
npogeccuoHanbHoll

Juckyccus

OK3aMeH:
IIpakmuueckoe

3a0aHue




dessmenbHocmu 6a308bix
Memo008 U NPUeMo8 pasnuyHbIX
munoe ycmHoli u nucbMeHHol
KOMMYHUKAYUU Ha OCHOBHOM

usyuaemom s3blke.

3Haem 53bIK08ble HOPMbl
AumepamypHoU ¢popmbl
u3yuaemoz0 UHOCMPAHHO20
A13bIKA, OCHOBHbIE NPU3HAKU

(hYHKYUOHANBbHBIX cmusell peyu;

Ymeem npumeHsimb pasnuuHble
cmpamezuu UumeHus u
ayoupoeaHusi 04151 ycnewHoz20
peuweHust 3a0au
npogeccuoHabHoU
desimesnibHOCMU;

Bnadeem Hasblkamu U yMeHUsAMU
umeHusi U dyoupoeaHus,
Heobxoo0umbiMuU 0151 eoCnpusimust
U NOHUMAHUS pa3Au4HbIX MUNOB
YCMHBIX U NUCbMEHHbIX MeKCMOo8
0715 yCnewHo20 pelleHus 3a0au
npogeccuoHanbHou

desime/nibHOCMU.

OIIK-4.2:

3Haem 6a308ble MemoOb! U
npuembl pasAuyHbIX MUNO8
ycmHoll u nucbMeHHOU
KOMMYHUKAYUU HA OCHOBHOM

usyuaemom s3blke;

Ymeem ucnosab3oeams 8
npakmuyeckoil dessmeabHOCMU
6a30eble MemoObl U npuembl
PasnuyHbIX Munog ycmHot u
NUCbMEHHOU KOMMYHUKAYUU Ha
OCHOBHOM U3y4aemMOM fI3blKe;

Bnadeem npakmuuecKumu
HABbIKAMU UCNO/Ab308AHUS 8
npogeccuoHanbHoli
dessimenbHocmu 6a308bix
Memo0d08 U Npuemo8 pazAuuHbIX
munoe ycmHol U nucbMeHHol
KOMMYHUKAYuu Ha OCHOBHOM

usyuaemom f3blke.

OIIK-4.3:

3Haem 513bIKO8ble HOpMbL




AumepamypHoti popmbl
u3yuaemo20 UHOCMPAHHO20
A3bIKA, OCHOBHbIE NPU3HAKU

yHKYyuOHANbHBIX cmusell peyu;

Ymeem npumeHsimb pasuuHble
cmpameauu umeHus u
ayoupoeaHus 0/151 yCnewHoz20
peuweHust 3a0au
npogeccuoHanbHoll
desimesibHOCMU;

Bnadeem Hasblkamu U yMeHUsIMU
umeHus U ayoupoeaHus,
Heobxo0umblMu 0151 eocnpusimust
U NOHUMAHUS! PA3AUYHBIX MUNOB
YCMHBIX U NUCbMEHHbIX MeKCmMog
0/151 ycnewHo2o pelleHust 3a0au

npogeccuoHanbHoU

OesimesibHOCMU.
IIK-3: CnocobeH IIK-3.1: Ocyujecmensiem IIK-3.1: IIpakmuueckoe
npumeHsmo 6 JAumepamypHoe 3Haem ocHOBbl AUMepamypHozo | 3adaHue BK3AMEH:
NpOheccuoHanbHoll | pedakmuposanue pasauuHbix | pedaKMUPOBAHUS PAZAUUHDIX pakmuseckoe
desimenbHOCMU . P

munos mexkcmos munoe mexkcmoe;
3adaHue

WiupoKuil cnekmp
Memo0o08 U npuemos
C030aHusl,
mpaxcgopmayuu,
nepesoda u u
aHAIUMUKO-
cuHmemuueckoil
nepepabomku
pAa3AuUYHbIX MUNO8
mekcmog, 8 mom
yucne ¢
ucnob308aHuem
COBPEeMEeHHbIX
mexHonoautl

IIK-3.2: Co30aem, nepegooum
u mpaHcgopmupyem (8 mom
ylc/e ¢ U3MeHeHueM Cmusis,
Jicampa, yeneeoti
npuHaodnexcHoCmu mekcma)
PasauyHble Munbl MeKcmos
IIK-3.3: Ucnonb3yem 8
npogeccuoHanbHou
Oesime/nbHOCMU COBPeMeHHble
mexHoa02uU 0/ CO30aHus,
mpaxcgopmayuu u
AHAAUMUKO-CUHMemuueckoll
nepepabomku mexkcmos
TIK-3.4: Ocywecmensiem
pedakmupoeaHue,
pecepupogaHue u
cucmemamu3ayuio pasauyHbIx

munog mekcmoes

Ymeem npumensmb 8
npakmuueckotl desimenbHOCMU
npuembl U MeXHUKU
AumepanmypHozo
pedaKmuposaHusi pasau4HbIX

munose mekcmoes,

Bnadeem Hopmamu
JAumepantypHoeo A3blKa,
HaeblIKamu pedaKkmuposaHust

pasnu4yHbIX MuUnoe meKkcmos

IIK-3.2:

3Haem ocHogHble ceoticmea,
gepbanbHble u HegepbaibHbie
nokasamesnu, HaHpoeble u
cmuaucmuyeckue ocobeHHocmu
meKcmoe; npasuad co30aHus,
nepeeoda u
mpaHcgopmuposaHust
DA3NUYHBIX MUNO8 MeKCmoes;

Ymeem co3dasamsb, nepegoounib
u gudousmeHsmb Pazauunble
munbl MeKCcmoe ¢ onopoli Ha
3HAHUe cneyuguku

coomeemcmeyrujeco cmusis;




NpuUMeHsimb CO8peMeHHble
HayuyHble OOCMUMCEHUS! 8

nepegodueckoli OessmenbHOCMU.

Bnadeem npuHyunamu co30aHus,
nepeeooa u 8UOOU3MEeHeHUs.

pA3Au4HbIX Munoe mekcmoe.

IIK-3.3:

3Haem cogpemeHHble
mexHo/02uu 015 CO30aHUS,
mpaHcopmayuu U AHaNUMuUKo-
cuHmemuueckoli nepepabomxku

mekKcmos,

Ymeem npumeHsmb 8
npogeccuoHanbHoll
Oesime/nbHOCMU COBPeMeHHbIe
mexHo/no2uu 04151 CO30aHUs,
mpaxcgopmayuu u aHaAUMuKo-
CuHmemuueckoli nepepabomku

mekKcmoes,

Bnadeem Haebikamu
UCNoNb308aHUS 8
npogeccuoHanbHoU
OesimenbHOCMU COBPEMEHHBIX
mexHos02ull 0/ CO30aHus,
mpaHcgopmayuu u aHanuMuKo-
cuHmemuueckoll nepepabomxu
mekcmos

IIK-3.4:

3Haem cnocobbl u npasuna
pedakmuposaHus,
pecpepuposanus u
cucmemamu3ayuu pasauuHbIX

munos mekcmoes,

Ymeem npumeHsimb cnocobbt u
npasuaa pedakmupoeaHus,
pecbepuposaHus u
cucmemamu3ayuu pazauuHbIX
munog mekcmoe 8
npogeccuoHanbHol
desimenbHOCMU;

Bnadeem npakmuueckumu
Haeblkamu pedaKkmupoeaHus,
pecepupogaHus u
cucmemamu3ayuu pazauuHbIX

munog mexkcmoes




3. CTpyKTypa U cojiep>KaHHe AUCIUIUTHHBI

3.1 TpyA0eMKOCTb AUCLUII/IUHBI

OYHas
O0masi TPy/10eMKOCTBb, 3.€. 12
Yacos o yueGHOMY I/IaHY 432
B TOM YHCJ/Ie
ay/JUTOPHBIE 3aHATHSA (KOHTAKTHasi padoTa):
- 3aHATHUS JIEKIIHOHHOT'0 THIIA 0
- 3aHATHSA CEMHHAPCKOro THMa (MpaKkTHYecKue 3aHATHS / 1aGopaTopHbIie PaGoThI) 156
- KCP 6
caMocTosTe/IbHasA padoTa 162
ITpomexyTouHas arrecTanus 108
JK3aMeH

3.2. CozepxaHWe JUCLUIIIVHbI

(cmpykmypupoeaHHoe no memam (pa3denam) C YKA3aHueMm OmMBeOeHHO20 HA HUX Ko/auuecmed

axkademuuecKux udacos u 8uobl yuebHbIXx 3aHamuil)

HanmeHoBaHMe pa3[iesioB ¥ TeM JUCLUIUIMHBI Bcero B TOM UHCIe
(gacer)
KonrakTHasi pabora (pabota Bo
B3aUMO/IeHICTBUH C TIperno/iaBaresem),
Yyackl U3 HUX
3aHSTHS CamocTosiTe/ibHast
CeMHHApCKOro pabora
3ansTus TUMa o6yuarowerocs,
JIEKIIMOHHOTO | (TpakThueckue | Bcero Hachbl
THUIa 3aHsTHsA/Mabopa
TOpHbIE
paboThI), Uacel

0 0 0 0 0

o) o) o) o) o)

0 0 0 0 0
Grammar Practice. I'paMmaTiuecKuii IpakTUKYM 53 26 26 27
Entertainment and Art. IHycTpusi pa3BiieueHui. 53 26 26 27
Work, Empl t and Welfare. Pa6 T 7

ork, Employment and Welfare. Pabora, TpyaoycTpoicTBo 1 53 % % 97

Bnarococrosane.
21st -Century Medicine. MeguiiHa 21 Beka 53 26 26 27
Crime and Punishment. ITpectyruieHns 1 Haka3aHUsl. 53 26 26 27
Global Environmental Problems. I'no6abHble 5Kosoruueckye Ipo6ieMsl. 53 26 26 27
ArtTtecTauus 108
KCP 6 6
HWTtoro 432 0 156 162 162

Conep)KaHue Pa3e/ioB 1 TeM JUCHUIIMHbI




Tema 1. I3yueHre BpeMeH aHT/IMMCKOTO 513bIKa, KOHCTPYKLMI C TepyH/IMeM U ITpUYacTieM, NpesJioroB
BPEMEHH U MecCTa.

Tema 2. UteHue U miepecka3s cTaTeli Ha TeMy "VIHAyCTpuUs pa3BjieueHuit".

Tema 3. UteHue U niepeckas ctareii Ha Temy "Pabota, Tpyj0yCcTpoicTBO".

Tema 4. ObcyxaeHue cTaTel Ha Temy "MeguriyHa 21 Beka"

Tema 5. OOcyXzeHye U repecka3s crateii Ha Temy "TIpecTyruieHus: U Haka3aHus"

Tema 6. UteHne 1 iepecka3 crateii Ha TeMmy "I'100abHBIE SKO/IOTHYeCKHe TIPOO/ieMbr”

[MpakThyeckue 3aHsATUS /nabopaTopHble pabOThI OpPraHU3yHTCS, B TOM 4KC/e, B (popMe INpaKTHYeCKOi
TMOJITOTOBKM, KOTOpasi MpeAlycMaTpyBaeT ydyacThe OOyYarol[uXCsi B BBITIOJTHEHWU OT/AeNbHBIX 3/1eMEHTOB
pabor, cBsi3aHHBIX C OyAy1ieii MpodeccroHaTBLHON /1eSITeNbHOCTHIO.

Ha mpoBefieHre mpakTHUeCKWX 3aHSATHM / jlabopaTopHbIX paboT B (opMe MpPaKTHUYeCKOM MMOArOTOBKU
OTBOJWTCS: 04Hasi popma obyueHus - 124 4.

4. YueOHO-MeTOAMUeCKOe 00ecrieyeHHe CaMOCTOSITe/TbHOW Pad0ThI 00yJarouXCst

CamocrosiTenbHasi paboTta oOyuarouuxcsi BK/IIOUaeT B ceOsi MOATOTOBKY K KOHTPOJIBHBIM BOITPOCAM U
3a/laHUSIM /IS TEKYIlero KOHTPOJISi M TIPOMEXKYTOUHOM aTTeCTald M0 WUTOTaM OCBOEHHS JUCLIATUIAHBI
TIPUBE/JIeHHBIM B II. 5.

[nst obecrieueHrst CaMOCTOSITENTBHOM PabOTHI 00yUarOLXCsT UCTIONB3YIOTCS:
DNeKTPOHHBIE KYPChI, CO3/IAHHBIE B CHCTEMe 371eKTpoHHOr0 00yuenuss HHI'Y:

COBpeMeHHbBIN aHT/IUHCKUM 513bIK, https://e-learning.unn.ru/enrol/index.php?id=5992.

Hble yueOHO-MeTOAMYECKH e MaTepHaJIbl:

CamocrosiTenbHasi paboTta 00yuaronuxcsi BK/ItO4YaeT B ce0si MOATOTOBKY K KOHTPOJIBHBIM BOTIPOCaM U
3a/laHKsM /17151 TeKYIL[ero KOHTPOJIsL ¥ IPOMEeXXYTOYHOM aTTecTal{iu 10 UTOraM OCBOEHUSI
JUCLIATITUHBL.

CamocrosiTenbHasi paboTa MarMCTpaHTa HarpaB/ieHa Ha yriryOieHHOe h3yueHre OT/e/bHBIX TeM
Kypca.CrcTeMa UHAVBU/IYyaTbHOM CaMOCTOSITeIbHOM paboThI I0/KHA ObITh TTIOAUMHEHA YCBOEHUIO
TIOHSATUIHOT'O arrapara,loCKOJIbKY OJHOM M3 Ba)KHENIINX 3a/lay MO/TOTOBKH SIBJISIETCSL OB/IafleHue U
rpaMOTHOe TIpUMeHeHHre MpojecCUoHabHOW TepMUHOIOTUH. JIyullleMy yCBO@HHIO U TOHMMaHUIO
JUCLIATITMHBI TIOMOTYT pa3/dyHble SHIMK/IONeJUH, CJI0BapH, CIIPABOYHUKHU U /Ipyrve MaTepHuallbl,
yKa3aHHbIe B CITUCKe JIUTepaTyphl

5. @OHJ OLEHOUHBIX CPEeACTB /I TeKYyIlero KOHTPOJ/Is YyCleBaeMOCTH U TPOMEeXYyTOUHOM
aTTeCcTalyy Mo JUCIUIIMHE (MOY/II0)

5.1 TunoBble 3afiaHusA, He00XOJUMbIe [JIsi OLEHKH pe3y/IbTaTOB 00y4YeHHUsI MPU MPOBeJeHUH
TeKyIlero KOHTPOJisl yCIieBaeMOCTH C yKa3aHHeM KpHuTepHeB MX OLleHUBaHHUSA:

5.1.1 TumoBble 3ajaHusi (oueHoOuHoe cpeacTBO - Tecr) ANA oOUHeHKH C(HOPMHPOBAHHOCTH
KomnereHnyuu YK-4:

Choose the best answer for each question.

1. Excuse me, I if you could show me the way to the train station? a) would like b) wonder ¢) may ask d) hope



2. They all passed is considered an extremely difficult exam. a) what b) that c) this d) which
3. What would you do if you a million pounds? a) win b) would win ¢) won d) winning
4. If you go to London, the Tate Modern is really worth . a) to see b) seeing c) to be seen d) see

5. to post that card to Pete — it’s his birthday tomorrow. a) If I were you, I’d b) You should c) Don’t forget d)
You’d better

6. Mary went to the party of her headache. a) although b) in spite c) even though d) despite

7. T haven’t got my keys. I them at home. a) should have left b) must leave c) couldn’t leave d) must have left
8. Jack Reid won the award for the best actor, came as a surprise to many. a) who b) that ¢) what d) which

9. The taxi managed to arrive on time, the traffic was very heavy. a) although b) whereas c) despite d) even

10. The number of turtles on the island by 70% over the last decade. a) has declined b) has been declining c) has
been declined d) is declinin

11. Make sure you’ve had all the necessary injections before going into the jungle,
you’ll risk catching tropical diseases.

a) incase b) otherwise c¢) providing d) unless

12. It’s time____the fact that he’ll never make it as a rock musician.

a) he accepts b) he’ll accept c) he accepted d) he’d accept

13. I'd lived in Australia, so I was used to on the left side of the road.
a) driving b) drive c¢) having driven d) drove

14. You can say you like, there’s no substitute for hard work.

a) how b) that ¢) whichever d) whatever

15. Intelligence tests ~ _ to three thousand students in the University.
a) was given  b) will have been given c) have been given  d) gave
16. My colleague and I never speak while we_____

a) work b) will be working  c) are working d) have been working

17. ___Derek nowadays, he’s so busy at the office.

a) We see hardly ever b) We hardly see ever
c) We hardly ever see d) Hardly we ever see
18. ____ people trying to get into the football stadium.

a) There were too much b) There were too many
c¢) It was too many d) There was too many

19. I had a racing bike when I was young, and____.

a) my brother did so b) so did my brother c) so my brother d) did my brother
20. ____ of the food was inedible.

a) A large amount of b)) Many of c) Few of  d) A large number of
Kpurtepuu oueHnBaHus (oneHOUYHoe cpe/cTBO - Tecr)



Ouenka Kputepun ouieHnBaHus
3auTeHo JTaHbI BEPHbIE OTBETHI Ha OOJIBIIIMHCTBO BOMIPOCOB TECTa
He 3auTeHO JlaHbl HEBEPHBIE OTBETHI Ha OO/IBIIMHCTBO BOMPOCOB TECTa

5.1.2 TunoBble 3afaHus (OIeHOUHOE CPeJCTBO - JIMCKyccusi) A/isl OLeHKH C(hopMHPOBaHHOCTH

kKomneTteniuu OITK-4:

Take part in a scientific discussion in the "round table" format, organized by your tutor and present your
scientific report on the topics offered by your tutor.

KpuTepuu onjeHnBaHus (0LleHOYHOE CPeACTBO - JlucKyccus)

Or1jeHKa

Kpurepnu orjeHUBaHUS

3a4TeHO
HeaoyeTaMu

CO3/laHKe PeUeBOro MIPOU3BE/IeHNs Ha MHOCTPAHHOM s3bIKe 6e3 OIMO0K / He3HAUNTe/TbHBIMU

He 3a4TeHO CO3/jaHHe PeyeBOro MPOM3BejeHHsI Ha MTHOCTPAHHOM $I3bIKe C TPYObIMH OIIMOKamMu

5.1.3 TumnoBble 3afaHusa (oLeHOUHoe cpeAcTBO - IIpakTHueckoe 3ajjaHue) /JIA OLIEHKHU

copmupoBanHocTu KomnereHuu ITK-3:

3adaHue 1 no pa3deny 2 «Entertainment and Arts»

Match the compound adjectives with their definitions.

1. Awe-inspiring

h. Not in one of the usual, central venues

2. Award-winning

b. Rewarded
with a prize or other official recognition

3. Laughter-packed

c. Comprising (mostly) women

4. Out-of-the-way

d. Dominated by low-pitch notes

5. Star-studded

e. Extremely impressive

6. Female-featuring

f. Featuring many celebrities

7. Bass-heavy

j. Very funny

8. British-born

k. Born in Britain




3a0daHue 2 no pa3deny 2 «Entertainment and Arts»

Complete the sentences using one or more words. The sentence must be
grammatically correct once you have added the right word(s)

award-winning out-of-the-way bass-heavy British-born professionally- traine
d
laughter-packed star-studded awe-inspiring indicate erode
1. The bill for tonight at the comedy promises a (laughter-packed) evening.
2. What I don’t like about rock music is that it’s very drum- and (bass-heavy).
3. Don’t miss the opportunity to see this (award-winning) film — it well deserved its six Oscars.
4. No matter how (awe-

inspiring) it can be, the use of animals for entertainment shouldn’t be encouraged — many circus
animals are brutally abused during the training sessions.

5. The_____(British-born) singer, raised and educated in London, could perform with any of the
soul greats.

6. Caroline is a better dancer because she’s (professionally-trained).
I only got to go to classes at weekends
7. The (star-studded) show features actors and singers from all the top musicals.

8. His house is so (out-of-the-way) that you’ll never find it without a map.
9. Surveys (indicate) that the broadcast industry undervalued the public interest in user-
generated context.

10.Video and music sites tend to (erode) consumers’ respect for the rights of media producers.

3adaHue 3 no pa3odeny 6 «Crime and Punishment»

Complete the sentences using one or more words. The sentence must be grammatically correct once you

have added the right word(s).

remove violence rehabilitated Circumstantial example
life trial trial repeat offender court
mimic Community death penalty juvenile delinquen license

t

Role model minor corporal Premeditated justice




1. The (death penalty) is the strongest deterrent against crime.

2. The number of (juvenile delinquents) is on the rise due to the impact of peer pressure at school and
violent movies shown on TV. Teenagers are prone to (mimic)
aggressive beaviour.

3. All people accused of a crime should be given a fair

4. People who are convicted a murder from only
(circumstantial) evidence should not receive the death penalty.

5. The motives of the crime should always be taken into consideration. For example, there is
a significant difference in the character of a person who commits_(premeditated) murder and one
who commits accidental murder.

6. A___(life) sentence is more humane the capital punishment.

(trial) in a_(court) of law.

7. Punishment should be the last resort. Instead criminals should be (rehabilitated).

8. People who commit
(licenses) revoked.

9. Famous people, such as movie stars, should set a good____
(example) and ensure that they are good
(role models) for young people to follow.

10.____ (Justice) and the right to a fair (trial) should be the right for all citizens.

(minor) crimes, such as traffic offences, should have their

11.Parents who inflict (corporal) punishment on their children are showing children that
12.____ (violence) is an acceptable way to deal with problems

13. Prison does not rehabilitate criminals, it only______ (removes) them from society.

14. (Community) service and rehabilitation is a better way to avoid criminals becoming ___

(repeated offenders).

3adaHue 4 no pa3dey 6 «Crime and Punishment»

Types of Criminals and Court Language. Match the vocabulary with the definitions:

1. prosecutor @. a group of independent people who decide whether the defendant is guilty or not guilty
2. judge b. a lawyer protecting the accused person
3. jury c. a person who uses violence or threats to take control of a vehicle, especially a plane, in

order to force it to travel to a different place or to demand something from a government

4. defendant d. a person who takes goods into or out of a country illegally

5. defense e. a person who steals goods from a

shop/store by deliberately leaving without paying for them

6. witness f. a person who deliberately destroys or damages public property




7. smuggler g. a person who controls the court proceedings

8. juvenile delinque |h. a person who buys and sells something illegally

nt

9. trafficker i. the
person in a trial who is accused of committing a crime, or who is being sued by another pers
on

10. shoplifter j. a young person who is not yet an adult and who is guilty of committing a crime

11. vandal k. the lawyer against the accused person

12. hijacker . a person who sees the event happen is able to describe it to other people

3azmanme 5 1o pasgeny 3 «PaboTta, TpyAOyCTPOHCTBO U 6/1ar0COCTOSTHUE»
YcrHeiii nepeBog Translate into English:

He 3a MHOTMMU /TIOIEMU CETOZAHS OXOTATCS X3XaHTePbl, U BUHON TOMY — HYJIEBOM pOCT

3aHsATOCTH. Paboure MecTa ype3aroTcs, to/iell COKpalljaioT, HeKBaTU(UIMPOBaHHbBIE COTPYTHUKH MPH
3TOM Haubosiee ysi3BUMBI. B Hauase rozia ypoBeHb Oe3pabotuiibl coctaBui 5%, 3atem goctur 10,
TIOTOM TIOHM3W/ICS ¥ celuac Iep>KUTCS Ha OTMeTKe B 9%. DKCIepThl HACUMTHIBAIOT OKOJI0 5 MJTH Hepab
OTaloIMX B Hallk AHA. OHM Tpe/iylaraloT MOBLICUTD TT0COOUS 10 6e3paboTuiie U COKPaTUTh HaJIOTH.
Mo>keT TIoKa3aThCsl, UTO HEKOTOPhIe TPaXkKAaHe 0XKUJAI0T, UTO FOCYAAPCTBO 00eCIeuuT X, BMECTO
TOr0, UTOOBI TTOMOUB cebe caMuM. [IPOTHB TaKUX XaJsSBLIMKOB IOCY/JapCTBO NPUHKAMAET

MephbI: TPOKUBaHKeE Ha 1ocobre OT POKAeHHs 10 CMePTH He MO’KeT MOoIIpsAThCs. HaunHasi Kapbepy,
JIFO/IA CTAJIKUBAIOTCS C HEKOTOPhIMU TipobieMamMu: BpaxkieOHast pabouasi atmocdepa, cekcyasnbHble 0
MoraresbCTBa, HeCrpaBe//IMBOe yBOJbHEHUe, JUCKPUMHUHALIYSA 110 Bo3pacTy U T.1. Camoe

BpeMsi HauaThb MOMCKHU paboThl. CriefyiiTe MPOCThIM coBeTaM: 1) OyibTe mpeAPUUMYMBEI U B MepY ar
PeCcCUBHBI B TIOMCKaX paboThl, 2) He MeHsiiTe podecchu, Jep>KUTeCh 3a MOCTOSTHHYIO paboTy,

3) u3yunre 3apaHee Ty pUpMy, Ha KOTOPYIO BbI HallesieHbl, 4) Ha cobeceZlOBaHUM TTO[UePKHBaliTe CBOU
CUIbHBbIE CTOPOHBI, HO He TIpeyBe/IMurBanTe, 5) pacckasbiBalTe 0 BCeX MPOMIeHHBIX Kypcax, UMeroLn
X OTHOIIIeHHe K paboTe. DTO BBIJEIUT BaC CPeA APYTUX NIPeTeH1eHTOB. Y MoMHHWTe, JaBHO YIITH

Te BpeMeHa, KOT/ia JIFo/ii 0TpabaThiBa/iv JTMHHbIE CMEHBI 32 HU3KYIO T1/1aTy, BbI JOCTOMHBI OO/IBILIETO.

3adaHue 6 no pa3deny 4 «MeduuuHa 21 eeKa»:

YcrHbiii nepeBo, Translate into English:

1. T'eHHasi UH)KeHepUs JjaeT BO3MOXXHOCTb U3MEHUTh Hac/le[iICTBEHHbIE
TIpe/IpacrooyKeHusi paCTeHUI U )KUBOTHBIX.
B pe3ysbTaTe y HUX TOSIB/ISIFOTCSI HOBbIe KaueCTBa.

2. buoTtexHos0rMM NpUMEHSIIOTCA yoKe AaBHO. OHU UCIIOb3YOTCS /17151 TIPOU3BO/CTBA JIEKapCTB U
TIPO/IYKTOB MUTaHUs. DepMeHTbI, MOTyUYeHHbIe C TIOMOIIbI0 OMOTEXHOJIOTHH,
Haxo/sAT MpUMeHeHue, HarlpuMep, B POM3BO/ICTBE ChIpa.

3. HeB03MO>XHO TOUHO TIpe/IBU/IETh OT/a/ieHHbIe TI0C/Ie/ICTBUSI TeHHbIX
MaHUTYJISUHN. VI3MeHeHHbIe pacTeHUs], )KUBOTHbIe 1 MUKPOOPraHU3MbI MOTYT HapylllaTh PaBH
oBecue B IIPUpO/Jie.



4. Ecny MCKITIOUMTS NPU BhIPAIMBAaHUN OBOLLEN U (PPYKTOB BCETO OZMH I'eH, TO CIie/ible
IUIOZIbI FOPAas3/o J0JIblle He ITOPTATCS.

5. C noMo111bt0 reHHOU TeXHOJIOTMM MOXKHO BbIpalliMBaTh pacTeHUs], yCTOWUYUBBIE
npoTUB BpeuTeseil. Takum 006pa3oM, CTaHOBUTCS U3/UIIHUM MTpUMeHeHHe TiecTUiuzoB. OHa
KO KaueCTBa TaKMUX pPaCTeHU JOJDKHBI ObITH TI[AaTeTbHO HUCC/Ie/[OBaHbI.

6. IlpumeHeHue reHHbIX TEXHOJIOIMM UMeeT U MOpaslbHbIM acrekT. CriefyeT
00CyUTBb BOTIPOC O TOM, B KaKOW CTereHu uesioBeK UMeeT MPaBo U3MeHSITh eCTeCTBeHHbBIN X0/
3BomoLui. OcoOeHHO Ba)KHO PelLINTh, HACKOIbKO TeHHbIe TeXHOIOTUH TIPUMEHUMEI B
OTHOLLIEHWY )XKUBOTHBIX. Hesb3s paccmaTpyBaTh UX TOJIBKO
C TOYKM 3peHHUs IT0JIb3bI [JIs1 YesloBeKa.

3a0daHue 7 no pa3deny 6 «Global Environmental Problems»:

[MuceMmenHbIN TiepeBoy, Translate into English:

YHUUTOXKeHHe U OCKY/ieHHe TeHo(oH/1a — KpyTHekiasi 3Kosoruyeckast pobsiemMa BCero

MUpa. AMEpPUKaHCKHE yueHble MOJCUMTaIN, uTo 3a nociegare 200 et 3eM/isiHe MOTEPSIIU

900 ThICSY BU/IOB PAaCTEHUM U )KUBOTHBIX.

Ha Tepputopun 6niBiiero CCCP rerodonz cokpatusicst Ha 10-12%. CokpaiiieHre KOJIMuecTBa
BU/IOB TIPOMCXOUT M3-3a pa3pyliieHusl eCTeCTBeHHOM cpe/ibl 00HMTaHUsI PACTeHWI U )KUBOTHBIX,
Ype3MepHOT0 MCII0/Ib30BAHHS CeJTbCKOXO03SIMCTBEHHBIX YTO/INH, U3-3a CYIeCTBYOIIelH MpoOIeMbI
BLIpYOKH jiecoB. B fanbHeliieM nporHo3upyeTcs elie 6osiee ObicTpoe

COKpaIlleH’e BUJJOBOTO pa3HO00Opasusl.

Ha nyiaHeTe MaccoBO BBIMHPAIOT jieca. Bo-niepBbIx, M3-3a BEIPYOKHU AJIs1 UCTIOTb30BaHKS IPEBECHHEI
B TIPOM3BO/ICTBE; BO-BTOPBIX, 110 MPUUKHE YHUUTOKEHUsI HOpMa/IbHOW Cpe/ibl 00MTaHuUs pacTeHHU .
['naBHas yrposa /i/1s1 lepeBbeB U [IPYTUX JIECHbIX PaCTeHUH — KUCIOTHbIE [JOXKAU, KOTOpbIe

BBITIA/IAI0T U3-3a BEIOPOCA ABYOKHCH cepbl B aTMOC(hepy. ITH BbIOpPOCH! 00/1a7at0T CIOCOOHOCTHIO
TIepeHOCUTHCS Ha OOJIbIIIe PaCCTOSIHUS OT HEITOCPeICTBEHHOTO MecTa BeiOpoca. TosbKo 3a mocieHue
20

7IeT 3eMJ/IsTHaMU ObLI0 TIOTePSTHO 0K0J10 200 MJTH TeKTapoB 1[eHHBIX JIECHBIX MacCUBOB. OCo0yt0 0macHO
CTb NpPeJCTaB/IsIeT UCTOLleHHe TPOIIMYeCKUX JIeCOB, CUMTAIOLLUXCS JIETKUMM T/1aHeTh.

CeropiHsi KO/JIMUECTBO T10JIe3HBIX MCKOIAaeMbIX CTPEMUTE/TbHO YMeHbliaeTcs. CrielyeT MOMHUTh,
YTO MPUMEPHO TI0JIOBHHA JOOBITOM Ue/ioBeuecTBOM HeTH

ObuTa BbIKauaHa K3 HeJIp 3eMJTH 3a MOC/IeIHHe

10-15 neT. [ToObIua u Mpo/jaka MoIe3HbIX UCKOTIAeMbIX CTasia 30JI0TOU YKUJIOH, U

TIperipUHUMaTe/d He 3a00TATCS 0 T/I00a/TbHOM 3KoI0ruueckol cutyanyd. CracTy 3eMJIsSiH OT MOTepH
HMCTOUYHHMKOB SHEPTHUH MOXKET TOJIbKO Pa3BUTHE a/IbTEPHATUBHBIX MPOEKTOB: COOp SHEPTHUM COJIHIIA,
BETPOB, MOPCKUX MPUIUBOB, TOPSTUMX 3eMHBIX HeJp U TaK jasee.

Kak 13BecTHO, MUPOBOI OKeaH 3aHUMaeT

2/3 TIOBepXHOCTH TJIAaHEThI U TIOCTaBJIsieT 10 1/6 6eKOB >KUBOTHOTO IMPOUCXOKEHHS], KOTOphIe
ynoTtpebstoT B Uiy >kuteu 3emiid. Okosio 70% Bcero KMCIopo/ja BeIpabaThIBaeTCsl BO BpeMsi
dboTocuHTe3a (UTOMNIAHKTOHA. XMMHUUEeCKOe 3arpsis3HeHre OKeaHa KpaiiHe OracHO, TTIOTOMY Kak BeZleT
3a cob0¥t 0CKyZieHre BOAHBIX, TTHITIEBBIX PeCypCOB, HapyllleHHe KUCTIOPOAHOro OasaHca B aTMocdepe.
B Teuenne XX BeKa CUIBHO YBEJIMUWINCH BLIOPOCHI B MUPOBOM OKeaH OMOIOrUUeCcKH HepPa3IoKUMbIX
CUHTETHUUYECKHX BeIleCTB, MPOAYKTOB XMMHUUYEeCKOW U BOEHHOU MPOMBIIIIEHHOCTH.

B 60-x rogax cuuTanochk, TO 3arpsi3HeHre aTMoC(hepbl XapaKTePHO TOJIBLKO /1/1s1 O0/BIIHX FOPOIOB U
WH/IyCTPUA/TbHBIX 1IeHTPOB. OIHAKO MO3/jHee BBISICHUIOCh, UTO BpeHbIe BLIOPOCHI MOTYT
PACIIpOCTPaHATHCS HAa OTPOMHbBIE PACCTOSTHUS. 3arpsi3HeHre aTMocdepsl — 3T0 riobanbHOe siByieHue. U



BbIOPOC BpeIHbIX XUMHUKATOB B OJHOM CTpaHe MOJKeT TOBJieYb 3a 000 TOTa/llbHOe yXY/IIIeHre
9KOJIOTUU B Apyroi. Kuc/ioTHbIe A0XK/U HAHOCAT JieCy YPOH, COTIOCTaBUMBIH C BBIPYOKOIA.
Kputepuu onjeHuBaHus (0LleHOUHOe CpeACcTBO - [IpakTHUeckoe 3a/jaHue)

OneHka Kpurepunu orjeHHBaHUS
3a4YTeHO 3a/jaHHe BBITIOJTHEHO BEPHO, AOMYIeHbl He3HAUNTE/IbHbIE HeJ0UeThl
He 3a4TeHO  3a/jaHye BBIIIOJTHEHO HeBepHO, JOMYILeHO O0JIbIlIoe KOTUYeCTBO OLIMO0K

5.2. OnucaHue MIKa/I OLleHUBAHUsI Pe3y/IbTaToB 00yueHHs M0 JUCLIUILIHHE MPU MPOMe)XXYTOUHOMN

aTTecTaljuu

Ixana OIl€eHUBAaHUA C(l)OpMI/IPOBaHHOCTI/I KOMHETEHI[PIﬁ

YpoBeHn
b
chopmu HeyA0BJIeTBOP Y/I0OBJIETBO O4YeHb
IUI0XO0 XOpoI1110 OT/INYHO MPEBOCX0/JHO
POBaHH UTeJIbHO pHUTe/ILHO X0pOI1I0
oCTH
KoMIeT
eHIUI
(uHpUK
aropa
AOCTHIK He 3a4TeHO0 3aUTeHOo
eHUs
KOMITIET
eHIHIT)
YpoBeHb
OtcyTcTBUE YpoBeHb poset
N . 3HaHUM B
3HaHUU MuHuManeH | 3HaHW B obbeme YpoBeHb
TEOPeTHUEeCKOT0 o obneme, ’ 3HaHWH B
YpoBeHb COOTBETCTBY YpoBeHb
MaTepuasa. . JIOIyCTUMBI | COOTBETCTBY obneme, N
3HaHUN HIDKe . oLeM 3HaHUH B
HeB03MOKHOCTB 1 ypoBeHb 0111eM COOTBETCTB
MHUHUMAJTbHBIX o rporpaMme obbeme,
3HaHUSA | OL|EHUTb IOJHOTY N 3HaHUM. rporpamme yIoll[eM
o TpeboBaHUH. TIOJTOTOBKH TIpeBBIIIAOLIe
3HaHUU [Homy1eHo MO/JrOTOBKU rporpamMme
Nmemn mecto . HorymieHo M IIpOrpamMMy
BC/Ie[ICTBHE MHOT'O . JonyieHo MO/JTOTOBK
rpy6ble ommbKN HECKOJIbKO TIO/ITOTOBKH.
OTKasza HerpyObIx HECKOJIbKO u. Oumbok
HeCyllecTBe
obyuarorierocsi ot o1boK Herpy6bix HHEIX HeT.
oTBeTa oInb0oK
ombok
IIpogemoHc
TPUPOBaHbI
IIpogemoHC Pup
IIpogemoHc | Bce
IIposeMoHC | TpUpOBaHbI
TPHUPOBaHbI | OCHOBHBIE
TPUPOBaHbI | BCe
BCE YMEeHUSL. IIpopemMoHCTp
OCHOBHbIE OCHOBHBI®
OTcyTcTBHE OCHOBHBIE PernieHbl HpOBaHbI BCe
Ipu pemerun YMeHWUS. YMeHUSI.
MUHHUMaJbHBIX yMeHusl. BCE OCHOBHbIE
o CTaHJAPTHBIX Perrens! Peruens! Bce
YMeHHI. PeltieHbl Bce | OCHOBHBIE yMeHwUsl.
3a7au He THITOBBIE OCHOBHBIe
HeBo3Mo0XHOCTh OCHOBHBIE 3a/lauu C PetiieHs1 Bce
TIPOJIEMOHCTPUD | 3afjau¥ C 3a7lauu C
OLIeHWTDb Hajnuue 3a7launl. OTZAeNbHBIM | OCHOBHBIE
YmeHus N OBaHbI HerpyObIMK | HerpyObIMU
YMeHHUH Bemonsens! | u 3ajiaunl.
OCHOBHbIE ommbKaMu. | oumMbKamu.
BC/Ie[ICTBHE BCe 337laHUsI | HecylecTB | BoirmosHeHbI
yMmenus. Vimenu | BeinonHeHsl | BbimonHeHbl
OTKasa B [I0JIHOM €HHBIMU BCe 3a/laHus, B
MecTo rpy0Obie BCE BCe 3aIaHus
obyuatorjerocsi ot obbeme, HO | HeJjoueTaM | TMOJHOM
oLIOKM 3a[aHUsT, HO | B ITOJTHOM
oTBeTa HEeKOTOpble | U, obbeme 6e3
He B obbeme, HO
c BBITOJIHEH He/I0ueToB
TIO/THOM HEeKOTOpble
HeloueTaMu | bl BCe
obbeme c
3a[jaHuUs B
HefloueTaMu
TIOTHOM
obbeme
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5.3 TunoBble KOHTPOJ/IbHBbIE 3aflaHUsl WM HWHbIe MaTepHa/ibl, He00XOAWMMBbIe A/ OLIEHKHU
pe3y/ibTaToB 00ydyeHHsi Ha MPOMEXKYTOYHOM aTTeCcTallMi C YKa3aHHeM KpHUTepHUeB HX
OL|eHMBAaHMS:

5.3.1 TunoBble 3afgaHusa (oLeHOUHOe cpeAcTBO - IIpakTHueckoe 3ajaHue) /i1 OLEHKHU
chopMupoBaHHOCTH KoMmmeTeHIHu Y K-4

IIpakTHuecKoe 3afanue o ped)epUPOBAHUIO NPe//I0KEHHOM My 0/ITMIUCTHYECKON W/IA HAyYHO-
nyO/IMIUCTHYeCKO# cTaThu. 1 cemecTp

No more heroes: Why no one else can make
films like Steven Spielberg Tim Walker, “The Independent”

Thirty years ago, Raiders of the Lost Ark marked a high point in a golden age of blockbusters. With Spielberg's
heirs now making summer movies of their own, Tim Walker wonders if we'll ever see Indy and his kindagain
If George Lucas had had his way, Indiana Smith would have sported a moustache. Until three weeks

before principal photography began on Raiders of the Lost Ark, Lucas, its producer, still hoped to cast Tom
Selleck as the bull-whipping archaeologist. The hirsute Selleck, however, was contractually bound to his hit



television series, Magnum PI. Eventually, the film's director, Steven Spielberg, persuaded Lucas to let

him cast Harrison Ford instead. Oh, and to change the character's name — to Indiana Jones.

If Ford hadn't been suffering from dysentery, then Raiders would have lost one of the best of its many

brilliant jokes: during a chase through an Egyptian bazaar, Indy is confronted by a flamboyant, scimitar-
wielding

assassin. Sick, and reluctant to film the scripted fight scene, Ford supposedly turned to Spielberg and said: "Let's
just shoot the fucker." So Indy pulled out his pistol and blew the swordsman away.

And if every other studio in Hollywood hadn't first rejected Raiders for being too expensive and ambitious, then
Paramount would probably not have relented and funded the movie, giving the picture its enticing openingshot
— the Paramount logo fades to a distinctive Peruvian mountain; into the frame strides a silhouetted figure
wearing a fedora; etc... — and forcing its creators to work to a brisk schedule, with a tight budget and no time for
unnecessary retakes.

Raiders celebrated its 30th birthday this summer, and it seems almost unbelievable now that this near-

perfect adventure movie (near-perfect? No, just perfect), should have been the product of a series of happy
accidents, financial limitations and creative short-cuts. According to Spielberg himself, "The line in Raiders that
most typifies the production of that movie was when Harrison says, 'I'm making this up as I go along'."

The film was a rare and precious collaboration between the two great popular filmmakers of their era,

perhaps of any era. It was nominated for eight Academy Awards, including Best Picture, and remains one of the
top 20 grossing hits of all time. Moreover, it was made at the peak of a golden age of classic family
blockbusters, from Star Wars and Close Encounters of the Third Kind in 1977,

to Back to the Future (produced by Spielberg) in 1985.

Audiences still hold those films in disproportionate affection: in Los Angeles on Monday night, fans

gathered for a sell-out 30th anniversary screening of Raiders, just days since countless proud Star Wars nerds —
including British filmmaker Simon Pegg — had taken to Twitter

to rail against Lucas's latest alterations to a new Blu-Ray version of Return of the Jedi. (You want the details?
Google them. I can hardly bear to type the words.) Last week, the web exploded with news that Nike plans
finally to produce a limited-edition pair of trainers like those worn by Marty McFly in Back to the Future II.
Meanwhile, the children who sat awed in cinemas three decades ago are now making blockbuster movies
themselves. As a boy, the precocious J J Abrams was hired to restore some of Spielberg's teenage Kodak Super
8mm films; this year Abrams paid tribute to that time with his own nostalgic sci-fi blockbuster, Super 8, which
Spielberg produced. Pegg recently wrote and starred in Paul, a pastiche of (among other things) Spielberg's sci-
fi classics Close Encounters and ET. Both Paul and Super 8 climaxed with explicit, and almost identical,
homages to their hero.

Joe Johnston, who started out filming special-effects shots for Star Wars, this year directed Captain

America, which borrows not a few familiar Indy tropes. And yet it feels, doesn't it, as if nothing in today's
summer release schedule can quite match the brilliance of those early blockbusters. The characters were more
vivid, the

storytelling so much smarter. Are we watching Indiana Jones, Marty McFly and Han Solo through rose-tinted 2
D spectacles? Or has Hollywood genuinely failed to find their like again?

Spielberg was a singular talent, whose personal successes altered the entire business. Summer was thought of as
a fallow season for Hollywood until Jaws chewed up the 1975 box office, creating the blockbuster market
thatwe live with today. Geoff Boucher is the man behind Hero Complex, the Los Angeles Times's renowned "fa
nboy" movie blog, which hosted this week's 30th anniversary screening of Raiders. "If you really love the big
summer adventure movies," he says, "then the run of films released between 1977 and 1985 is just staggering.
Those were the first generation of blockbusters, and maybe it's a sector that could only have so many years of
real creative invigoration. They went down a list: 'we can do a World War Two movie, a space movie, a time-
travel movie...",but there aren't a whole lot of genres to go through before things start to feel derivative."

"It seems as if summer blockbusters have got worse," agrees Tom Shone, the author of Blockbuster:

How Hollywood Learned to Stop Worrying and Love the Summer. "You compare the artistry and craftsmanship
of a movie like Close Encounters to the machine-tooled franchise films that get churned out now, and it seems a



galaxy away. But even back then there were only a couple of guys capable of making those movies: Spielberg
and Lucas. The competition for Raiders in 1981 was cheesy things like The Cannonball Run and For Your Eyes
Only. Before Spielberg, blockbusters came once in a generation. Then there were one or possibly two a year
after Jaws and Star Wars. Now, they're every week, banked up behind each other like aircraft waiting to land. So
there are many more bad movies made. But the regularity of the really good movies is the same: about once
every year."
Since Tim Burton's Batman in 1989, audiences have notoriously been fed a diet of superheroes, sequels, remake
s and adaptations of classic television shows, games or theme-park rides. "Batman was when the studios figured
out how to manufacture Spielberg-like success," Shone explains. "Now they'd rather do anything but invest in a
n original idea for a movie. Their business model is pre-saleability: anything that can achieve brand recognition
before you go into the cinema. When the second wave of blockbusters arrived, there were some legendary
flopslike Waterworld and Last Action Hero. But now they've learned how to eliminate certain strata of failure;
how to make money back for any movie that we don't actively dislike."
As Shone explains, "Those early Spielberg movies were underdog stories. The heroes of Jaws were cowards and
landlubbers. But now a lot of movies are made by the bully in the sandpit. The Transformers movies are full
of goliaths beating the crap out of other goliaths. They're bullies' movies. And that says something about how
the film industry has changed."
Most of today's better blockbusters lack the lightness that characterised Raiders and its contemporaries; the very
best big movies of 2010 and 2011 were, by common consensus, Inception and Rise of the Planet of the Apes —
both of them dark, pessimistic and adult. Of course,
they weren't the only big summer releases of recent years to be worth the cost of admission. The superhero genr
e may be predictable, but it manages its share of deserved critical successes: Iron Man, The Dark Knight,
Captain America. Avatar and the first Pirates of the Caribbean were a cut above what tends to pass for
entertainment in Hollywood nowadays. Until Cars 2, Pixar's reputation was unimpeachable.
The recent blockbuster that most successfully recaptured that Raiders mix of action,
comedy and adventure was Abrams' re-boot of the Star Trek franchise — featuring, among others, Simon Pegg.
But it seems unlikely that any of these will still have a hold over our imaginations, three decades hence, as stron
g as Star Wars or Back to the Future or Indiana Jones. During the 1980s, three teenagers from Mississippi spent
seven years remaking Raiders in its entirety on VHS; Raiders of the Lost Ark: The Adaptation earned them the
priceless praise of Spielberg himself, and the story of its production is set to be made into yet another movie. Ar
e there young boys somewhere in the world right now, reshooting Pirates of the Caribbean? Somehow, I doubt
it. "The key to Raiders was economy," says Shone. "At one point they were going to film with
a biplane, but Lucas snapped one set of wings off the model and said 'OK, we'll do it for this much money'. Tho
se constrictions really benefited the film. If Spielberg and Lucas collaborated now, you can only imagine the am
ount of latitude they would have." Actually, we needn't imagine; we have the
proof: Indiana Jones and the Kingdom of the Crystal
Skull. Unlike its predecessors, it's probably best forgotten.

pCKOe 3a/jaHue Mo ped)epUPOBAHUIO MPe//I0OKEHHOU My IHIMCTHYECKOH H/IH HAyYHO-y 0/ IMIIMCTHYECKOH CTAaThH. 2 CeMecTp
From a masked Tokyo commuter in a crush to the plastic particles killing our oceans, the former UN
secretary- general hails the photographers shortlisted for tonight’s space-themed Prix Pictet prize
We are running out of space. Fly over Africa at night and you will see mile after mile of fires burning red in
the dark as scrub is removed to
make way for human beings. Satellite images of nocturnal Europe or America show vast areas lit up like an
enormous fairground. From Shanghai to Sydney, from Moscow to Mexico City, the skylines of our major cities
are no longer fixed and familiar. Where we cannot build into the sky, we
construct vast chequerboards of smog bound, low-rise dwellings that stretch from one horizon to the other.
Our cities expand in every direction as we fight to house a population that is growing at the rate of 200,000
each day. That adds up to a headcount the size of Germany every year. To feed this growing number requires
ever more land to farm: each year, more than 150,000 square kilometres of natural forest are lost to agricultural
or urban development.



Forests cover a third of our planet’s land surface. They produce life-giving oxygen and, by absorbing

carbon dioxide, also mitigate the otherwise catastrophic effects of climate change. Not only do they provide a
habitat for many of the world’s most endangered animals, around 1.6 billion people rely on them for food, fresh
water, clothing, traditional medicine and shelter. Yet they are under threat from rampant deforestation in its
many forms: fires, clearing for agriculture, unsustainable logging, ranching and development.

We speak reverentially of the savage beauty and teeming biodiversity of the world’s great wildernesses,

from the tropical rainforests of Amazonia and central Africa, to our wetlands

and deserts, and on to Patagonia and the frozen wastes of Antarctica. We are increasingly aware of the threats to
such spaces and have encouraged sustainable conservation and ecotourism. But still the threats remain.

The greatest unexplored space on our planet lies beneath the oceans. Yet rising CO2 levels in the

atmosphere are causing acidification, which disrupts food chains and marine habitats. Huge floating masses of
plastic dumped in the oceans turn into hazardous waste that endangers not only marine life but also, indirectly,
human populations — and the planet itself. Overfishing, illegal and damaging trawling practices and past whaling
have emptied the oceans before we have even properly understood what riches

they contain. And the great spaces of the oceans are the lungs of the planet.

The very air we breathe is filling up with toxins. For years, gases

have burned through the ozone layer, exposing us to ultraviolet rays and affecting climate change. Airborne
diseases — such as Zika, swine flu and bird flu — have multiplied and threatened to become global pandemics.
Great clouds of smog hover above our cities and airborne diseases multiply. Inhalation of toxic gases is said

to reduce average lifespans by one to two years. Various

estimates suggest that air pollution accounts for between half and two-thirds of all premature deaths in Asia,
while anywhere between 10 and 20% of all worldwide deaths are attributable to the same cause.

Typhoons, hurricanes and cyclones are harbingers of disaster, yet

the winds are also, for some, an important source of energy. The debate about the effectiveness of wind farms
rages on. Protesters claim they are ineffective and even dangerous eyesores, while pro-campaigners trumpet the
positive impact of these wind farms.

Space itself — famously the final frontier — has not been colonised but

has, instead, become a dumping ground to such an extent that scientists are now calling on nations to reduce the
quantity of orbital junk they produce or risk inhibiting future space activity. And yet, as overpopulation and
decreasing landmass become a conundrum for future generations, will outer space provide an inhabitable
environment? Space exploration and research are continuing, with Nasa proposing to station a team of
astronauts on the moon for a prolonged stay. There is even talk of space stations on Mars.

Twelve photographers were shortlisted for this year’s Prix Pictet award, on the theme of space. Each has

made outstanding images that address the theme of space with originality and narrative power. Some, like
Mandy Barker, create brilliant artificial worlds in which the plastic particles

that are choking our oceans are presented

as if they were plankton suspended in water drops. Scientific research has found that plankton ingest

tiny plastic particles, mistaking them for food. Since they are at the base of the food chain, they are themselves a
crucial source of nourishment for larger creatures. The potential impact on marine life and ultimately
humankind is of deep concern.

The shortlisted artists follow radically different paths but often arrive at parallel conclusions. Richard

Mosse and Sergey Ponomarev focus on the refugee and migration crisis now facing Europe. Mosse’s

searing monochrome images of refugee camps and staging sites reduce individual refugees to an inhuman mass,
while Ponomarev’s photographs show despairing

human beings with nothing left to lose. They have somehow found the strength to undertake a perilous sea
journey, in the promise of a better life, in the hope that a safe

space awaits them. They exist in limbo, excluded from modern societies.

Michael Wolf and Benny Lam explore those who have, at some personal cost, woven themselves into the

social fabric of our cities. Lam focuses on the cramped living conditions of Hong Kong’s poorest citizens, for
whom a single 40-square-foot room (the size of a toilet or balcony) is home.



Wolf ’s Japanese commuters are among the 3.64 million people who use Tokyo’s Shinjuku Station every
day. Wolf pictures their faces rammed against the glass panes of a subway train. Clearly, this is no way to live.
Yet these lives abide. And perhaps in this ability to carry on in adversity lies hope for us all. Hope that, despite
the catastrophic damage that we have visited upon the natural world and upon the lives of our most
vulnerable fellow citizens, it is not too late for us to reverse the damage.
The artists shortlisted have shone a light on the issues. We ignore them at our peril.
pCKOe 3a/jaHue M0 ped)epUpPOBAHUIO MPe//IOKEHHO! My 0/ IMIMCTHYECKOH HIM HAyYHO-Iy 0/ IMIMCTHYECKOH CTaThb. 3 ceMecTp
Filmmakers have stoked human fears of Al technology in movies like ‘Ex Machina’, but big data could be
a force for good
According to the ‘digital prophet’ Kevin Kelly, we’re on the verge of a brave new future, where computing
will solve all the planet’s ills. And he’s not alone
As you’re choking down your latest serving of Trump Clinton Brexit Racism Terrorism Wealth Gap
Climate Change Casserole, you could use some good news.
Let’s start with The Inevitable, the new best-seller by Kevin Kelly, the founder of Wired magazine some
20 years ago and one of our wisest technological prognosticators. “This is the moment that folks in the future
will look back at and say, ‘Oh to have been alive and well back then!’” Kelly
writes. “There has never been a better time with more opportunities, more openings, lower barriers, higher
benefit/risk ratios, better returns, greater upside than now. Right now, this minute.”
In the mid-2010s, we’re getting the first sneak peeks at a bouquet of technologies
that can vastly improve the lives of most people on the planet and solve some of our hardest problems — even cli
mate change.
Just consider for a moment how much everyday life has been transformed since 2007, when smartphones, social
networks and cloud computing took off at about the same time. What we’re going to experience in the
next decade, from 2017 to 2027, will make that stuff seem as ho-hum as a wall socket.
Artificial intelligence gets a lot of bad press. Yes, it’s probably going to wipe out certain jobs and
professions, as always happens with progress. (Know any darkroom technicians? How about a cooper?) The
other side of Al is that it’s going to take civilisation on a great leap forward.
Companies and researchers are collecting unimaginable
amounts of data. They’ve got data from every Google search or Facebook like, every action on every cellphone,
every online transaction, every motion of every
factory machine, plus input from sensors being placed in streetlights and in buoys and on whales and in
our bodies. Al is how we’ll learn from that data — in fact, it’s the only way we can lasso and
make sense of so much data.

The result of applying Al to all that data will be much more profound than, like, a Nest smart thermostat. Al

is how we’re going to find a cure for cancer in the next decade. It’s how we’re going to build liveable cities
even as more and more people move to them. It’s how we’ll stop terrorists before they strike. Al will help
figure out mysteries of the human condition, like why a batter can hit 20 home runs in one game of baseball and
then get hammered in the next, but are so hopeless on the international stage — and then help us all understand
how to perform more consistently in our work or play.

Al will likely take driving away from humans, and that’s a very good thing. Human drivers kill 32,000 people

a year in the US because our brains get distracted or make bad choices. Despite headlines about a recent

self- driving fatality, Al driving should eventually nearly eliminate accidents.

“It is hard to imagine anything that

would ‘change everything’ as much as cheap, powerful, ubiquitous artificial intelligence,” Kelly writes. “It is th
e ur-force in our future.”

The energy industry is similarly about to go through mind-bending change. Gas cars are all but doomed.

Tesla showed the way, and now most major car companies believe the industry’s future is electric. At the same
time, the cost of solar energy technology is plummeting. “There’s over five thousand times more solar energy
falling on the planet’s surface than we use in a year,” Peter Diamandis and Steven Kotler wrote in their 2012



book, Abundance: The Future Is Better Than You Think. Add together electric cars and cheap solar, and

we move into an age when burning carbon will seem archaic. That won’t reverse climate change, but it sure
makes for a more optimistic outlook.

Technology is deeply affecting work and jobs, stirring up political turmoil. But maybe technology will help

us get a better outcome.

Today, only about 7 percent of the global population has a university degree. Education for many is

too expensive or not even available. Khan Academy and other online learning companies will in the next
decade make education cheap

and available to anyone with a smartphone, which should give more people more ways to make a living. At the
same time, technology is driving down the cost and difficulty of creating almost any product or service. As
Kelly points out, starting a company, building a product, making a movie or publishing a book is 100 times
easier now than just a couple of decades ago — and will be another 100 times easier in another decade. This
combination of education and easy entrepreneurship is why Kelly says there has never been a

time of more opportunity — the opposite message of so many political rants.

So much life-altering technology is coming, it’s hard to imagine how it will all play out. AI-driven health

care will be like having a doctor in your pocket 24/7, helping you feel better and live longer — and what’s

more valuable than that? A pocket doc, in turn, will push down demand for expensive procedures and make
being healthy more affordable.

Blockchain, the technology behind bitcoin, could help open up the financial system to more people across

the economic spectrum. Blockchain has so many still-to-be-explored uses, according to author Don Tapscott,
that the technology today is as exciting as the internet circa 1995.

All of these technologies — Al, solar, blockchain, personal medicine, online education — will pile on top

of mobile, social and cloud technologies, which aren’t finished changing our lives. Some experts, like
Diamandis, the guy behind the XPrize contests, believe it all adds up to a coming era of “abundance”.
Technology relentlessly drives down costs, they point out, and is making a lot of stuff free. Photography used to
cost quite a bit; now it’s free on your phone. College courses cost a near fortune; Khan is free. If you look at
your phone screen right now, you can probably see 20 free or cheap things that would’ve cost significant money
20 years ago — if they even existed 20 years ago. Shazam would’ve seemed like a miracle in 1996.

“Humanity is now entering a period of radical transformation in which technology has the potential

to significantly raise the basic standards of living for every man, woman and child on the planet,” according

to Diamandis and Kotler.

Of course, a Pollyannaish view isn’t warranted or helpful. Technology has its dark sides. It always has. But

in this moment of global tension, it stinks that our politicians don’t

see what’s coming and are failing to rally us to embrace it, build on it and shape it for the better. It’s hard to
imagine Hillary Clinton or Donald Trump figuring out how to send a Dropbox folder much less lead us into a
new era of Al, solar energy and tech-driven abundance.

At least Canadian Prime Minister Justin Trudeau

took a stab at explaining quantum computing. In the US, we just get fulminations about building walls

or scandals about that antediluvian technology called email.

Future people will envy us, wishing they could have witnessed the birth we saw,” Kelly concludes about 2016’s
technology. It will be nice if he’s right, since we too often feel as if future people are more likely to blame us for
the collapse we started.

5.3.2 TunoBble 3ajaHus (omeHOUYHOe cpeAcTBO - IIpakTH4yeckoe 3ajaHue) AJA OLIEHKH
copmupoBanHocTu KomnereHyuu OITK-4
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"Tell me what traditional means' — director Richard Jones on La Bohéme Fiona Maddocks,
The Guardian

He put Rhinemaidens in fat suits, breathed life into Turnage’s Anna Nicole — now he is directing Covent
Garden’s first new production of La Boheme for four decades. Richard Jones gives a rare interview

Pink floorboards, yellow chairs, green cupboards and five different sorts of joyously clashing wallpaper: this
could be a Richard Jones stage set, especially if you include the garden gnome. We are, in fact, in the director’s
south London house — though this meeting is quite a drama. Jones “never” does any interviews and claims to
have forgotten how they go.

“If this was for World of Interiors I’d be OK,” he muses, soft spoken, wry and a little nervous. Why the resistan
ce? “Bad experiences.” Why agree now? He evades my question, focusing on the arrival of his cat. The answer
— had he given one — might have been: “I guess it’s about time.”

His answer would not be: “Because my new production of La Bohéme at the Royal Opera House, replacing
John Copley’s adored 1974 version which ran for 41 years, is opening on Monday with a starry young cast
conducted by Antonio Pappano.” True to form, Jones won’t reveal anything about his new production. He
thinks directors have nothing to say and the work should speak for itself. He hates the idea of “witnessing
process. Cameras in rehearsal rooms? No-0-0.”

Born in London in 1953, Jones doesn’t speak much of Damascene moments and doesn’t tell anecdotes. Did he
see much opera as a boy? “A bit. I probably went with my mum.” After comprehensive school he studied
anthropology at Hull University where he did once spot, without quite knowing who he was, its famous poet-
librarian Philip Larkin. “If it’s OK we won’t talk about education.” It’s OK. We don’t.

After university, he put his energies into being a punk. “Or rather, I had a boyfriend who was a punk. We watch
ed the Sex Pistols and hung out in Covent Garden, which was a very different place then, quite scuzzy, badly lit
... ” A good musician, he worked as a jazz pianist, playing in bars and for West End shows, which gave him val
uable insight into the mechanics of theatre. He performed, too — “I’ve never said this before” — at the legendary
Blitz club in Great Queen Street, cult home of Boy George and the New Romantics c1980, so hip it once turned
away Mick Jagger at the door.

It was “my own bohemian period. I was a bit aimless. There was still agit prop in those days — theatre as agent f

or social change, a pretty risible idea now. I loved the tough, cool productions of John Dexter, and classical ball

et, too. Still do. Both showed you exactly where the eye should look — perfect tutorials for a would-be

director.” After initial forays in rooms above pubs, Jones made a mainstream theatre splash directing Ostrovsky’
s Too Clever by Half at London’s Old Vic in 1988. At the same time, he turned to opera. His version of Prokofi

ev’s Love for Three Oranges at Opera North and English National Opera the following year, in which scratch an
d sniff cards were handed to the audience, was deemed irritating and intriguing. Here was something novel, zan

y and outrageous.

Then in the mid 90s came Wagner’s Ring cycle at the Royal Opera House. Uneven but intelligent,

the production also struck many as inept and provoked bilious headlines. Jones is in two minds about it. “I’d lov
e tohave another go at The Ring. Nearly 25 years on, I can safely say aspects of that production were catastrophi
c.” Music director Bernard Haitink was not sympathetic to Jones’s “naked” Rhinemaidens fattened up with
Latex body suits, or to Wotan carrying a one-way sign for a spear, or Briinnhilde wearing a brown paper bag
over her head. The difficulties were well recorded.



http://archive.spectator.co.uk/article/21st-october-1995/56/opera
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Yet Jones was never out of work, at home or abroad, directing productions in Germany, on Broadway (briefly,
with Titanic the musical) and at Glyndebourne. His style is unmistakable, whether in the human zooin Berg’s
Lulu at ENO (2002), the inflatable horrors of Mark-Anthony Turnage’s Anna Nicole at the Royal Opera
House (2011) or the exquisite, white-starched serenity of Suor Angelica, part of Puccini’s Il Trittico

also at Covent Garden (2011).

“You liked Suor Angelica? I'm glad,” he asks, surprised, as if no one else had. It was universally acclaimed.

“I was worried about the nuns. That bit at the end when the madonna and angels come on... But it seemed to go
OK. It’s all there in Puccini’s stage directions. They are so detailed, as they are in Bohéme, too. Tony
Pappanois amazing, very attentive to all that.”

He has collaborated with Pappano many times, calling
him “a fantastic colleague and very funny. It’s terrible if a conductor doesn’t have a theatre gene. A lot don’t.”
He won’t say which, but points to Edward Gardner and Vladimir Jurowski as among those who do have it.

Jones agrees that after four decades he has established “quite a monotonous method” of directing:

“Backstory, biography, where the action is, what the temperature was, what they’re trying to achieve in a scene.
I like

clarity of intention. It’s not a crime to read Stanislavski. I try to be quite rigorous. It’s hard. But these are top pro
fessionals, a brilliant team with none of that ego that can cripple things in rehearsal. Three weeks in a
production room and then a tough birth ... ”

And then there’s the pressure of replacing the Copley show, a hallowed Royal Opera ritual that enjoyed 26 outin
gs and several hundred performances. “I can’t think about it. The other day I took a peek — on DVD — at the begi
nning of Act IV of the old production. Then I panicked and turned it off. Not out of disrespect ... I know it’s giv
en people great joy.”

A member of the public asked Jones, perhaps hopefully, the other day whether his Bohéme would be
traditional. “I wasn’t being disingenuous” — a favourite Jones word — “but said, ‘Please can you tell me what tra
ditional means in this context?’ You have to try to do it for someone who’s never

seen the show. Even the performers come with an idea of how it should go, an imago, so they may resist what I
suggest. We’re currently having some discussion over ... the ending.” He skilfully manages not to spill the
beans. “It’s a lot easier doing something like Anna Nicole — a new piece, a blank page.”

He considers La Bohéme bullet-proof, “like A Streetcar Named Desire. Some pieces just are.” He’s too canny
to mean this in terms of his own production. It’s a practical observation. Other great operas lack that
indestructible quality. “There’s a lot of plate-spinning in, say, Don Giovanni, where you have to convince the
audience they’re watching a dynamic show. It’s not dynamic in the same way as L.a Bohéme is.”

He has directed Puccini’s 1896 masterpiece, based on Scenes de la Vie de Bohemeby Henri Murger, once
before, in Bregenz. That big outdoors rock’n’roll retelling of the story of the dying Mimi and the

poet Rodolfo “didn’t work so well”, he concedes. For the new ROH production, he will rehearse the first of
three casts, then hand over to a team of staff directors who will continue it until Christmas. Meanwhile, Jones
will head to the Almeida theatre to direct The Twilight Zone, based on the early 1960s American sci-

fi TV series “dealing with aliens, nuclear war, anxiety, all rather prophetic” — and all rather up Jones’s psycho-
fantastical street.

For an interview sceptic, he has been generous and obliging. As we wind up, he bursts into a paean to La Bohée
me. “It’s a fantastic play. It’s through-composed. The text is faultless, it’s economic, propulsive. It’s got
really ingenious characters. Everyone’s ambiguous morally. Everyone’s good and bad. It’s almost like
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Chekhov.It’s about the young, the vulnerable. It’s about people falling in love, squabbling, parting, reuniting.
Then at the

end something devastating happens. That’s an amazing theatrical formula. It makes people’s hearts joyful, and it
breaks their hearts. That’s what it’s there for.”

That’s quite a sell, and still his production secrets are safe. Our two-hander drama over, Jones goes off to feed
his tabby, quite prepared for whatever sharper claws are out on Monday night.

IIpakTHyeckKoe 3afaHue Mo ped)epUPOBAHUIO NPE//I0KEHHON My0THIUCTHYECKON WA HayUHO-
nyO/IMIUCTHYECKOH CTaThbH. 2 CeMeCTp

Umberto Eco: ‘People are tired of simple things’ Stephen Moss, ‘The Guardian’
Life, like fiction, was an endlessly absorbing game for an intellectual who wore his great learning lightly

Umberto Eco was tired when I met him in 2011. At 80, he was in the middle of an arduous 20-day tour

to promote his novel The Prague Cemetery, and he was sagging. I didn’t much like the novel we were there

to discuss — it seemed to me that his complex, conspiracy-based fictions had become formulaic — and we had
some comic misunderstandings based on his unfamiliarity with idiomatic English. “What is a ‘return to form’?”
And yet the meeting was a memorable one, and I knew I’d been fortunate to encounter him, even this late in

his career — a hugely successful writer but, more interestingly, a rare example of the public intellectual.

His conversation tended to proceed by bursts of lightning. From the dense clouds — we tried to get to grips

with The Prague Cemetery but the will was weak —

he would suddenly produce a glorious, shimmering apercu. “Italy is not an intellectual country,” he told me as
we discussed Silvio Berlusconi’s political success. “On the subway in Tokyo everybody reads. In Italy, they
don’t. Don’t evaluate Italy from the fact that it produced Raphael and Michelangelo.”

The key to his career was that fame came to him relatively late: his bestseller The Name of the Rose

was published in 1980, when he

was 48 and established as a professor of semiotics at the University of Bologna. He wrote the book, a murder
mystery set in a 14th-century monastery, at the behest of an Italian publisher looking to publish a series of short
thrillers. Eco, who always had a fondness for writing literary spoofs,

accepted because he said he “felt like poisoning a monk”.

In an echo of Beethoven, who, commissioned to produce a waltz on a rather banal musical theme, conjured

up the vast and complex Diabelli Variations, Eco wrote a 500-page behemoth that managed, as publicists
might say, to marry Borges with Conan Doyle, a crime procedural encased in all manner of philosophical
reflection and literary game-playing. The book proved a phenomenon, selling 10m copies in 30 languages and
becoming a successful (though far more linear) film in 1986, with Sean Connery as the Holmesian monk-
detective William of Baskerville.

Eco’s

later novels, including Foucault’s Pendulum (1988), The Island of the Day Before (1994) and Baudolino (2000),
also sold well and he could have given up the day job. But he never did. “I am a philosopher,”

he insisted. “I write novels only on the weekends.”

He wrote half a dozen novels, but his works on semiotics, critical theory and aspects of philosophy (his

earliest academic training was in medieval philosophy) are close to 10 times that number. He was one of those
figures, not unfamiliar in France or Italy, who is hard to imagine in the Anglo-Saxon world: interested

in everything; not bothered about demarcations of posh or pop (as a semiotician, he thought everything could be
decoded), immersed in Borgesian puzzles and literary jokes, and able to be at the same time both funny and
deadly serious about them. Italians are perhaps better than most at understanding that life is a divine comedy:
respect the divinity, but never lose sight of the essential comedy.

I asked Eco whether it bothered him that some critics were sniffy about his later novels, and that sales

never quite matched his first blockbuster. “You are always



shocked by how different critics’ opinions are,” he told me. “I think a book should be judged 10 years later,
after reading and rereading it. I was always defined as too erudite and philosophical, too difficult. Then I wrote
a novel that is not erudite at all, that is written in plain language, The Mysterious Flame of Queen Loana, and
among my novels it is the one that has sold the least. So probably I am writing for masochists. It’s only
publishers and some journalists who believe that people want simple things. People are tired of simple things.
They want to be challenged.”

The key, in taking stock of his 60-year career, will be putting the fictions in context. Do not trust obituaries
that emphasise “the author of The Name of the Rose” to the exclusion of his other personae. His novels were a
relatively small part of his output, and his contributions as critic, editor, literary theorist and all-

round provocateur should not be forgotten. He was fascinated by — and wanted to look afresh at — everything.
Nothing was sacrosanct. The society in which he had grown up had been torn apart by the second world war,
and he sought to understand why. That was the key to his leftwing politics and to his restless intellectual
wanderings. Perhaps the Anglo-Saxon literary and intellectual world is safer and more self-contained because it
did not suffer that mid-century catastrophe.

“Sometimes I say I hate The Name of the Rose,” he told me, “because the following books maybe were better.
But it happens to many writers. Gabriel Garcia Marquez can write 50 books, but he will be remembered always
for Cien Afios de Soledad [One Hundred Years of Solitude]. Every time I publish a new novel, sales of The
Name of the Rose go up. What is the reaction? ‘Ah, a new book of Eco. But I have never read The Name of the
Rose.” Which, by the way, costs less because it is in paperback.” He laughed, as, despite his fatigue, he did
many times in the course of our conversation. Eco was an intellectual who wore his great learning lightly. Life,
like fiction, was an endlessly absorbing game.

IIpakTHyecKoe 3afaHue 1Mo ped)epUPOBAHUIO MPeI/I0KEHHON My0ITMIUCTHYECKON WA HAyYHO-
ny0/IMIIMCTHYECKOH CTaThU. 3 ceMecTp

THE ANGEL AND THE AUTHOR
—AND OTHERS

by
JEROME K. JEROME

| had a vexing dream one night, not long ago: it was about a fortnight after Christmas. | dreamt | flew
out of the window in my nightshirt. | went up and up. | was glad that | was going up. “They have been
noticing me,” | thought to myself. “If anything, | have been a bit too good. A little less virtue and | might have
lived longer. But one cannot have everything.” The world grew smaller and smaller. <...>It was at this point of
my journey that | heard behind me the slow, throbbing sound of wings.

| turned my head. It was the Recording Angel. He had a weary look; | judged him to be tired.
“Yes,” he acknowledged, “it is a trying period for me, your Christmas time.”

“l am sure it must be,” | returned; “the wonder to me is how you get through it all. You see at
Christmas time,” | went on, “all we men and women become generous, quite suddenly. It is really a delightful
sensation.”

“You are to be envied,” he agreed.

“It is the first Christmas number that starts me off,” | told him; “those beautiful pictures—the good old
red-faced squire shovelling out plum pudding to the crowd of grateful villagers. It makes me yearn to borrow a
collecting box and go round doing good myself.



“And it is not only me—I should say I, | don’t want you to run away with the idea that | am the only
good man in the world. That's what | like about Christmas, it makes everybody good. the noble deeds we do!
why noting them down must be a comfort to you.”

“Yes,” he admitted, “noble deeds are always a great joy to me.”

“They are to all of us,” | said; “I love to think of all the good deeds | myself have done. | have often
thought of keeping a diary—jotting them down each day. It would be so nice for one’s children.”

He agreed there was an idea in this.

“That book of yours,” | said, “I suppose, now, it contains all the good actions that we men and women
have been doing during the last six weeks?” It was a bulky looking volume.

Yes, he answered, they were all recorded in the book.

5.3.3 TunoBbie 3agaHusa (ouLeHOuUHoe cpeAcTBO - IIpakTHueckoe 3ajaHue) /i1 OLEHKHU
chopmupoBaHHocTH KommnereHnuu [1K-3
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On your bike! Why Britain needs to do more to get children cycling

Peter Walker, The Guardian

Learning to ride is a wonderful milestone for children and promotes good health in later life, but the UK is lagg
ing behind

Stored away on my phone is a brief video showing the day, a few years ago, when my son first learned to ride
a pedal bike — more precisely, the moment he gained sufficient confidence for me to stop hovering and record
the historic event for posterity.

Looking back at the footage, what struck me was the meandering route he plotted. But this wasn’t
beginner’s wobbling — it was a deliberate decision to cycle through as many puddles as
possible, thus creating the biggest possible splashes.

It is an illuminating experience to cycle with a young child. You
relearn the sheer joy of travelling fast and effortlessly under your own power; the exhilaration of freewheeling
down a hill; and of course the vital importance of a good rear-wheel skid.

James Holloway, an instructor who often teaches young children, says he gets huge satisfaction from watching t
hem master cycling for the first time.

“As soon as that sense of them balancing the bike by themselves clicks, their enjoyment is exponential,”
he says. “What I have to teach is very, very basic and simple — they’re doing the work themselves. And
when it clicks you don’t think about it again. You just go.”

But what Holloway also sees is that
for many of his charges, their opportunity to use this newly won skill is extremely limited in everyday life.

“The children that I know who do end up cycling regularly tend to have pro-cycling parents who
ride themselves and



want their children to participate,” he says. “It all comes down to a very family level. There’s not any sense ther
e’s any wider responsibility from society to help children cycle safely.”

This is
borne out by statistics. Slightly under 3% of pupils aged five to 16 cycle to school, according to the official nati
onal travel survey, with more than a third going by car.

In countries where decades of investment
in bike routes has made cycling safer and more everyday, the reverse is true. Almost 40%
of Dutch children go to and from school by bike.

In Denmark’s second city of Odense, which has over the decades built
350 miles of bike lanes, a claimed 81% of pupils go to school by bike. The official advice is that those aged six
or over should be able to manage the ride alone.

For British parents — where 94% of primary schoolchildren are escorted to school —
this must seem like a different world.

There are many consequences, particularly the long-term effect on public health in a country where nearly
a third of children are overweight or obese. Public health experts see cycling for transport as an ideal
way to keep young people active, particularly for teenage girls, who can be resistant to organised sport.

There are wider social factors at play, not least the narrowed social horizons faced by children unable to travel a
ny distance without a parental chauffeur, if the family even owns a car.

Worries about children losing their freedom of roam are not new. In 1990, the maverick British architect
and campaigner Mayer Hillman investigated why, in an era when the rate of child traffic deaths had
fallen massively, the government was still running a road safety campaign aimed at

young people called, “One false move and you’re dead.”

By replicating surveys from two decades before about how often children were allowed to walk and

cycle unsupervised, Hillman found this had plummeted. It was not an era of greater safety for children,

he concluded; it was one of greater confinement to the home. “The good old days of reminiscence and the good
new days depicted by the accident statistics are reconciled by the loss of children’s freedom,” he wrote.

More recent studies have found children who cycle or walk to school tend to have significantly more
“mobility licence” to get about during other parts of their lives, for example seeing friends.

Why are UK children so restricted? The obvious
answer is that the roads are far less safe for cycling than those in countries like the Netherlands, Denmark and G
ermany.

But
there is more to it, notably cultural and official attitudes which suggest children should be actively discouraged f
rom getting about by bike.

At the more extreme end is the example of a school in Portsmouth which sought to ban an 11-year-old boy
from riding the one-mile trip from his house, despite almost all of this being on cycle paths.



More notorious still was
a 2010 case when a school in south London threatened to report a family to social services for letting their childr
en, aged five and eight, cycle to classes unsupervised using the pavement.

Victoria Hazael, from the campaign group Cycling UK, says it is more common for schools to discourage bike
use tacitly.

HpaKTI/I‘IeCKOE 3a/laHHe - pe(bepnpOBaHue U 1rmepeBojg rlyﬁJII/II[I/ICTI/I‘JECKOFO TeKcTa. 2 cemecTp

A guide to participatory art shows

Participatory art radically immerses the audience in the creation of art, rendering them no longer passive
observers but key creators

Participatory art has led to some highly celebrated as well as passionately lampooned exhibitions in the
contemporary art scene. Artists such as Yoko Ono, Antony Gormley, Marina Abramovic and Spencer Tunick
have all actively engaged the viewer in some form of participation beyond passively looking at art.

Rather than enabling a community art project, it is an experience under the curatorial direction of the artist.
The idea is to encourage or manipulate participation as a tool for raising consciousness and immersing the
audience in the experience of creating art. The process and the result become the artist’s exhibition, and many
have hit the headlines worldwide.

Now, at the grand age of 88, the avant-garde artist and peace activist, Yoko Ono is back with an exhibition
entitled Mend Piece at the Whitechapel Gallery in East London (25 August 2021 - 2 January 2022) which
involves visitors repairing smashed pottery in the Japanese tradition of kintsugi as part of the display.

For Ono, participatory art has been a vehicle for the public to collaborate in promoting peace and this latest
interactive installation seems to play on the pun (piece/peace). Everything is white - the colour associated with
peace in war. Tables and chairs are white; the smashed pottery is white; string and scissors are white. Yoko
Ono advises the visitor: “Mend carefully. Think of mending the world at the same time.” Despite being a
visionary artist in her own right, Ono is most popularly known in association with John Lennon, her third
husband, with whom she spent a honeymoon in Amsterdam in 1969 protesting against the Vietnam war with a
week-long Bed-in for Peace. During this time, they received many celebrity visitors and a great deal of press
attention. Ono’s reputation preceeded her marriage to Lennon, with Cut Piece, first exhibited in Kyoto, Japan
in 1964 and then in New York and London.

As the title infers, members of the public cut away small pieces of Ono’s clothes until she was completely
naked to demonstrate reciprocity and trust between artist and viewer. Interestingly, Mend Piece revisits Ono’s
1966 exhibition Mending Piece | held at the famous, counterculture Indica Gallery in London where she met
Lennon, as if her work has come full circle.

Other contemporary artists in the canon of participatory art have used various techniques to achieve their
goals. In 2009 the English sculptor Antony Gormley was commissioned to work on Trafalgar Square’s fourth
plinth in London which hosts sculptures by award winning artists on a yearly commission since 2001.
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Gormley took the idea of sharing the plinth to whole new level and engaged thousands of people to express
themselves creatively by occupying the platform for an hour each. As a result, during the year the plinth
became a space to promote the personal, political and artistic (with a heavy dose of humour and some
showing-off thrown in), all under the curatorial eye of Gormley.

The first participant—or living statue—was usurped by a saboteur waving an anti-smoking placard. The
interloper scaled the monument much to the bemusement of the curator and the former Mayor of London,
Boris Johnson.

After this, the exhibition proceeded as anticipated with housewife Rachel Wardell, holding a circular placard
on a pole, rather like a lollipop lady on a zebra crossing, advertising Childline’s freephone number. Numerous
living statues then took the stand, including an IT consultant who spent an hour releasing green balloons,
whilst a man held a banner professing that he was “not a pigeon”.

Audience involvement can be risky. Most shockingly in Naples, Italy in 1974 at Studio Morra the Serbian artist
Marina Abramovic instructed participants to “use on me as desired” a range of objects from petals and
feathers to razors and a loaded gun during her exhibition Rhythm Q. Abramovic wanted to find out “how far
the public would go” with her body and the results, reflecting misogynistic tolerance at that time, placed her in
an abusive situation.

Abramovic has continued to explore the relationship between artist and audience in relation to her body
throughout her career. Perhaps in a more considered manner, at least for her physical wellbeing, she
performed The Artist is Present at the Museum of Modern Art in New York in 2010. Sitting still and silent for
three months, eight hours a day, she gazed through the public who filed in to sit opposite her, some to stare
back, others to profess their feelings. A retrospective of Abramovic now in her mid-seventies, including her
performance and participatory art, at the Royal Academy in Piccadilly London, has been postponed until 2023.
A work hoped to be revisited in the showcase—social distancing forgiving—is Imponderabilia (1977) conceived
to test the audience’s relationship with art by inviting them to walk between a nude man and woman standing
close together.

Nudity has been a chosen subject of the American artist and photographer Spencer Tunick in his participatory
ventures. Last year he brought together over two hundred people for a collective photo shoot at Alexandra
Palace, North London—with a difference.

Everyone wore a mask in keeping with social distancing during lockdown, apart from which they were naked.
Tunick has staged over 75 largescale, nude shoots—to explore our understanding of identity and privacy, he
explains.

Tunick has used urban and rural landscapes as his canvas whilst curating volunteers in various poses as shapes.
This latest participatory experience entitled Everyone Together 2020 to launch Sky Arts, proved a poignant
sentiment during the pandemic.

MpakTuyeckoe 3agaHune - pedpepupoBaHue U Nepesos Ny6aMLUCTMYECKOro TEKCTa. 3 cemecTp

Abstract Art is Not Art And Definitely Not Abstract
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by Fred Ross

Just because something causes you to have a feeling of aesthetic beauty does not make it a work of art.
A work of art is the selective recreation of reality for the purpose of communicating some aspect of
what it means to be human or how we perceive the world. The greatest works explore beauty or
tragedy in life. The most profound and universal of human emotions that are timeless, and could have
occurred in the ancient past and will be experienced again in the distant future. The same kind of
subject matter is explored by the greatest poetry, novels, and plays. Our hopes, our dreams, our
fears. Then take any one or more of these themes, give it expression by masterful skills forged by the
finest training available, from centuries of codified knowledge of the craft. And all unified by the
perfection of composition, of design, drawing, modeling, perspective, tone, color, light, atmosphere,
and paint handling. That is the description of works of art.But, it is worth repeating, there are plenty of
beautiful objects or scenes in nature that are aesthetic without being works of art in themselves: rose
petals floating in a basin or waves crashing on the shore.These are all things that we might experience
in reality, and that actually have an aesthetic effect. But they are not art. Art is the selective recreation
of reality for the purposes of expressing an idea. The artist takes elements of reality and rearranges
them in such a way that he makes perceivable an idea, a concept, an impression of the world. In other
words, it is the artist, a human being, who is doing the selecting — not nature and not chance.The
scenes or objects mentioned above are tangible, and enjoyable in the here and now, and in recollection.
But the real world or the natural world simply is. Our experiences in it can become the material of
artworks when they are judiciously selected and arranged, with all the finesse and mastery of years of
training, craftsmanship, and learning.But isn't an "abstract" painting by Mark Rothko or Jackson
Pollock tangible in a similar way to the examples above? Get close enough to a modernist painting and
some patches of paint and blots of color are pretty to look at. Stare at them long enough you might
even convince yourself that there is something meaningful in them. But they aren't meant to be
interpreted as selections of reality at all. Since Clement Greenburg, modernist critics have always
talked about them as "bits of" reality, as if they had their own exalted aesthetic existence.The usual
description of a modern "abstract" painting is that it is "a painting about paint itself". Its subject matter
is paint, or the formal principles of painting. The first claim is nonsensical: saying a painting is about
paint is like saying a poem is about the alphabet. A poem uses the alphabet to represent words, which
can in turn be used to convey knowledge or express ideas. The second claim is just as banal. A
painting that is "about" its formal principles is, again, like a poem that is about rhyme, about
onomatopoeia, or about iambic pentameter. In other words, it is art as a jigsaw puzzle of the lowest
order. An endless pseudo-intellectual game, slightly mesmerising because of its futility — like a
Rubik's cube. Even fun to play occasionally — in jest — because it keeps the pattern-recognition parts
of the brain occupied. By this definition, a Rubik's cube is probably the world's most successful work
of modern art — it refers only to itself, it has the sacred cubic form, and it is covered with more
colored squares than a Mondrian.If art had ever been about this kind of cerebral playing with formal
principles it would have died a tedious death millenia ago. But this is what modernist critics would
have us understand is "abstract" art.
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OrjeHka KpuTtepuu orjeHMBaHs
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OcHOBHasi TuTeparypa:

1. ODanueBckas O. E. AHrMNACKAN SI3bIK [I71s1 MEXKKY/IBTYPHOTO U ripodeccroHanbHOro obienus. English
for Cross-Cultural and Professional Communication / [lanueBckasi O. E.,Manés A. B. - 7-e u3g,., ctep. -
Mockga : ®JIMHTA, 2019. - 192 c. - Kuura u3 konnekiuu ®JIMHTA - fI3biko3HaHUe U
nuteparypoBezieHue. - ISBN 978-5-9765-1284-9., https://e-lib.unn.ru/MegaPro/UserEntry?
Action=FindDocs&ids=867165&idb=0.

2. AHrnucKui s3bIK A1 ropuctoB / AranuHa T.A., MnbuHa H.1O., Kucenesa JI.A., PatHukoBa E.B.,
YenroBa H.B., Illep6akoBa T.H. - Mockga : ITpocriekt, 2019., https://e-lib.unn.ru/MegaPro/UserEntry?
Action=FindDocs&ids=662015&idb=0.

[ononmHuTebHAs TUTEpaTypa:

1. Cunonc O. B. AHr0-pycckuii c/ioBapb HaurMHarolero nepepoguuka / Cunovic O. B., IllupokoBa I'. A.
- 3-e u3[l. - Mockga : ®JIMHTA, 2012. - 517 c. - PekoMeHj0BaHO YueHbIM coBeTOM Kadepsbi
VMHOCTPaHHbIX 53bIKOB Poccuiickol AKaJieMyu HayK [Jisl UCIIO/Ib30BaHMsI B KauecTBe yueOHOro
Martepuasna B 06/71aCTH JJONOMHUTENBHOTO TIpodeccroHanbHOro obpasoBanus. - bubsmuorp.: gocTynHa B
KapTouke KHUTH, Ha caiite OBC Jlanb. - Kaura u3 komiekiuu ®JIMHTA - fI3bik03HaHUe U
nutepaTypoBezieHue. - ISBN 978-5-89349-620-8., https://e-lib.unn.ru/MegaPro/UserEntry?
Action=FindDocs&ids=777205&idb=0.

2. T'ymoBckas I'. H. Aurmumiickuii 1361k ipodeccroHanbHoro obmenns. LSP: English for professional
communication / I'ymoBckas I'. H. - 2-e u3g., ucnp. - Mocksa : ®JIMHTA, 2018. - 320 c. - Bubmuorp.:
JOCTyIHA B KapTouke KHUrY, Ha carte ObC Jlans. - Kunra us komnekiuu ®JIVMHTA - fI3pik03HaHue U
nuteparypoBeieHue. - ISBN 978-5-9765-2846-8., https://e-lib.unn.ru/MegaPro/UserEntry?
Action=FindDocs&ids=777440&idb=0.

3. I'ymoBckas I'. H. Kypc npakTryeckoii TpaMMaTHKX aHTJIMICKOTO si3bIKa. YacTu peur, 0003Havarorye



HOMMHALIAIO U KauecTBO pedepeHTa: Cyl[eCTBUTe/IbHOe, MeCTOUMEeHHe, TIpr/iaraTesibHoe, Hapeuue,
yncutenibHoe = A Course in Practical English Grammar. Substantive and Qualifying Parts of Speech:
Noun, Pronoun, Adjective, Adverb, Numeral : yue6Hoe nmoco6ue / I'ymoBckas I'. H.,Paguenko JI.
N.,bonpapenko C. B. - Mocksa : MIIT'Y, 2021. - 292 c. - Kaura u3 kosuekiguu MIITY - f3biko3HaHue u
nuteparypoBezieHue. - [ISBN 978-5-4263-1025-4., https://e-lib.unn.ru/MegaPro/UserEntry?
Action=FindDocs&ids=806366&idb=0.

[TporpammHoe obecrieueHrie U VIHTepHeT-peCcypChl (B COOTBETCTBUU C COJiePXKaHUEM IVCIUTUIAHBI):

MSMicrosoftOfficeWord 2007
MSMicrosoftOfficePowerPoint 2007

NHTepHeT-pecypcsl
http://www.filologia.su - bubmoTeka yueOHOM ¥ HayYHOM IUTEPATYPhI IO (DHUI0JIOTHH
http://elibrary.ru - HayuHast 3nekTpoHHasi 6ubimioTeka

7. MaTepHua/IbHO-TeXHHYeCKoe ofecrieyeHHe JUCLUIIMHBI (MOY /1)

YueOHble ayUTOPUM [i7isI TIPOBeJIeHHs yueOHBbIX 3aHSITHM, TpeJyCMOTPeHHBbIX 00pa30oBaTe/bHOU
MIPOTPaMMOM, OCHaIeHbl MYJbTUMEAUMHBIM 000pyZoBaHUEeM (TIPOEKTOP, 3KpaH), TeXHUUeCKUMH
cpeAcTBaMU 00yYeHHs, KOMITbIOTepaMH.

[TomerrieHus: 711 CAaMOCTOSITeNTbHOM pabOThl 00YYarOIUXCsl OCHAIlleHbl KOMITbIOTEPHON TEeXHUKOHN C
BO3MOJKHOCTBIO TMOAK/IIOUeHUss K cetd "VIHTepHeT" M obecrieueHbl [OCTYIIOM B 3/IEKTPOHHYIO
MH(OPMaLIMOHHO-00pa3oBaTebHYI0 Cpely.

[lporpamMa coctaBfeHa B cooTBeTcTBUU C TpeboBaHusmu PI'OC BO mno HampaBieHHIO
MOATOTOBKU/CrieLiianibHOCTU 45.04.02 - JIMHrBUCTUKA.

Astop(s1): EpmakoBa FOnust iropeBHa.
3aBenytomuii Kadeapoii: BockpeceHckasi HaTanbst AnekcaH/ipoBHa, KaHUAAT (DUI0IOTHUECKUX HayK.

ITporpamMma o00peHa Ha 3ace/JaHUM MeTOANUECKOM Komuccuu ot 14 mapta 2025 1., ipoTokos Ne 11.



	Рабочая программа дисциплины
	Задание 1 по разделу 2 «Entertainment and Arts»
	Задание 2 по разделу 2 «Entertainment and Arts»
	Complete the sentences using one or more words. The sentence must be grammatically correct once you have added the right word(s)

	Задание 3 по разделу 6 «Crime and Punishment»
	Задание 4 по разделу 6 «Crime and Punishment»
	Types of Criminals and Court Language. Match the vocabulary with the definitions:

	Задание 6 по разделу 4 «Медицина 21 века»:
	Задание 7 по разделу 6 «Global Environmental Problems»:

