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HOACHUTEJIBHAA 3AIIMCKA

B coBpeMeHHOM Mupe Au3ailH UrpaeT 3aMETHYIO pOJib KaK CTPEMHUTEIbHO
dbopmMupytomasics, 06J1acTb ryMaHUTApPHOTO 3HAHUA. M3yueHre aHrIHIICKOTo A3bIKa B
nucuUIUinHe «Jlu3aiiH» HeoO0XOIMMO CTYJAEHTaM JIaHHBIX CIHEIUaJIbHOCTEH. DTO B
IepBYI0 odepenb 00ycioBiieHO crnenudukoir padorbl. CTyAeHT IOJDKEH BIIAJICTh
SI3BIKOBBIMHM HaBBIKAMH KaK CPEJCTBOM MEKHAIIMOHAJIILHOTO U MEXJIMYHOCTHOTO 00-
IICHWS B JAHHOU 00JIaCTH.

Leab Kypca — HCMOIB30BaTh WHOCTPAHHBIN SI3BIK KaK CPEACTBO TMpodeccro-
HAJIBLHOTO U MEXJIMYHOCTHOTO OOIIICHHUS.

JIOCTM>KEHME TJIABHOM LENM MPEANOJaracT KOMIUIEKCHYIO peau3aluio Clie-
IYIOUIUX LIEJEHU:

— no3HasamesvbHol, TO3BOJIIONIEH chopMUpOBaTh MpeacTaBieHue 00 oOpasze
MHpa KakK ILEeJIOCTHOM MHOTOYPOBHEBOHl CUCTEME (3THHUYECKOH, S3bIKOBOM, COLIMO-
KYJIbTYPHOU U T. 11.); YPOBHE MAaTE€PUAILHONW U JTYXOBHOM KYJIBTYPHI; CUCTEME IIEHHO-
cTeil (penmuruno3Ho-PpmIocoPCKUX, ACTETHUECKUX W HPABCTBEHHBIX); OCOOCHHOCTSIX
poheCCUOHAIBHOM IEATEIBHOCTH B COU3y4YaeMbIX CTPAHAX;

—  paszsusaroweli, O0OECIECUUBAIONIEH PEUEMBICIUTEIbHBIE W  KOMMY-
HUKATUBHBIC CIIOCOOHOCTH, Pa3BUTHE NMaMATH, BHUMAaHHS, BOOOpaKeHUs, (GOpMHPO-
BaHUE MOTPEOHOCTU K CaMOCTOSITENIbHOM MO3HABATEILHON AESITENIbHOCTH, KPUTHYE-
CKOMY MBIIIUICHUIO U pediiekcuu;

— gocnumamesbHOU, CBA3aHHOU C (hOPMHUpPOBAHUEM OOIIEUEIOBEYECKUX, 00-
IICHAIMOHATLHBIX U JIMYHOCTHBIX LIEHHOCTEM, TaKUX KaK T'yMaHUCTHYECKOE MHUPO-
BO33pEHUE, YBAKEHUE K IPYTUM KYJIbTypaM, NaTPUOTHU3M, HPABCTBEHHOCTb, KYJIbTYpa
OOIIIEHNS;

— npakmuveckoui, TPEIINOoararmIeii OBlaJeHUe WHOS3BIYHBIM OOIICHUEM B
€UHCTBE BCEX €ro Komnemenyuil (S3bIKOBOM, PEUEBOI, COIMOKYJIBTYPHON, KOMIICH-
CaTOPHOM, y4eOHO-TT03HABATEIILHOM ),

—  @yukyuti (3TUKETHOW, TO3HABATEIbHOW, PEryJSTUBHOW, IIEHHOCTHO-
OPUEHTALIMOHHOMN) U (hopm (YCTHOU M MMMCBMEHHOM ), YTO OCYIIECTBIISIETCS MOCPEACT-

BOM B3aHMMOCBA3aHHOT'O O6yquI/I$I BCEM BHJaM pequoﬁ ACATCIbHOCTH B paMKax
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ONPENEIICHHOTO MPOTPaMMON IIPEAMETHO-TEMATUYECKOTO COAEPKaHUsA, a4 TAKKE OB-
JaJIeHUs] TEXHOJIOTUSAMH S13bIKOBOT'O CaMO0OOpa30BaHUsI.

B xauecTBe cTpaTernueckoil HHTErpaTUBHOM KOMIIETEHIIMM B MpoIecce 00yue-
HUsI NTHOCTPAHHBIM S3bIKAM BBICTYNAET KOMMYHUKAMUBHAA B €IUHCTBE BCEX COCTAB-
JSIFOIIMX:  SI3bIKOBOM, PEUYEBOM, COLMOKYJIbTYPHOH, KOMIIEHCATOPHOM, YydeOHO-
IMO3HABATCIILHON KOMIIETEHIINN.

A3vik06asi KOMNemeHyuss — COBOKYITHOCTD SI3bIKOBBIX CPEACTB ((POHETUUECKUX,
JEKCUYECKUX, TPAMMATUYECKHX ), a TaKKE MPABUJI UX HUCIIOJIb30BAHUS B KOMMYHHUKa-
TUBHBIX LIEJISX.

Peuesas xomnemenyus — COBOKYITHOCTb HABBIKOB U YMEHUU PEUYECBOU JEATEIIb-
HOCTH (TOBOpEHHE, TUCHMO, ayIMPOBAHUE, YTEHUE), 3HAHKE HOPM PEYEBOro MOBeje-
HUSl, CIIOCOOHOCTH UCIIOJIb30BATh SI3bIKOBBIE CPEACTBA B CBA3HOM peur B COOTBETCT-
BUU C CUTyalMel oOIIeHHUs.

Coyuoxynomypnas KomnemeHyus — COBOKYIHOCTb 3HAHUH O HAMOHAJIBHO-
KYJIbTYPHOH cHelU(pUKe CTpaH U3y4yaeMoro s3bIKa U CBSI3aHHBIX C 3TUM YMEHH KOp-
PEKTHO CTPOUTH CBOE PEUYEBOE U HEPEUEBOE IOBEACHUE.

Komnencamopnasa komnemenyus — COBOKYITHOCTb YMEHHM HCIIOJIB30BaTh J0-
IOJIHUTEIIbHbIE BepOajbHbIE CPEJCTBA U HEBEPOAIbHBIE CIIOCOOBI PEUICHUS] KOMMY-
HUKAaTUBHBIX 3371a4 B YCIOBUAX Je(HUIINTA IMEIOIINUXCS SI3bIKOBBIX CPEJCTB.

Yuebno-nosnasamenvnas komnemeHyusi — COBOKYIHOCTb OOIIUX U CIIELUATb-
HBIX YYEOHBIX YMEHUN, HEOOXOJUMBIX AJII OCYLIECTBICHUS CAMOCTOSATEIbHOM Nes-
TEJIBHOCTH 10 OBJIAJCHUIO UHOCTPAHHBIM SI3BIKOM.

3agauun u3y4eHus JUCHMILVIMHBI:

B pe3ynbTaTte uzydenusi yueOHOU JUCHUIUIMHBI CTYACHT JIOJKEH:

3HATH:

— CHUCTEMY MHOCTPAHHOIO SI3blKa B €ro (POHETUYECKOM, JIEKCUYECKOM U IpaM-
MAaTU4YECKOM acCIIeKTaX;

— CJIOBOOOPA30BaTEIbHbIE U CHHTAKCUUECKHUE CTPYKTYPhI U CXEMBbI peanu3aluu
peuu;

— MpaBujIa JIEKCUYECKON COUeTaeMOCTH U OPOPMIICHHUS PEUEBO 1€ATEIHHOCTH;
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— COLMOKYJITYpHbIE HOPMBI OBITOBOTO U JICIOBOTO OOIICHHS B COBPEMEHHOM
MUPE;

— UCTOPHIO B KYJBTYPY CTPAHBI H3y4aeMOTO SI3bIKa;

yMeThb:

— OCYILECTBIIATh PEUYEBYIO JIEATEIBHOCTh HEOOXOAUMOTO BU/Ia B COOTBETCTBUU
C KOMMYHHUKATHBHOM 3a/1adeil M CXeMOil B3auMOAeHcTBUA B 001X chepax oOmeHus
(moBcenHeBHAs, COIMAIBLHO-00IIEeCTBeHHAs1) U B cdepe cBoeil mpodeccrnoHanbHON
JeSITeNbHOCTH;

— aHANM3UPOBATh CIIeUaIbHbIC, OOIICHAYYHBIE W COIMAIBHO-TIOJIUTUYCCKUE
TEKCThl HA UHOCTPAHHOM $I3bIKE;

— ynotpeosaTh 6a30Bble TPAMMATUYECKUE CTPYKTYPbI B PEUH;

— BECTH OOILIEHUE Ha UHOCTPAHHOM SI3BIKE;

— UCNOJIb30BaTh IIpaBUiIa PEYEBOI0 ITUKETA,

— IIOHUMAaTh 3HAYEHHUE JICKCHUECKHUX EIAMHMII Ha YPOBHE, 00ECIeYHBAIOLIEM
NOHMMaHUe, B LIEAX OCYIIECTBICHUS MPO(EeCcCCHOHANIBHBIX 33/1aY;

— UCTIOJIB30BaTh CIOBAPHBINA 3amac, BKIOYas HIUOMATUYECKUE W Pa3rOBOPHBIE
BBIPAKEHUS U MTPAKTUYECKH 0€301TMO0YHO M YMECTHO UX YIOTPEOIISTh;

BJIA/IETh:

— BCEMH BUJAMH YTCHHS (M3ydaroliee, 03HaKOMUTEIBHOE, POCMOTPOBOE, IO~
HCKOBOE), MPEIOJaraloliuMy pa3Hyto CTENeHb IOHUMaHUS POUYUTAHHOTO;

— YMEHHEM HaXOAWTh KOHKPETHYI HHGopMaiuio (ompeaencHue, MpaBuio,
U (pOBBIE U JPYTUE TAHHBIE);

— HaBBbIKAMM MOATOTOBJIEHHOI'O U HEMOATOTOBJIEHHOTO BhICKA3bIBAHMUS;

— HaBBIKAaMH pedepupoBaHUS M AHHOTUPOBAHUS MPO(HECCHOHATHFHO OPHEHTH-
POBAaHHBIX U OOLIEHAYYHBIX TEKCTOB;

— YMEHHUEM BOCIIPUHUMATh Ha CIyX MHOSA3BIYHYIO PEUb B €CTECTBEHHOM TEMIIE
(ayTeHTHUYHBIE MOHOJIOTUYECKUE U JUATIOTUYECKUE TEKCThI, B TOM YKCie Ipodeccro-
HAJIbHO OPUEHTHPOBAHHBIE), C PA3HOM MOJIHOTOM M TOYHOCTHIO NMOHMMAHHUSA UX CO-

Jep>KaHUs.



OcBoeHre AUCHUILIMHBI oOecniedynBaeT (GOpMUPOBAHUE AKATEMHYECKHX, CO-
HHMAJTbHO-JTHYHOCTHBIX M MPO(eCCHOHAIbHBIX KOMIIETEHIUI CIICHIHAIIACTA.

TpeboBanus Kk akageMU4eCKUM KOMIIETEHIIUSAM CIEIUAINCTA

CrenuanucT JOJIKEH:

— AK-4. YmMmeTh paboTath caMOCTOSITEIBHO;

— AK-8. Ob6nanaTh HaBbIKAMH YCTHOM U MUCbMEHHOM KOMMYHUKAIIWU;

— AK-9. YMeTb yuuThCs, OBITh PACIIOJIOKEHHBIM K IMOCTOSTHHOMY TMOBBIIICHUIO
npodeccuoHabHON KBaU(PUKAIIIY.

TpeboBaHus K CONMATBLHO-THYHOCTHBIM KOMIIETEHIIMAM CIIEIHAJTUCTA

CrnenuanucT JOJIKEH:

— CJIK-1. ObnanaTh 3penbiM rpakJaHCKUM CO3HAHHUEM;

— CJIK-3. O6namath COCOOHOCTHIO K MEKJIMYHOCTHBIM KOMMYHHUKAITUSAM H
COLIMAJIbHOMY B3aUMOJEHCTBHIO.

Ha y4eOnyto mucummuiviHy Juisi THEBHOW (OpMBI OOY4YEHUS BBIJEICHO BCETO
250 yacoB, u3 HUX 136 ayauTOPHBIX YACOB MpPAKTUYECKHUE 3aHATUs. Tekyluas arre-
cranus — 3a4et B 1, 2, 3-M ceMecTpax sl JHEBHOU (HOpMbl 00yUeHUSs, IK3aMeH B 4-M
cemectpe. Ha camocrositenbHyto paboty otBeaeHo 114 gacos.

CDopMa IMMOJIYUCHUS BBICHICTO 06p3,30BaHI/ISI — O4YHasdl.



1. IPAKTUYECKWH PA3JIEJI

1.1. Conep:xkanue y4ueOHOro marepuaJjia
IIpuMepHbIH NUIAH
1. I[IpenrexcroBas padora.
2. ITucbMeHHBIN TIepeBO TEKCTA C AHTJIMUCKOrO SI3bIKAa Ha PYCCKHUIA.
3. JIekcUKO-rpaMMaTHYECKUE YIPAXKHEHUS.
4. PedepupoBanue (aHHOTHPOBAHUE) TEKCTA.

IIpumepHbIii cIMCOK TEKCTOB AJis1 mepeBoaa 1 cemecTp

Text 1 Design

Text 2 Elements of Design

Text 3 Principles of Design

Text 4 Design in Painting and Drawing
Text 5 Design in Sculpture

I[IpuMepHbIii CIMCOK TEKCTOB /s epeBoa 2 ceMecTp
Text 1 Design in Architecture

Text 2 Design in Handicrafts

Text 3 Design in Industry

Text 4 Interior Design

Text 5 Principles of Interior Design

IIpumepHBIA CIMCOK TEKCTOB JJIS NepeBoaa 3 ceMecTp

Text 1 History of Inferior Design

Text 2 Medieval and Renaissance Europe
Text 3 Baroque to Neoclassical Periods
Text 4 Modern Design

Text 5 Landscape Design



IIpuMepHBIii CIUCOK TEKCTOB IS epeBoaa 4 cemecTp

Text 1 Web Design

Text 2 Computer Design

Text 3 Furniture Design

Text 4 Fashion Design

Text 5 Designing for Business

1.2. MeToauyeckne peKOMeHIanu

10 MPOBEJACHUI0 MPAKTHYCCKUX 3AHATHH

N3yueHue MHOCTPAaHHBIX SI3bIKOB SIBJISIETCS HEOOXOAMMOWM COCTAaBHOM YacThiO
0011e00pa3oBaTeIbHON MOATOTOBKMA HAYYHBIX KaApOB. DTO OOYCIOBJIEHO HHTEpHA-
[MOHAJIM3AIMENl HAYyYHOTO OOIIEHUs, Pa3BUTUEM COTPYIHUYECTBA CHEIUAIMCTOB U
YUEHBIX Ha IN100aJIbHOM YPOBHE M pacllMpeHUEM c(epbl HaydHOro AMCKypca B CO-
BPEMEHHOW KOMMYHUKAIWH.

[enpro 00yueHuss B paMKax JaHHOW AMCIMUIUIMHBI SIBJIIETCS OBJAJCHUE CTY-
JEHTaMH TEPMUHOJIOTUEH MO Jau3aiiHy Ha MHOCTPAHHOM (QHIJIMHCKOM) SI3BIKE JIJIsI
npodeccuoHanbHOro  oOmeHuss B cepe HaydHor ©  mpodeccuoHaIbHO-
OPUEHTUPOBAHHOU MPAKTUYECKOU IESATEIBHOCTH.

Kypc  wu3ydeHus  MHOCTpAaHHOrO  si3bIka  HOCUT  MpodeccHoHaTbHO-
OpPUEHTUPOBAHHBI U KOMMYHHKAaTUBHBIN XapakTep. MIHOS3bIYHbIE YMEHHUS U HABBIKU
peaNnu3yroTCs B COCTaBE KOMMYHMKAaTHBHOW KommneTeHUuu. JlaHHbI y4eOHO-
METOJUYECKUIM KOMIUIEKC MpeArnoiaraeT (OpMUPOBAHUE Yy CTYICHTOB HaBBIKOB U
YMEHUN MHOA3BIYHOTO OOLIEHUS B KOHKPETHBIX MPO(PECCUOHAIBHBIX, JEIOBbIX, Ha-
YUHBIX cpepax U CUTYyalHsIX, @ TAKKE HAIUYUE CIEAYIOIIUX YMEHHA:

YMEHHUE YUTATh CO CIOBAPEM TEKCThI, TEMATHUECKH CBSI3aHHBIE C MPOQECCUEH;
YMEHHUE YUTATh TEKCThI, CMBICIIOBAsI CUTYyalUsl KOTOPBIX MOKET CIIYKUTh MPEAMETOM
Oece/1bl, BBICKA3bIBAaHUIM 1 00CYX/I€HUS Ha MHOCTPAHHOM SI3bIKE;

YMEHHE C MOMOIIBIO CIIOBapsl M3JIOKHUTh B MUCBMEHHOU (Qopme coaepiraHue
TEKCTa; YMEHUE MPAaBUIIBHO MHUCATh CJI0BA M CJIOBOCOYETAHUS, BXOSAIINE B JEKCHYE-

CKHH MHUHUMYM, OHpeﬂeﬂeHHLIﬁ HpOFpaMMOﬁ; YMCHHUC BBIPpAKATH CBOHW MBLICIIN B
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yCTHOH (opMe MO MPOMIEHHON TeMaTHUKe, OTHOCAIICHCS K y4eOHOW U MPOU3BOJCT-
BEHHOH JIEATEIBHOCTH CTYAECHTA U €ro CIELUUaIbHOCTH; IOHUMATh HA CIIyX pedb, CO-
NEPKAILYI0 YCBOCHHBIA SI3IKOBOM MAaTEpUAIT; JOIYCKAeTCS HMCIOJIb30BAHUE HE3HA-
KOMOH JIEKCUKM, 3HAYEHME U CMBICI KOTOPOM pPAaCKpHIBACTCA HA OCHOBE YMEHMs
I10JIB30BAaThCS A3BIKOBOW U JIEKCUYECKOM JOTaKOM.

[TuceMo 1 yueOHBbI IEpeBOJI B Kypce 00y4eHHs] pacCMaTpUBAETCs HE KaK LIellb,
a KaK CpeJCTBO 0Oy4eHHMs, BXOJAIIEEC B CUCTEMY YNPAXKHEHUNH NpU OOBSICHEHUH, 3a-
KPEIUIEHUH U KOHTPOJIE A3BIKOBOIO0 MaTeEpHUaia U €ro IOHUMAHUS IIPU YTCHUU.

[IpakTnueckue 3a1aHus 00ECIIEUNBAIOT YCBOCHHE JIEKCHYECKOTO MaTepuaia u
BKJIFOYAIOT TPEHHUPOBOYHBIE M KOMMYHHMKAaTHBHO-OPUEHTHUPOBAHHBIE YIIPAKHECHUS,
NapHYIO U IPYIIOBYIO paboTy, pOJIEBbIE UTPhI, TBOPUECKUE 3a7aHusl. BaxkHoe 3Haye-
HUE UMEET UCIIOIb30BaHNE ayTCHTUYHBIX TEKCTOB. M3ydyeHune Kaxaom TeMsl Leneco-
o0Opa3HO 3aBepiiaTh 00OOUIAIOIIMMU YNPAKHEHUSAMHU U TECTOBBIMU 3aJaHUSIMM IS
KOHTPOJISI YCBOEHUSI MATEPHAIIA.

Heo0OxoaumMo y4uThIBaTh YPOBEHb SI3bIKOBOM KOMIIETEHIIMU CTYJEHTOB B MpO-
1iecce paboThl ¢ TEKCTOBBIM MaTE€pUAJIOM, a TAKXKE BbIOMpATh Haubosee aJeKBaTHBIE
METOJUYECKHE MOAXO0Jbl K (POPMUPOBAHUIO JIEKCUUECKUX HABBIKOB. YUMTHIBAs MH-
Tepdepupyrolee BIUSHUE PYCCKOrO SI3bIKa, MPENOAABATENI0 CIEAYET YIENITh BHU-
MaHHe TPaMMaTHYECKUM SIBICHUSM, YTOOBI COKPATUTh MOSBICHHE BO3MOKHBIX OLIH-
OOK Yy CTYJEHTOB, a TaKX€ CTHUMYJHMPOBATh CaAMOCTOSITEIbHOE OIpeaeeHUEe U HC-
npaBjieHHe OMMOOK cTyAeHTamu. HeoOxoauMo mooupsith MCMOJIb30BAHUE CTY/ACH-
TaMU Pa3HOOOPA3HBIX JIEKCUUYECKUX €AUHUL U TPAMMAaTUYECKUX CTPYKTYpP U YIEISTh
0c000€ BHUMaHHUE OOECIEUEHUI0 MAaKCHMaJIbHOW AaKTHBHOCTH CTYAEHTOB Ha BCEX

JTariax 3aHATHA.



1.3. TekceThl AJ151 aHHOTMPOBAHUA U pedeprpoBaHUsA

Text 1

The field of design goes beyond painting and drawing, sculpture, architecture
and handicrafts. It includes thousands of mass-produced objects that were designed
for everyday use. Many industrial designers' products from chairs to stereo equipment
are exhibited in art museums.

Throughout the ages people have designed things to meet their needs. The
armor worn by knights was designed to protect them in medieval warfare. Birchbark
canoes were designed to meet the needs of the American Indians. Skyscrapers were
designed to provide the best use of valuable ground space.

As new materials and new methods are found, new designs are created to make
use of them. As needs change, new designs are made to meet those needs. The
telephone in use today could not have been designed 100 years ago.

The modern telephone, with its swift automatic dialing, is convenient to use. It
blends with office or home furnishings. The design of the standard modern telephone
housed in strong plastic makes it simple, usable, and compact. Its surfaces are smooth
and easy to clean and come in a variety of colors.

The first step in design is to consider the use of the object. This determines its
shape, material, color, and size. Its parts need to be large enough to do their work but
no larger. It has no needless ornaments. This is design for use, or functional design.
Modern functional design appears in many homes today. This is especially true in the
kitchen, because clean, simple lines save work. Manufacturers of refrigerators,
stoves, and washing machines combine the talents of fine engineers and designers to
produce machines that are beautiful as well as useful.

People are slower to accept improved design in some home furnishings. The
common dining-room chair, for example, is often still made of straight slabs of wood.
It is heavy to lift. Its shape has little in common with the shape of the human body.
After a time it becomes uncomfortable.

Designers have been developing lightweight chairs. These conform to the

natural curves of the body and support it with ease and comfort. The molded plywood
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chair designed by Charles Eames and Eero Saarinen in 1940 is a classic of
contemporary design.

This quality of good design extends to the styling of clothes, the sleek lines of
automobiles, the patterns of superhighways, and the planning of growing cities. In
these and in other areas people use their creative abilities to design things for better

living.

Text 2

The purpose of architecture has always been to provide some type of shelter. It
might be a tomb, a temple, a factory, or a dwelling. The plan, the method of
construction, and even the final appearance of a structure should be determined by its
purpose.

The oldest known examples of architecture are in Egypt. Some of the most
important structures were built as tombs. They were made of great stone blocks and
are now called pyramids. Egyptian temples were thick walled, with heavy pillars.

The Greeks developed a much lighter, smaller type of architecture in their
temples. Out in front a portico was supported by columns. In some of the more
important temples, such as the Parthenon, the columns circled the entire building.
Greek architects designed the columns and their parts very carefully. Certain
excellent designs became famous and were known as orders. These were called
Doric, Ionic, and Corinthian.

The Romans needed huge public buildings such as market places, public baths,
and arenas. To provide large open spaces, they built curving masonry walls. These
turned inward until they met in a rounded arch. The Romans were the first to build
with concrete. They used it for huge domed buildings such as the Pantheon and vast
amusement centers such as the Colosseum. Roman architecture achieved a feeling of
strength and dignity through its massiveness.

In the Middle Ages religion was the center of life. There was need of cathedrals
that could house throngs of people. This led architects in northern France to design a

new method of construction. It used pointed stone arches held up by slim pillars and
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narrow ribs. This permitted large open areas on the sides of buildings. These were
filled with strained glass windows. It was called the Gothic style of architecture.
During the early Renaissance, architects returned to Greek and Roman methods
of building. The walls, however, were more open with windows and doors, and they
became more elaborate with surface decorations.
By the early 19th century there were so many styles based on the past that the
art of this period was known as eclectic composed of elements drawn from various

sources.

New Materials and Techniques

As early as 1848 cast iron was used for a building constructed in New York
City. By about 1855 architects had developed a type of construction that used a
skeleton of metal cast iron. Cast iron made possible floor spans of greater width than
ever before. A second important material was concrete, which the Romans had used.
By 1900 concrete had taken the place of a great deal of masonry and wood. The
development of structural steel and plate glass revolutionized the walls of shops and
department stores. They afforded far more height and light. The invention of the
elevator in 1852 made the dream of the skyscraper a possibility. An American

architect, Louis Sullivan, pioneered in modern methods and design.

Frank Lloyd Wright's Architecture
Another great American architect was Frank Lloyd Wright. He was chiefly
interested in designing houses. Wright's earliest style was called architecture. His
homes had low-lying roofs, which seemed to hover over the house and give it added
protection. Windows no longer were mere glass holes in walls. They formed bands,
which extended the full length of the wall. His floor plans were informal, based upon
the needs of the individual family. Rooms extended out from a central area. This

design let light into each room from three different directions.

The International Style
Examples of Wright's work in architectural publications interested young archi-

tects in Europe. Four of them were to make important contributions to the new

12



architecture. They were Walter Gropius, Mies van der Rohe, J. Oud, and Le
Corbusier. Their experiments during and immediately after World War 1 created the
International Style in architecture. These young men agreed that most of the
architecture around them was not designed for its purpose either structurally or
decoratively. Because these buildings were based upon ancient styles, they were not
meeting the needs of people living in the 20th century. As they experimented with
new designs, they discovered a basic principle of all true architecture. This was that
architecture must function according to the needs of people who would use it. As
Louis Sullivan had said earlier in America, follows function. Being engineers as well
as architects, these men sought suitable building materials.

They used steel and glass and reinforced concrete for the structural elements.

For surfacing, they used stucco, tile, marble, and brick. These materials did
away with the need for massive bases and top-heavy cornices. The new steel and
concrete skeleton made heavy masonry walls unnecessary. Now the surfaces of their
buildings could have many openings without weakening the structure of the building.
At last it was possible to flood the whole structure with the natural light of day. They
tried to eliminate all ornaments and let the buildings be frankly machines for living.

This new type of design strongly influenced American architects.

The Contemporary House
The plan for a home of contemporary design is based upon the needs of the
family. Its interior space is divided freely into sleeping, living, recreation, and service
areas. It does not try to be quaint or pretty. The building itself should be so well
designed that it does not need decoration. The choice of materials depends upon
climate, cost, and serviceability. Mass-produced homes can follow this principle. By
standardizing such units as floors and walls architects have been able to design low-

cost buildings with some individuality. This is also true of prefabricated houses.

Text 3
Interior design is the arrangement, decoration, and furnishing of the interior
spaces in residential and nonresidential buildings and in such other enclosed
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structures as ships and aircraft. The term interior decoration has often been used

interchangeably with interior design, although the former refers more specifically to

the trades concerned with the ornamental aspects of interiors (wallpaper, upholstery,
drapery, and so forth). Trained professionals who plan interiors generally prefer the
latter term to describe their field.

The design in interiors is influenced by the related and overlapping professions
of architecture, which deals with all aspects of buildings, including their basic
structure from the foundation up, and industrial design, which deals with the design
of factory-made products, such as appliances and vehicles; and by various specialized
fields, such as furniture design and textile design. First, materials should be honestly
used. For example, metal should never be painted to look like wood. Second, all
forms should be kept simple in their shape. One of the best arguments in favor of this
principle was the ease of cleaning simple surfaces. Third, products should be
designed in such a way that their appearance expressed their function. A bed should
not be disguised to look like a bookcase. Some of the influential figures in the
development of American industrial design were Norman Bel Geddes, Walter
Dorwin Teague, Henry Dreyfuss, Harold Van Doren, and Raymond Loewy. They
made America conscious. Streamlining originally implied a bullet or tear-drop shape.
Now everything from a pencil sharpener to a radio has been designed for this effect,
though it may bear no relationship to its usefulness.Although some architects design
the interiors of their buildings, more commonly the architect plans a building shell
and leaves the interior details to be determined later. This procedure almost
invariably is followed in constructing apartment buildings, which will be inhabited by
tenants with varying tastes and needs, and office buildings, whose floors normally are
open spaces that will be divided into rooms and planned in detail to suit different
occupants. Ideally, the interior designer will consult with the architect while a
building is still in the planning stage, so that the basic layout and the location of
stairs, elevators, and plumbing can be arrived at jointly. In buildings with repeated

standard elements, interior-design work often comes first.
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In the case of an already existing building, the interior designer must be aware
of the problems that may arise in moving doors, walls, or stairs and must understand
the relation of design work to the plumbing, electrical, heating, and air-conditioning
systems. Some types of interior-design assignments health-care facilities and aircraft
interiors, for example are so specialized as to require designers or design firms that

concentrate solely or chiefly on their execution.

Text 4

Web design is the design of web pages, websites and applications using
HTML, CSS images, and other media.

Web design is part of starting a website (web development), which can include
web server configuration, writing web applications and server security.

Tim Berners-Lee, the inventor of the World Wide Web, published a website in
August 1991, making him also the first web designer. His first was to use hypertext
with an existing email link. Early on, websites were written in basic HTML, a
markup language giving websites basic structure (headings and paragraphs), and the
ability to link using hypertext. This was new and different to existing forms of
communication — users could easily open other pages using browsers.

As the Web and web design progressed, the markup language used to make it,
known as Hypertext Mark-up Language or HTML, became more complex and
flexible. Things like tables, which could be used to display tabular information, were
soon subverted for use as invisible layout devices. With the advent of Cascading
Style Sheets (CSS), table based layout is increasingly regarded as outdated. Database
integration technologies such as server-side scripting and design standards like CSS
further changed and enhanced the way the Web is made. The introduction of
Macromedia Flash into an already interactivity- ready scene has further changed the
face of the Web, giving new power to designers and media creators, and offering new
interactivity features to users at the expense of partial search engine visibility and

browser functions available to HTML.
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A website is a collection of information about a particular topic or subject.
Designing a website is defined as the arrangement and creation of web pages that in
turn make up a website. A web page consists of information for which the website is
developed. For example, a website might be compared to a book, where each page of
the book 1s a web page. A website typically consists of text and images. The first
page of a website is known as the Home page or Index. Some websites use what is
commonly called an Enter Page. Enter pages might include a welcome message,
language / region selection, or disclaimer. Each web page within a website is an
HTML file which has its own URL (Uniform Resource Locator). After each web
page is created, they are typically linked together using a navigation menu composed
of hyperlinks. Once a website is completed, it must be published or uploaded in order
to be viewable to the public over the internet. This is done using an FTP client. Once
published, the webmaster may use a variety of techniques to increase the traffic,
which the website receives. This may include submitting the website to a search
engine such as Google or Yahoo, exchanging links with other websites, creating

affiliations with similar websites, etc.

Graphic Design
Graphic design is a form of communication using text and / or images to
present information. The art of graphic design embraces a range of mental skills and
crafts including typography, image development and page layout. Graphic design is
applied in communication design and fine art. Like many forms of communication,
graphic design often refers to both the process (designing) by which the
communication is created, and the products (designs) such as creative solutions,
imagery and multimedia compositions. The designs are applied to static media as
well as electronic media, not always in the completed form. In commercial art, client
edits, technical preparation and mass production are usually required, but usually not

considered to be within the scope of graphic design.
Design elements are the basic tools in every design discipline. The elements

(including shape, form, texture, line, value, and color) compose the basic vocabulary
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of visual design. Design principles, such as balance, rhythm, emphasis, and unity,
constitute the broader structural aspects of the composition.

In the mid 1980s, the arrival of desktop publishing and the introduction of
software applications such as Adobe Illustrator and Aldus PageMaker introduced a
generation of designers to computer image manipulation and 3D image creation that
had previously been unachievable. Computer graphic design enabled designers to
instantly see the effects of layout or typography changes without using any ink in the
process. Common graphic design software applications include Adobe InDesign,
Adobe Photoshop, Adobe Illustrator, QuarkXPress, Macromedia Dreamweaver,

Macromedia Fireworks and Macromedia Flash.
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2. PA3JIEJI KOHTPOJISI 3SHAHUM

2.1. ®opMBbI KOHTPOJISA PA0OTHI CTY/ICHTOB

KoHTpoib 3HaHMM, HABBIKOB U YMEHUM CTYJAEHTOB OCYIIECTBIISETCS B YCTHOM U
NUCbMEHHOM (popMe ¢ y4eTOM MPOHICHHBIX TeM. POpMbI KOHTPOJISI padOTHI CTYIEHTOB:

1. JIekcuko-rpaMMaTH4E€CKUE TECTHI

2. KoHTpoJib MOHUMaHUS MPOYUTAHHOTO (ITPOCTYIIAHHOIO)

3. ITucbMeHHBIE IEPEBOIbI

4. Ilpe3enTtanuu, TOKIaaAbl U peepaTbl

5. lucKyccuu, KpyTiIble CTOJIBI.

Texymmii KOHTPOJIb: TOCEIIAEMOCTh 3aHATHI, aKTUBHAsE paboTa HA MpaKTHYe-
CKUX 3aHATHUAX, MOJHBIA U pedepaTuBHBIA NEPEBOJI TEKCTOB U HAYUYHBIX CTATEU, BbI-
IIOJIHEHUE JIEKCUKO-TPAMMAaTH4YECKUX TECTOB.

[IpoMexyTOUHBIA KOHTPOJIb: HAIIMCAHHUE JIEKCUKO-TPAMMAaTHYECKUX TECTOB U
YCTHBIA OIPOC MOCIJI€ OCBOEHUSI yUeOHOT0 MaTepHasia o Teme.

HtoroBas arrectanus MpH 3aBepUICHUH OCBOEHHUS COJEpKaHUs 00pa3oBaTeib-
HOM MpOTrpaMMbl MO3BOJIIET ONPENEIUTh TEOPETUYECKYIO M INPAKTUYECKYHO T'OTOB-
HOCTb CTYJIEHTAa K HAYyYHO-IIEJAarornyecKou, HayqYHO- NCCIIEI0BATEIbCKON U NHHOBA-
LMOHHOM, MPOEKTHOW M OpraHU3allMOHHO- YIIPABIECHYECKOW AEATEIbHOCTU. ATTECTA-
uus nposoautcs B 1,2,3 cemectpe — 3a4eT. 4 ceMecTp — 3K3aMEH.

IIncemenHas yacte sk3aMmeHa: [IucbMEeHHBIM NEPEBO OPUTMHAIBHOIO TEKCTa
10 CHELUATIBLHOCTH CO CJIOBapeM Ha pycCcKui (OeIopyCcKuii) sI3bIK B COOTBETCTBUU CO
CTWJINCTUYECKUMH HOpMaMu. Bpems BeimonHeHus nepeBona — 45 muHyT. Dopma
KOHTPOJII — YTEHHE TEKCTa Ha MHOCTPAHHOM SI3bIKE BCIYX (BBIOOPOYHO) M MPOBEPKA
BBIITOJIHEHHOTO [IEPEBO/IA.

YcTHas 4acTh YK3aMeHa:

1. Munu-nipe3enTanus (2 MUH.) Ha aHTJIMICKOM SI3bIKE 10 TEME

2. becena Ha MHOCTPAHHOM S3BIKE MO TEMATHKE, CBSI3aHHOW CO CIEHHUAIBHO-

CTBbIO.
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2.2. BapuaHTBbl KOHTPOJIbHBIX TECTOB

HMroroselii TecT 32 1 cemecTp

1. Read and translate the text

Principles of Design

If the elements of design are thrown together without plan, the result is confu-
sion. The elements must be carefully organized into a unified design. This is done by
following the principles known as proportion, rhythm, and balance.

Proportion. The principle of proportion is concerned with relative measure or
amount. The effectiveness of a design depends upon the good proportion of its
elements. There may be different sizes, shapes, and lengths of line.

The relationship between these differences is proportion. In design proportions
are sometimes determined by structural needs and sometimes by visual appearances.
Occasionally it is a combination of both. For example, the architect must determine
the size and shape of windows for his building. He decides after considering how
much light is needed inside the building as well as the appearance from outside. In a
portrait painting, the artist must decide how large to make the figure and where to
place it on his canvas. The potter decides how large to make the mouth of a bowl or
of a vase. These are all problems in proportion.

Artists have learned much about good proportions by studying nature. Many
centuries ago the Greeks discovered the formula of nature's proportions as it occurs in
such living things as plant forms, shells, and the arrangement of seeds in a pod. This
plan of proportion is based upon a curious relationship of numbers known as the
summation series. The series is build by always adding the last two numbers in the
series to get the next.

Let us start with the numeral 1.By adding 1 and 1 we get 2.By adding 2 and 1
we get 3. By adding 3 and 2 we get 5. Continuing in this manner we get the series 1-

2-3-5-8-13-21-34-55 and so on. This series of numbers has what is called a rhythmic
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progression, because the relationship between each succeeding pair of numbers is
about the same. The proportion of 3 to 5 is almost the same as 5 to 8.

The plan of proportion appears frequently in nature. In a pineapple, for exam-
ple, the scales are arranged to form two sets of spiraling curves running up the fruit.
One of these curves is quite steep and its spiral is counterclockwise. The other, a
more gradual spiral, runs clockwise. By counting the scales on the two sets of spirals
we find that their numbers are in the same proportion as the summation series. The
general proportion of 3 to 5 is often used. There are many proportions, which are
pleasing to the eye. It is the artist's job to develop interesting proportions whether the
object be a clock, a dinner fork, or a sewing machine.

Rhythm. Rhythm is movement, which we feel in looking at a design. It often
results from a repetition of forms, which flow in a given direction like the upward
thrusts of a picket fence. Rhythm may be seen in a polka-dot design or in a
checkerboard design. The simple shapes and spaces between them are always the
same. We call this a static rhythm. It has no variety and is therefore somewhat
monotonous. Other types of rhythm have more variety and interest. Instead of a
single shape there may be a group of related shapes whose height, width, or depth
may change as well as the space between them. Ocean waves are an example.

Balance. You may have seen two children on a seesaw. If they are the same
weight, they balance each other when they sit the same distance from the center. This
is equal, or symmetrical, balance. If a heavier child wants to seesaw with a small
child, the larger must move closer to the center to be balanced by the weight of the
small child. This is unequal balance. Nature provides us with many examples of equal
and unequal balance. The formal symmetry of a pine tree is an equal balance; but the
irregular, unequal jutting limbs of an oak are also in balance.

In designs made by artists we also find examples of equal and unequal balance.

If two shapes are about the same size and color, they will balance each other if
placed about equal distance from the center of the design. However, if two shapes are
unequal in size, the smaller will need to be placed farther from the center to make

them appear balanced.
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The artist learns to deal with many problems of balance. He learns how to
balance each of the elements of design: line, color, value, space, mass, and texture.
He finds that horizontal lines can be used to balance vertical ones. A small area of
complex shape will balance a large area of simple shape. Small areas of bright color
balance larger areas of dull color. There is no mathematical formula for determining
balance in design. Through experience and practice the artist develops an ability to
feel when all the parts of his design are in balance.

A design achieves unity when

(1) it has pleasing proportions;

(2) its parts are so organized that we enjoy following the rhythms of the
patterns; and

(3) we feel it is in balance. We enjoy looking at designs that have unity.

2. Answer the following questions

1. What is the principle of proportion concerned with?

2. What are proportions in design determined by?

3. Artists have learned much about good proportions by studying nature,
haven't they?

4. Do we get 5 by adding 3 and 2?

5. Does the plan of proportion appear in nature?

6. What do we call a static rthythm?

7. What is equal balance?

8. Will a small area of complex shape balance a large area of simple shape?

9. How does the artist develop an ability to feel when all the parts of his design
are in balance?

10. When does a design achieve unity?
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3. Find in the text the English for:
OTHOCHUTENbHBIN TMOKa3aTelb, CyMMUPOBAHUE PSAOB, PUTMHUYECKasE MpOrpec-
CHsl, MOCTEAYIOUIMEe Mapbl YUCEN, CIUpaibHas KpUBas, AW3alH IIaXMAaTHOW JOCKH,

rpyIa cBI3aHHBIX (HOpPM, HEpaBHBIN OasiaHc, ciokHas popma.

4. Fill in the gaps with the words given at the end:

Balance. You may have seen two children on a seesaw. If they are the same ...,
they balance each other when they sit the same ... from the center. This is equal, or
symmetrical, balance. If a heavier child wants to... with a small child, the larger must
move closer to the center to be... by the weight of the small child. This is... balance.
Nature provides us with many... of equal and unequal balance. The formal symmetry
of a pine tree is an equal balance; but the irregular, unequal jutting limbs of an oak
are also in balance.

In designs made by artists we also find examples of equal and unequal balance.

If two shapes are about the same... and color, they will balance each other if
placed about... distance from the center of the design. However, if two shapes are
unequal in size, the smaller will need to be... farther from the center to make them
appear balanced.

(distance, weight, unequal, size, equal, balanced, placed, examples, seesaw.)

5. Choose the appropriate pronoun
a. Is (somebody, anybody) absent today?
b. Bob is one of (our, us, ours) best students.

c. [ haven't got (some, any, no) money about me.

6. Choose the right preposition
a. Our studies begin (at, on, in) autumn.
b. My elder brother is a doctor. He often comes home late (in, at) night.

c. The students are listening (for, at, to) a new text now.
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7. Put the verb in brackets into the most suitable tense

a. Our classes usually (to begin) at 8.

b. Tom usually (to go) out in the evening. Yesterday evening he (to stay) at
home.

c. You (to go) out last night, Tom? — Yes, I (to go) to the cinema, but I (not to
enjoy) the film.

8. Translate into English
IIPUBJIEKaTh BHHUMAaHUE, PACHPENEICHUE CBETA, OTPAXKEHHBIM OT IOBEPXHOCTHU

CBCT.

Hrorosslii TecT 3a 2 cemecTp

1. Read and translate the text

Design in Painting and Drawing

Painting is perhaps the most popular of the visual arts. More children and
adults draw and paint today than ever before in the history of the world. Whether a
painter works in oil or in water color, he has only a flat, two dimensional surface on
which to express his idea. The idea may be one, which lends itself to a decorative pat-
tern as in Picasso's painting "The Studio". Or it may suggest deep space as in Ben
Shahn's "Handball". The painting, furthermore, may be based upon the visual world
as the artist sees and understands it. His painting will then achieve some degree of
realism as in Christian Berard's "Portrait of Jean Cocteau".

On the other hand, the composition may be formed by lines, shapes, colors, and

textures, which have no relation to nature or man-made objects. One type of
picture composition is not necessarily better than another. Each is an individual and
original expression by the artist. Its merit rests on his skill in handling the elements

and principles of design.
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Beginnings of Design in Painting

The beginnings of painting go back thousands of years to the works of prehis-
toric humans. Realistic drawings and paintings of animals believed to be more than
20,000 years old were discovered in the caves of Lascaux in southern France. In spite
of their fine craftsmanship and remarkable realism, there is little if any planned
design in the total effect.

The earliest known paintings which had planned design were Egyptian. The
forms used in Egyptian paintings were not what the eye sees. Their paintings of the
human figure were distorted and used only the simplest proportions, but they were
carefully composed. Simple arrangement and exaggerated outlines, leaving out all
details, give force and strength to a composition. The emphasis upon making
paintings flat with a two-dimensional linear pattern appears in many periods. Even in
the 20th century, many painters feel that they should limit the depth to which the eye

can be led. This is true whether the painting is realistic or abstract.

Three-Dimensional Effects in Painting

Painters first began to achieve a feeling for visual reality early in the Renais-
sance. Giotto, born in Florence in about 1266, was the first great artist to make his
figures look human and to give them an emotional quality. He organized
compositions so that each figure became an active part of the design.

In the 15th century the great Florentine architect Filippo Brunelleschi discov-
ered the laws of linear perspective. The discovery enabled painters to create the
illusion of depth on a two-dimensional canvas. This was an important milestone in
painting but it created new problems in design.

Now artists had to develop new ways of leading the eye into space and yet
provide a return to the picture surface. They solved this by the arrangement of lines,

planes, textures, colors, and values.

Painting Today
With the invention of the camera, which more accurately reproduces nature, in-
terest in realism declined. New efforts were made to achieve other qualities in

pictures that emphasized imagination. Artists began to think of painting as a more
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personal expression of the artist rather than a picture of what was seen. Cubism, for
example, was an attempt to create a new way of seeing things. It reduced objects into
planes and rearranged their parts so they might be seen from several positions at the
same time.

Twentieth-century painting in America and Europe has become increasingly
abstract. However, whether a painting is realistic, abstract, or completely
nonobjective, the same principles of design are used. If the painting is two-
dimensional, its design is a controlled movement of surface patterns. If the painting is
three-dimensional, the design is so organized that the eye is carried rhythmically into

space and back again.

2. Answer the following questions

1. More children and adults draw and paint today than ever before in the history
of the world, don't they?

2. What was the earliest known painting which had planned design?

3. What gives force and strength to a composition?

4. When did painters first begin to achieve a feeling for visual reality?

5. Who discovered the laws of linear perspective?

6. What was an important milestone in painting?

7. Cubism was an attempt to create a new way of seeing things, wasn't it?

8. Twentieth-century painting in America and Europe has become increasingly

abstract, hasn't it?

3. Find in the text the English for:
J€KOPATUBHBIN y30p, ITyOOKO€ MPOCTPAHCTBO, aKBAPEIb, JOCTUTHYTh HEKOTO-
poii cTeneHu peanusma, TOYHOE MAcTEPCTBO, THUIATEIBHO COCTAaBJICHHBIH, NpeyBeu-

YCHHBIC O4YCPTAHUA, JIMHEHHAs ICPCIICKTHBA, Ba)KHBIHN ATarl.
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4. Fill in the gaps with the words given at the end:

Painters first began to achieve a ... for visual reality early in the Renaissance.
Giotto, born in Florence in about 1266, was the first great... to make his figures look
human and to give them an... quality. He organized compositions so that each figure
became an active... of the design.

In the 15th century the great Florentine architect Filippo Brunelleschi discov-
ered the laws of ... perspective. The discovery enabled painters to create the illusion
of... on a two-dimensional canvas. This was an important... in painting but it created
new problems in design.

Now artists had to... new ways of leading the eye into space and yet provide a
return to the picture surface. They solved this by the... of lines, planes, textures,
colors, and values.

(emotional, part, artist, milestone, linear, feeling, arrangement, depth, develop.)

5. Put the right articles where necessary

1. Can you play ... piano?
2. I wentto ... France last year, but [ haven’t been to ... Netherlands yet.
3. ... Thames flows through ... London.

6. Put the right prepositions where necessary

1. Barbara plays ... the piano well.

2. Translate these words...English ...Russian.

3. My brother gave the money...me.

7. Put the verb in brackets into the most suitable tense

1. At the moment he (pack) a suitcase because he (go) on holiday today.
2. Every morning, he (leave) home at 8 o'clock, and (go) to his office.

3. When I arrived, Tom (lie) on the sofa and (speak) over the phone.

4. She (spend) her childhood in Egypt, but (come) to England in 1966.
5. — (you / write) to Simon lately? — Yes, I (write) him a letter last week.
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6. I’'m planning to buy a new house. I (look) for one or two months now. So far
I (Iook) at ten houses, but I (not / find) one I like.
7.1 (go) shopping and when I got back, I (realize) that 1 (leave) my keys

somewhere.

8. Translate into English

[To3onouenHas Mebesb, 00TEKaEMOCTh, MPEIMETHI PYyYHOU PabOTHI.

Hroroselii TecT 32 3 cemecTp

1. Read and translate the text

History of Inferior Design
The formalized design process described above is a recent development. Until
modern times, most interiors were of the kind now called vernacular: that is
unplanned groupings of the normal everyday objects of the time. Throughout history,
however, important buildings, both public and private, such as palaces, churches,
temples, and civic monuments, have displayed more carefully thought-out interiors,
although prevailing currents in architectural styles and craft techniques have always

dominated interior design.

Evidence from Ancient Times

The complex civilizations of the ancient world each developed a distinctive ap-
proach to architecture and interior design. Because furnishings and decorative
elements are perishable, however, it is difficult to reconstruct the building interiors of
antiquity. A partial exception is ancient Egypt, whose funerary customs included
filling tombs with domestic and decorative objects along with descriptive paintings
and carvings. The details of ancient Egyptian interiors thus preserved include beds,
chairs, and chests of highly refined design and rich decoration. Mural paintings and
painted relief enlivened these interiors, which also were adorned with such

accessories as alabaster containers, glassware, pottery, and fine gold and silverwork.
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Modern knowledge of ancient Aegean and Greek domestic design is based
chiefly on vase paintings, although remnants of brightly colored wall paintings
survive from the elaborate palace at Knossos (c. 1700-1400) in Crete and from other
centers of Aegean civilization. Greek vases dating from the Classical period (5"-4"
century) depict refined and elegant furniture that is almost modern in character.
During the Hellenistic period (late 4"-2d century) the Greeks perfected the art of
mosaic, which was used to decorate the floors and walls of homes and public
buildings.

Ancient Rome imitated and elaborated on Greek interior design. The famous
Pantheon (2-d century) in Rome has retained its rich marble-inlay interior decoration,
and carved stone benches in theaters and forums provide clues about Roman furniture
design. Most fortunate of all for modern students of interior design was the
preservation under layers of volcanic ash from Mount Vesuvius of nearly complete
villas at Pompeii and Herculaneum. The elaborate wall paintings and floor and wall
mosaics used to decorate these luxurious homes, which date from the 1% century,
demonstrate the Roman adoption of Greek models.

The Far Eastern civilizations of China and Japan developed design traditions
that had little in common with ancient Western practice. Traditional Chinese
buildings, executed almost exclusively in wood, featured roofs supported on columns,
with walls independent of the main structure. Decorative details were concentrated on
the richly carved and painted brackets between columns and roof beams: formally
arranged furniture, although restricted to a few simple types (principally tables and
chairs), was often elaborately carved. Japanese interior design, although influenced
by Chinese tradition, diverged in the direction of austerity and simplicity. The
traditional Japanese interior is based on the modular arrangement of floor mats
(tatami); sliding screens (shogi) are used as walls, making possible a highly flexible
interior. Furniture is minimal and portable. The simple, geometrically elegant
Japanese interior influenced modern Western design in part because of the affinity
between its graceful functionalism and the predominant bias of 20"-century

modernism.
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2. Answer the following questions

1. What 1s modern knowledge of ancient Aegean and Greek domestic design
based on?

2. What do Greek vases dating from the Classical period depict?

3. Did Ancient Rome imitate and elaborate on Greek interior design?

4. Did the Far Eastern civilizations of China and Japan develop design
traditions that had little in common with ancient Western practice?

5. What is the traditional Japanese interior based on?

3. Find in the text the English for:

[Tocneanue pa3pabOTKH, TIATENBHO MPOJAYMaHHBIM HHTEpbEp, Mpeodianaro-
€ TEUEHUs, NTOXOPOHHBIE OOpPsAbI, 0)KMUBUTh HMHTEPHEP, OKPALIECHHBIE PEIbEQBI,
YCOBEPILIEHCTBOBATh MCKYCCTBO MO3aWKH, UMETh Majo OOILEro, OTOUTH B CTOPOHY

CTpPOroCTu MU MpoCTOTHI.

4. Fill in the gaps with the words given at the end:

During the Hellenistic period (late 4™-2d century) the Greeks perfected the art
of ..., which was used to decorate the floors and walls of homes and ... buildings.

Ancient Rome imitated and elaborated on Greek ... design. The famous
Pantheon (2-d century) in Rome has retained its rich... interior decoration, and
carved stone benches in theaters and forums provide ... about Roman furniture
design. Most fortunate of all for modern students of interior design was the
preservation under... of volcanic ash from Mount Vesuvius of nearly complete villas
at Pompeii and Herculaneum. The elaborate wall paintings and floor and wall
mosaics used to... these luxurious homes, which date from the 1% century,
demonstrate the Roman... of Greek models.

(marble-inlay, layers, mosaic, decorate, adoption, interior, clues, public.)
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5. Rewrite the sentences in the passive
1. The doctor had already told him to go on a diet.
2. The author is writing a new book

3. Many people speak English.

6. Fill in the gaps with an appropriate modal verb. Sometimes more than

one answer is correct

1. I’ve already finished my project,sol........... do it in the holidays.
2.Sam and Ben ......... speak Italian fluently, can’t they?
3.5 I help you, sir?” “Yes please.”

7. Translate into English

IpUBJIEKATEIbHBIEC IPEAMETHI, HAPOHBIN (MIPOCTOM), APEBHOCTH (AHTUYHOCTBH)

Hrorosslii TecT 32 4 cemecTp

1. Read and translate the text

Origins of Modern Design

The first half of the 19™ century was marked by a wide variety of design styles,
as artisans sought to come to grips with the advent of the Industrial Revolution. In the
United States the utilitarian simplicity of colonial interiors gave way to the British-
inspired neoclassicism of the federal style and the furniture designs of Duncan Phyfe.
Simultaneously, the eclectic and grandiose Empire style took hold in France under
Napoleon I (1804-1815). German and Austrian designers preferred the solid,
functional furniture and small-scale interiors of the Biedermeier movement. The
eclectic British Victorian style espoused by Augustus Pugin to the crafts-oriented and
individualistic Arts and Crafts movement founded by William Motris.

Towards the end of the 19" century, Art Nouveau emerged as the first
concerted attempt to create a truly modern style of design. Characterized by rich,
curvilinear forms and natural motifs, Art Nouveau found expression in the decorative

glassware of Louis Comfort Tiffany and the architecture of Hector Guimard, Victor
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Horta, and Charles Rennie Mackintosh. The Art Nouveau style was followed in the
1920s and ‘30s by Art Deco, a form of popular design that featured sleek, highly
stylized geometric ornamentation. Examples include the lighting fixtures and
glassware of Rene Lalique and the interiors of the Chrysler Building and Radio City
Music Hall in New York City.

Modern Design

The modern movement in interior design, grounded in Louis Sullivan’s axiom
that “form follows function”, reached maturity after World War I at the German Bau-
haus under the direction of Walter Gropius. The Bauhaus architects, along with Frank
Lloyd Wright in the United States and Le Corbusier in France, sought a design
vocabulary free of reference to the historic past and faithful to the realities of modern
industrial production. Modernists favored plain surfaces, simple details, and
industrially produced building materials, such as glass and steel. Proponents designed
light and simple furniture, usually geometric in form and built with chrome tubing,
meant to complement open, often asymmetrical interior spaces. This so-called
International Style, as developed more fully in the work of Alvar Aalto, Marcel
Breuer, Charles Eames, and Ludwig Mies van der Rohe, dominated 20th-century
design from the 1920s. In recent years, however, architects and designers have

experimented with ideas that are more experimental in character.

2. Answer the following questions

1. Was the first half of the 19" century marked by a wide variety of design
styles?

2. What style did take hold in France under Napoleon I?

3. Who was the crafts-oriented and individualistic Arts and Crafts movement
founded by?

4. What motifs was Art Nouveau characterized by?

5. Modernists favored plain surfaces, simple details, and industrially produced

building materials, such as glass and steel, didn’t they?
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3. Find in the text the English for:
Pa3HooOpa3ue Au3ailHepCKUX CTUIIEH, HACTYIUIEHHE MPOMBIIIJIEHHON PEeBOJIIO-
I[MU, UHTEPbEP MAJIOro MaciiTada, mepBas corjiacoBaHHasl MOMbITKA, KPUBOJIUHEITHBIC

¢dbopMBI, CO3/1aBaTh JIETKYIO U MMPOCTYIO MEOETh, JOCTUTHYTh 3PEIIOCTH.

4. Fill in the gaps with the words given at the end:

German and Austrian designers preferred the solid, functional furniture and ...
interiors of the Biedermeier movement. The... British Victorian style espoused by
Augustus Pugin to the crafts-oriented and individualistic Arts and Crafts movement
founded by William Morris.

Towards the end of the 19" century, Art Nouveau emerged as the first
concerted attempt to ... a truly modern style of design. Characterized by rich,...
forms and natural motifs, Art Nouveau found ... in the decorative glassware of Louis
Comfort Tiffany and the architecture of Hector Guimard, Victor Horta, and Charles
Rennie Mackintosh. The Art Nouveau style was... in the 1920s and ‘30s by Art
Deco, a form of popular design that featured ..., highly stylized geometric
ornamentation. Examples include the lighting... and glassware of Rene Lalique and
the interiors of the Chrysler Building and Radio City Music Hall in New York City.

(create, curvilinear, small- scale ,fixtures, sleek ,eclectic ,expression ,followed.)

. Put the right articles where necessary
. St. Bernard dogs are named after a monastery high up in ... Alps.

. Where’s ... John’s raincoat?

W N = WU

. We often go to ... theatre and to ... cinema.

. Put the right prepositions where necessary
. She lived...that house...1995...1999.

. Mrs. Jackson lived...England...three years.

W N = N

. I haven’t seen her...Monday.
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7. Put the verb in brackets into the most suitable tense

1. I just (do) all my homework. Now I can go for a walk.

2. — Have you typed that letter yet, Miss Brown? — It ........ (type) right now, sir.

3. When father (come) home yesterday, we (cook) the mushrooms which we
(gather) in the wood.

4. At six o'clock I (wait) for Jennie at the station.

5. — Did you make the coffee when you got to work this morning? — No, it
....... (already/make) by the time I got there.

6. — Why (you/pack) your suitcase? — Because I (fly) to Paris tomorrow

morning.

8. Fill in the gaps with an appropriate modal verb. Sometimes more than

one answer is correct

| DA we go out for lunch today?
2.You........... stay at home if you are ill.
3. Tommy ........... tell the time when he was a baby.

9. Put the verbs in brackets into the correct infinitive form or the —ing form

I.Istarted .......cooovveiniiiiin..n. (learn) French two years ago.
2. Hewas very pleased ......................... (see) her again.
3. The dentist advised him ......................... (stop) eating sweets.

10. Put the verb in brackets into the most suitable tense
1. If I had one million dollars, I (probably / buy) a yacht.
2. — How did it happen that you missed your stop?

— I (not / miss) it if the conductor (announce) the stops.

3. What a pity my husband is away! If he (be) here he (help) us.
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2.3. [lepeyeHb BONPOCOB K IK3aMEHY

1. Munu-npe3enraius (2 MUH.) Ha aHTJIMICKOM s3bIke 1o TeMe Design

2. Munu-npe3entanus (2 MHUH.) Ha aHTIUKACKOM s3bike 110 TeMe Elements

Design

3. Munu-npe3enranus (2 MUH.) Ha aHTJIUMHACKOM si3bIke 110 TeMe Principles

Design

4. MunHH-nIpe3eHTausA
Painting and Drawing

5. Munu-npeseHranus
Sculpture

6. Munu-npeseHTanus
Architecture

7. MuHu-TIpe3eHTalUs
Handicrafts

8. Munu-npeseHranus
Industry

9. MuHu-npe3eHTanus

Design

(2 MuH.) Ha

(2 MuH.) Ha

(2 MuH.) Ha

(2 MuH.) Ha

(2 MuH.) Ha

AHTJIMUCKOM

AHTJIUHCKOM

AHTJIMCKOM

AHTJIMUCKOM

AHTJIMACKOM

SA3BIKE

SA3BIKE

S3BIKC

SA3BIKC

A3BIKE

1o

I10

I10

10

1o

TEMC

TEMC

TCMC

TEMC

TEMC

Design

Design

Design

Design

Design

of

of

(2 MuH.) Ha aHTIMICKOM si3bike 1o Teme Interior

10. Munu-npe3entanus (2 MUH.) Ha aHTJIMHCKOM si3bike o Teme History of

Inferior Design

1. Munu-npe3enranusi (2 MHH.) Ha aHIJIUMHACKOM si3blke mo Teme Modern

Design

12. Munu-npe3enrtanus (2 MUH.) Ha aHTJIUHCKOM si3bike 1o Teme Computer

Design
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2.4. O0pa3en KaPTOYKH K IK3AMEHY

1. Translate the text N1 in writing:

Design

Design, usually considered in the context of the applied arts, engineering,
architecture, and other such creative endeavors, is used both as a noun and a verb. As
a verb, "to design" refers to the process of originating and developing a plan for a
product, structure, or component. As a noun, "a design" is used for both the final
(solution) plan (e.g. proposal, drawing, model, description) or the result of
implementing that plan (e.g. object produced, result of the process). More recently,
processes (in general) have also been treated as products of design, giving new
meaning to the term "process design".

Designing normally requires a designer considering aesthetic, functional, and
many other aspects of an object or process, which usually requires considerable

research, thought, modeling, interactive adjustment, and re-design.

Philosophies and studies of design

Studying the nature and impact of design (in general) is elusive at best. There is
no universal language or unifying institution for designers of all disciplines. Raised
levels of achievement often lead to raised expectations. In structuration theory, design
is both medium and outcome generating a Janus like face, with every ending marking
a new beginning.

There are countless philosophies for guiding design and for the purpose of
design. Design philosophies are usually for determining design goals. A design goal
may range from solving the least significant individual problem of the smallest
element to the most holistic influential utopian goals. Design goals are usually for
guiding design; however, conflicts over immediate and minor goals may lead to
questioning the purpose of design, perhaps to set better long term or ultimate goals.

A design philosophy is a guide to help make choices when designing. An
example of a design philosophy is “dynamic change” to achieve the elegant or stylish

look you need.
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Approaches to design

A design approach is a general philosophy that may or may not include a guide
for specific methods. Some are to guide the overall goal of the design. Other
approaches are to guide the tendencies of the designer. A combination of approaches
may be used if they don't conflict.

Some popular approaches include:

o User centered design, which focuses on the needs, wants, and limitations of

the end user of the designed artifact

o Use-centered design, which focuses on how it will be used with less

emphasis on the user than user-centered design

o KISS principle, (Keep it Simple, Stupid), which strives to eliminate

unnecessary complications

o There is more than one way to do it (TMTOWTDI), a philosophy to allow

multiple methods of doing the same thing

o Murphy's Law (Everything that can go wrong will, so plan for it beforehand)

Philosophies for methods of designing
Design Methods is a broad area that focuses on:
« Exploring possibilities and constraints by focusing critical thinking skills to
research and define problem spaces for existing products or services — or the
creation of new categories; Redefining the specifications of design solutions
which can lead to better guidelines for traditional design activities (graphic, in-
dustrial, architectural, etc.);
« Managing the process of exploring, defining, creating artifacts continually
over time
o Prototyping possible scenarios, or solutions that incrementally or

significantly improve the inherited situation

Philosophies for the purpose of designs
In philosophy, the abstract noun "design" refers to a pattern with a purpose.

Design is thus contrasted with purposelessness, randomness, or lack of complexity.
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To study the purpose of designs, beyond individual goals (e.g. marketing,
technology, education, entertainment, hobbies), is to question the controversial
politics, morals, ethics and needs such as Maslow's hierarchy of needs. "Purpose"
may also lead to existential questions such as religious morals and teleology. These
philosophies for the "purpose of" designs are in contrast to philosophies for guiding
design or methodology.

Often a designer (especially in commercial situations) is not in a position to
define purpose. Whether a designer is, is not, or should be concerned with purpose or
intended use beyond what they are expressly hired to influence, is debatable,
depending on the situation. Not understanding or disinterest in the wider role of
design in society might also be attributed to the commissioning agent or client, rather

than the designer.

2. Speak on the topic Nel

3. Speak on the topic: Design as a process

2.5. O0pa3ubl TEKCTOB K IK3aMEHY

Text 1. Translate the text in writing:

Furniture Design

Furniture — and the chair especially — has been used by 20th-century architects
and designers as a means of making an aesthetic, social and ideological argument.

In the 1920s, European designers such as Marcel Breuer and Ludwig Mies van
der Rohe (Germany, 1886-1969), developed new, minimalist conceptions for
furniture, using tubular steel and thin upholstery.

In the 1940s, furniture designers were excited by the possibilities offered to
them by new laminates, new bending techniques, and combinations of laminated
wood, metal and plastic. By making a means of moulding materials in two directions
at once, modern furniture designers were able to switch from constructed assemblage
to sculptural forms. These new and rounder designs appeared also in Italy and to

some extent in Britain.
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Some of the most interesting furniture design in the early postwar years came
from the USA, especially from the Cranbrook Academy of Art, founded in 1932 by
George Booth, a newspaper baron, and Eliel Saarinen, the Finnish architect.

The American Look in furnishings and interior design was especially
significant in the offices of Corporate America. American companies such as IBM,
Ford, General Motors, Coca-Cola and Du Pont were regarded as supreme examples
of business efficiency, and other companies in other countries wanted Jo copy their
look. The characteristics of the official ‘Look’ were comfort, colour, brightness, order
and hygiene. Surfaces were kept clear of cumbersome pattern or ornament, although
the Look was tempered by simple pattern on the chair coverings or curtains or in the
laminates that provided covering to the cupboard panelling. Ornamentation was
provided by modern paintings, or through a reasonable number of potted plants.
Overall, the style of decoration that became permitted in the interiors of the better
homes, offices and reception areas might be described as ‘intellectual gingham’.

In Britain there was a lot of well made, modestly Modern furniture design using
multi-plywood construction. Multi-ply — dozens of layers of wood veneer, bonded
and then pressed to form a homogeneous sheet — allowed a designer to specify thin
curved legs and back rails for chairs. This enabled the designer to create ‘drawings in
space’ — a popular ambition, which they shared with contemporary sculptors. Wood
predominated, but some elegant, wellproportioned, apparently comfortable and
durable designs in metal also appeared in Britain soon after the war. A now classic
example is the aluminium BA3 chair, designed by Ernest Race using aircraft salvage.

And there was Utility furniture, a range of simple, cheap-to-make furniture
designed for production during the war. Its standards improved after the war.

Britain maintained rationing of food and materials until 1954 and, during the
war, use had to be made of materials such as low-grade hardboard, which gave a
ragged edge when sawn. When timber supplies eased in the late 1940s the Utility
range was updated. The designs and specifications were extremely detailed, in order
that a variety of firms, large and small, could produce the work without dispute.

Though popular with some designers and architects, the stigmas of utility,

38



bureaucracy and puritanism damned the furniture in the eyes of most consumers who,
as soon as choice was available in the 1950s, threw it out.

But eventually in furniture, as in so many other areas of design, the impetus for
new styles came from Italy. The postwar growth of various design-led manufacturing
and retailing companies in Italy provided a conduit between the designer's ideals and
the market place. Among the important companies were (and are) Cassina, Driade,
Kartell and Tecno.

During the 1980s, architects were designing office furniture because the top
end of the market could finance high quality manufacture and intelligent modern
design. The internationally recognized architect Sir Norman Foster designed an office
furniture system called Nomos for the Italian company Tecno. It appeared in 1986
and demonstrated the values Foster expresses in his architecture: the pleasure of
engineering structure and the elegance of planes traversing wide spaces.

During the 1980s, one of Britain’s most talented young designers emerged:
Jasper Morrison. Like everyone else involved in design his subsequent breakthrough
into manufacture came through his exposure in the design and fashion media. The
first and main arena in which the ‘new furniture’ operated was the magazine and the
colour photograph. The colour photograph and the press media’s greed for new ideas
replaced the rich patron as a launching pad for new ideas.

There were attempts to give the ‘new furniture’ movement an intellectual base.
Although words such as ‘discussion’ and ‘debate’ attended exhibitions and seminars
on furniture design, such as occurred at the “The Modern Chair” exhibition at the
ICA, London (1988), nothing very much was ever established; the discussion was
always potential rather than actual. Thus it was asserted that ‘the chair can
legitimately be used to ask questions about our relationships with our possessions and
our surroundings’, but neither questions nor answers were really formulated. All that
could be claimed was all that could be seen — which was that the form and material of
a chair could be almost infinitely various. Indeed, in London there was a rapid retreat

from discussion into romanticism, especially when artist-designers such as Tom
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Dixon and Andre Dubreuil emerged with their elegant and fanciful metal seating.
These men were, it was said, operating 'on an intuitive level.'

Until the 1980s, wood was the only practical material that could be worked in
solid planks but then, in the 19805, two new materials were developed that could be
sawn and planed, and which found a ready use in furniture.

The first, MDF (Medium Density Fibreboard) was the first of a generation of
processed-wood boards that could be planed and treated like wood. It is strong, has a
very smooth finish and is extremely heavy. It found favour with ‘Postmodern’
furniture designers who wanted the flexibility of wood without the grain and finish of
wood.

The most famous furniture designer of the 1980s was the Frenchman Philippe
Starck. Starck came to public renown through being commissioned by French
President Mitterrand to design the furnishings for Mitterrand's private apartment in
the Elysee palace. In the midst of colourful Postmodernism, with its references to
Neoclassicism and Las Vegas vulgarity, Starck’s designs were simple, neat and chic.
Although Modern, they were also nostalgic for the Art-Modernc look of the French
19305. His preferred material was metal. His most famous designs remain those
produced in the 19805 for the Italian company Driade — the Von Vogelsang chair
(1984) and the Titos Apostos folding table (1985) are ‘classics’ of his style. Since the
mid 1980s Starck's work has embraced interior and product design as well as
architecture. He is quoted as saying: 'l work instinctively, and above all fast. I can
design a good piece of furniture in fifteen minutes.” In the early 1990s, he was
designing buildings in Japan. Also in Japan, a designer had emerged who was a
master of using metal in furniture and in interior design: Shiro Kuramata. His work
often uses the lattice effects that are possible in metal to create optical games, and
several of his chairs are designed as things to contemplate — in the tradition of
Japanese gardens or ceramics. For Western critics, Kuramata revitalized the issue of
furniture design communicating not only through its design but through the quality of
its craftsmanship — the importance of craft that had become ignored in European

experiments.
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Furniture can be made in low-technology workshops, and it is not dependent
upon clever electronics or sophisticated engineering. It has become, since 1945, an
ideal medium for designers to make their visual statements and construct their
individual manifestos. In furniture there is a ping-pong game played out between
absurd and useful design, and this game is one way in which the design profession
explores itself: the designing, re-designing and rere-designing of the chair is the

design profession's equivalent of publishing a short scientific paper asking "What if?'

Text 2. Translate the text in writing:

Fashion Design

Fashion design is the applied art dedicated to the design of clothing and
lifestyle accessories.

The first fashion designer who was not merely a dressmaker was Charles
Frederick Worth (1826-1895). Before the former draper set up his maison couture
(fashion house) in Paris, clothing design and creation was handled by largely
anonymous seamstresses, and high fashion descended from styles worn at royal
courts. Worth’s success was such that he was able to dictate to his customers what
they should wear, instead of following their lead as earlier dressmakers had done.
With his unprecedented success, his customers could attach a name and a face to his
designs once they learned that they were from the House of Worth, thus starting the
tradition of having the designer of a house be not only the creative head but the
symbol of the brand as well. Worth’s former apprentice Paul Poiret opened his own
fashion house in 1904, melding the styles of Art Nouveau and aestheic dress with
Paris fashion. His early Art Deco creations signalled the demise of the corset from
female fashion. Following in Worth’s and Poiret’s footsteps were: Patou, Vionnet,
Fortuny, Lanvin, Chanel, Mainbocher, Schiaparelli, Balenciaga, and Dior. Hand in
hand with clothing, haute couture accessories evolved internationally with such

names as Guccio Gucci, Thierry Hermes, Judith Leiber, and others.
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The early twentieth century
Throughout the 1920s and ‘80s, all high fashion originated in Paris. American
and British fashion magazines sent editors to the Paris fashion shows. Department
stores sent buyers to the Paris shows, where they purchased garments to copy. Both
made-to-measure salons and ready-to-wear departments featured the latest Paris
trends, adapted to the stores’ assumptions about the lifestyles and pocket books of

American customers.

Post-War fashion

The fashion houses closed during occupation of Paris during World War II, and
several designers including Mainbocher permanently relocated to New York. Paris
recovered its primacy in the post-war era with Dior’s New Look, but Paris was never
the sole arbiter of trends again.

By the early 1960s, celebrities were becoming the new Fashion icons, even
though they in turn wore designs from the couturiers of the day: influential
“partnerships” of celebrity and high-fashion designer included Audrey Hepburn and
Givenchy, and Jackie Kennedy, Oleg Cassini.

The rise of British fashion in the mid-sixties and designers such as Mary Quant
and Betsey Johnson signalled the end of French dominance. Taking their cue from
street fashion, these designers catered to a younger consumer and offered retailers a
new source of inspiration. Vivienne Westwood’s streetinspired styles “created” the
image which is now generally considered as Punk.

Later, New York designers including Calvin Klein and Ralph Lauren raised
American sportswear to the level of high fashion. The trend dictation of the old

couture houses was over.

Modern fashion design and designers
Modern fashion design is roughly divided into two categories, haute couture,
and ready-to-wear. A designer’s haute-couture collection is meant exclusively for

private customers and is custom sized, cut and sewn. To qualify as an official “haute
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couture” house, a designer or company must belong to the Syndical Chamber for
Haute Couture, a Paris-based body of designers governed by the French Department
of Industry that includes American, Italian, Japanese, and other designers as well. A
haute couture house must show collections twice yearly with at least 35 separate
outfits in each show. It is often shown on the catwalk and in private salons. Ready-to-
wear collections are not custom made. They are standard sized which makes them
more suitable for larger productions. Ready-to-wear collections can also be divided
into designers/createur collections and Confection collections. Designer/createur
collections have a high quality, a superb finish and a unique cut and design. These
collections are the most trendsetting compared to Haute Couture and Confection.
Designer/createurs ready to wear collections contain often concept items that
represent a certain philosophy or theory. These items are not so much created for
sales but just to make a statement. The designer’s ready-to-wear collection is also
presented on the international catwalks by people who do fashion modeling.
Confection collections are the ones we see most commonly in our shops. These
collections are designed by stylists. The brands that produce these collections aim
only for a mass public and are in general not searching for new grammar for the
language or a new point of view on/of fashion. Although many modern fashion
designers work in a “traditional” way — making clothes that are fancy and expensive,
but still based on standard/traditional construction and design concepts — some
designers have broken these “rules” over the years. These include some now-
deceased designers such as Elsa Schiaparelli, who worked in the thirties, forties, and
fifties; Japanese designers Yohji Yamamoto, Comme des Garcons, and Clarence
Davis from the early eighties to the present; and designers from the mid-nineties
onward. An example of a modern-day rule-breaker is Martin Margiela. These
designers approach clothing, Fashion and lifestyle from new angles and explore also
the boundaries of Fashion itself in order to create new concepts and views for fashion
design. Their collections are not only restricted to garments (ready to wear as well as
couture) and other fashion-related products, but also contain work in other media.

The works of this breed of designers can also be placed in a certain Art movement.
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Most fashion designers attend an Academie of fine arts. Fashion design courses
are considered applied arts just like graphic design and interior design.

The types of fashion designer — stylist versus designer — are often confused.

A stylist inspires his/her designs on existing things, trends and designers
collections. A designer starts from scratch; he/she develops a unique concept and
translates this into garment collections, other lifestyle related products or a statement
in various other types of media. Some designers approach their work just as a fine
arts painter or sculptor.

Inspiration for fashion designers comes from a wide range of things and cannot
be pinpointed exactly. However, just like all artists, they tend to keep an eye on
things going on world-wide to inspire themselves towards making their future clothes
lines.

Most fashion designers are trained as pattern makers and modeleurs.

A typical design team is made up of one or more: designer(s), pattern maker(s)
/modeleur(s), sample maker(s), buyer(s) and salesman (men). For presentations and
catwalk shows the help of hair dressers, make-up artists, photographers, modeling
agencies, the model and other support companies/professions is called upon. As
fashion became more and more a large business, designers also began to license

products (for example, perfume and bags).

Text 3. Translate the text in writing:

Computer Design
Much of the freedom that today’s designers enjoy is the result of the computer,
which enables them to explore multiple approaches quickly and easily. With
advanced graphics programs, type can be manipulated almost as a plastic substance —
stretched, molded, turned in space, enlarged, reduced, colored and recolored. Images
too can be enlarged, reduced, cropped, placed, and moved. A design can be
completely worked out on the computer and transmitted in digital form to the printer.

More often, the computer is used as simply another tool, although a powerful one, in
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a design process that also includes traditional studio methods and darkroom
techniques.

With the dramatic expansion of the World Wide Web and the increasing
popularity of CD-ROM technology, the computer has also become an exciting new
place for design. Design for the Web draws on such traditional models as posters,
magazine layout, and advertising. To these it adds the potential for motion and
interactivity — reactions to choices made by a visitor to the site.

Light radiates from a computer screen as it does from a television, allowing a
deeper and more luminous sense of space than traditional print media.

Brothers and design partners — Christopher and Matthew Pacetti exploit this
sense of space beautifully in their elegant design for a website for Polygram records.
The layered background, whose repeating curves imply the motion of a spinning CD,
subtly includes the word PolyGram, which also appears in violet to the left. The
saturated, jewel-like colors radiate like stained glass.

Against this layered ground, the navigation choices are clearly listed in while
type with corresponding symbols, which also carry through to later pages.

An influential voice in the forefront of graphic design by and for the computer
is John Maeda, head of the Media Laboratory at the Massachusetts Institute of
Technology. As the director of the Aesthetics and Computation Group there, Maeda
works to bridge the gap between engineers and artists. He believes that artists
interested in using the computer must master the language of the computer itself,
which is programming. To rely on off-the-shelf design software, he points out, is to
accept the limits of someone else’s imagination. To help artists understand the basics
of computer design, Maeda published “Design by Numbers”, a book that introduces a
simple programming language he developed. The book, Maeda says, is “an attempt to
demystify the technology behind computer art, to show how simple it is, and that
people can do it”.

Maeda’s own work includes an interactive online calendar created for Shiseido,
a Japanese cosmetics company. The calendar divides the year into six, two-month

segments, with each segment programmed for a specific design theme. The
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July/August segment, for example, allows the user’s mouse to coax the numbers of
the days into animated fireworks displays. For September/ October, users can trigger
shimmering patterns in blue, recalling the heat of summer and ocean waves.

Many websites take the form of succeeding “pages”. This way of presenting
information 1s deeply rooted in our way of thinking, for we have been storing
information on pages in books for almost 2,000 years. Yet the computer also permits
a more fluid, cinematic sense of space whose graphic possibilities are only beginning
to be explored. David Small’s experimental “Shakespeare Project” may give us an
idea of developments to come. A member of Maeda’s Aesthetics and Computation
Group, Small focuses on typographic displays that move away from the idea of a flat
page toward three-dimensional “information environments”. Here, the text of a play
by Shakespeare is set in a single long column. Annotations, traditionally positioned
as footnotes at the bottom of a page, are set at the same level as the lines they relate
to, but at a 90-degree angle. Small developed a variety of intuitive interface devices
that allow users to navigate the space freely, positioning themselves anywhere in the
text, moving smoothly between detailed views and overviews, angling the columns to
read now the text, now the annotations.

Although they are working with the most advanced technology of the day,
designers such as Small and Maeda are actually quite conservative, for their work
embraces the principles of visual elegance and communicative clarity that have been

at the core of graphic design since anonymous scribes first developed writing.

Text 4. Translate the text in writing:

Designing for Business
The design of office equipment is now quite closely related to the design of the
electronic equipment used in the home. In many cases they all belong to the same
technological family. The office dictaphone, for example, has undergone the same
process of first tidying up, and then miniaturization, as the radio. And one exists to

record sound, the other to transmit it. The eponymous Dictaphone Type A, current in
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1934 exposes virtually all its works to the public gaze, including the spare cylinders
stored beneath the actual mechanics.

When it was redesigned the designer did nothing to the way in which it
functioned, but a good deal to improve the way it looked. It remained, however, a
fairly bulky item of furniture.

What really changed the nature of dictating machines was the coming of the
battery-powered recorder. The smallest of these were enough to be slipped in a
pocket, and certainly into a briefcase, and did not require an external microphone.
The busy executive could take one with him anywhere. Essentially the process
whereby the dictaphone evolved was one in which the designer followed rather than
led. He tried to find appropriate forms for the possibilities which technologists made
available.

The first rotary duplicator was introduced in 1903, and it was manually
operated. It has the technical simplicity, directness and functional logic of the best
early typewriters. Like them, it kept the working parts exposed so that they were easy
to service.

These duplicators look remarkably primitive when compared to the photocopi-
ers which are now extensively employed. The duplicator with its wax stencil was
something whose workings the operator could understand. The photocopying
machine remains mysterious, and becomes steadily more so as it becomes ever more
sophisticated.

An even stranger fate is in the process of overtaking the typewriter. The
Underwood No. 1 typewriter of 1897 was a sturdy basic machine designed tostand up
to a lot of hard use. This and similar models set a standard which lasted for half a
century, and were subject only to the kind of cleaning-up process which overtook
design in the 30s. The first radical change was the electrification of the typewriter. It
was very little different from a manual model from the user's point of view. There
was another hiatus before the electric typewriter was followed in turn by machines
which were not only electric but electronic. These models did away the conventional

array of keys, which was replaced by a golf-ball unit carrying the complete alphabet
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and any other necessary symbols. The final stage of the typewriter's evolution is the
word processor. Here a use of computer technology enables the operator to record
and store a text, and to recall and correct any part of it at will. Word processors are
already undergoing the ritual process of miniaturization.

Computer technology now enables machines to undertake tasks which would
have been considered impossible only a short time ago. Some of their functions are so
complex that it still seems astonishing that they can be carried out mechanically.

Perhaps it is a reflection of the astonishment felt by the designers themselves
that some computer designs carry inexpressiveness to a deliberate extreme. The box
with its discreetly ranged set of keys yields its secret only to the thoroughly instructed
and initiated. In fact, given the nature of microchips and of computer circuitry in
general, it is in any case very difficult for the designer to seek for an expressive form.

Nevertheless, it must also be recognized that the industrial designer's role in
creating such things has in fact altered to a remarkably small extent though the actual
technology may now be much more advanced.

To accomplish his task successfully he has to think of two things — ergonomics
in the broad sense (that is, not only the way in which human bodies are constructed
but about things such as reaction time); and what the object itself is supposed to ac-
complish. His aim is to harness the user to the used in the smoothest, simplest and
most painless way. This means taking into account mental states as well as physical
facts. Office machines, like machines in the home or even in the factory, need less
and less physical effort on the part of the user. But a machine will be tiring, or
annoying to use if it is not possible to grasp quickly and easily a basic principle of
use. Too many designs for office equipment fail because the equipment is efficient
once you have mastered it, but impossible to fathom if you are unfamiliar with the
way it operates. An important part of modern design work is, therefore, to discover
ways of seeing to it that the object educates the user in terms of its own use. This in
turn means that the designer is often the traditionalist as well as the innovator in a
team which yokes the designer on the one side to the technologist or engineer on the

other. The engineer is anxious to create ab initio; the designer, perhaps surprisingly,
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must ask himself what is established in this particular field, and how people use it. It
1s much easier to teach someone to use a new machine if they can make a connection

with a machine they already know how to use.

Text 5. Translate the text in writing:

Web Design

Web design is the design of web pages, websites and applications using
HTML, CSS images, and other media.

Web design is part of starting a website (web development), which can include
web server configuration, writing web applications and server security.

Tim Berners-Lee, the inventor of the World Wide Web, published a website in
August 1991, making him also the first web designer. His first was to use hypertext
with an existing email link. Early on, websites were written in basic HTML, a
markup language giving websites basic structure (headings and paragraphs), and the
ability to link using hypertext. This was new and different to existing forms of
communication — users could easily open other pages using browsers.

As the Web and web design progressed, the markup language used to make it,
known as Hypertext Mark-up Language or HTML, became more complex and
flexible. Things like tables, which could be used to display tabular information, were
soon subverted for use as invisible layout devices. With the advent of Cascading
Style Sheets (CSS), table based layout is increasingly regarded as outdated. Database
integration technologies such as server-side scripting and design standards like CSS
further changed and enhanced the way the Web is made. The introduction of
Macromedia Flash into an already interactivity- ready scene has further changed the
face of the Web, giving new power to designers and media creators, and offering new
interactivity features to users at the expense of partial search engine visibility and
browser functions available to HTML.

A website is a collection of information about a particular topic or subject.
Designing a website is defined as the arrangement and creation of web pages that in
turn make up a website. A web page consists of information for which the website is
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developed. For example, a website might be compared to a book, where each page of
the book 1s a web page. A website typically consists of text and images. The first
page of a website is known as the Home page or Index. Some websites use what is
commonly called an Enter Page. Enter pages might include a welcome message,
language / region selection, or disclaimer. Each web page within a website is an
HTML file which has its own URL (Uniform Resource Locator). After each web
page is created, they are typically linked together using a navigation menu composed
of hyperlinks. Once a website is completed, it must be published or uploaded in order
to be viewable to the public over the internet. This is done using an FTP client. Once
published, the webmaster may use a variety of techniques to increase the traffic,
which the website receives. This may include submitting the website to a search
engine such as Google or Yahoo, exchanging links with other websites, creating

affiliations with similar websites, etc.

Graphic Design
Graphic design is a form of communication using text and / or images to pre-
sent information. The art of graphic design embraces a range of mental skills and
crafts including typography, image development and page layout. Graphic design is
applied in communication design and fine art. Like many forms of communication,
graphic design often refers to both the process (designing) by which the
communication is created, and the products (designs) such as creative solutions,
imagery and multimedia compositions. The designs are applied to static media as
well as electronic media, not always in the completed form. In commercial art, client
edits, technical preparation and mass production are usually required, but usually not

considered to be within the scope of graphic design.
Design elements are the basic tools in every design discipline. The elements
(including shape, form, texture, line, value, and color) compose the basic vocabulary
of visual design. Design principles, such as balance, rhythm, emphasis, and unity,

constitute the broader structural aspects of the composition.
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In the mid 1980s, the arrival of desktop publishing and the introduction of
software applications such as Adobe Illustrator and Aldus PageMaker introduced a
generation of designers to computer image manipulation and 3D image creation that
had previously been unachievable. Computer graphic design enabled designers to
instantly see the effects of layout or typography changes without using any ink in the
process. Common graphic design software applications include Adobe InDesign,
Adobe Photoshop, Adobe Illustrator, QuarkXPress, Macromedia Dreamweaver,

Macromedia Fireworks and Macromedia Flash.

2.6. MeTognueckre peKOMeHaluK1

10 OPraHU3aAIHU CAMOCTOATEILHON PadoOThI

[Ipu opraHuzanuu camOCTOSITENHHOW PabOTHI CTY/IEHTOB HEOOXOAUMO YUUTHI-
BaTh MHTEPECHI U MOTPEOHOCTH O0yUdaronuxcs (00aacTh npodhecCUOHAIBHOM U Hay4-
HOMW J1eATEIbHOCTH, YYaCTUE B MEXIYHAPOAHBIX HAYYHBIX KOH(EPEHIMIX U CEMUHA-
pax, KOHTPAKTHI C 3apyOeKHBIMH CHEIUAIUCTAMU U T.11.).

[Ipu u3y4eHnr NUCUUIUIMHBI UCIIONB3YIOTCS CIEAYIOIINE BUABI CAMOCTOSATEb-
HOM paboTHI:

— OJITOTOBKA JIOKJIaJI0B, COOOIIEHHI U pedepaToB MO MPOIIEHHBIM TEMaM;

— MOJTrOTOBKA K MPOBEJCHUIO POJIEBBIX UJIH JIETIOBBIX UTP;

— MOJITOTOBKA K BBITIOJIHEHUIO JIEKCUKO-TPAMMATUYECKUX TECTOB;

— MOATOTOBKA K BBICTYIUICHUIO HA MHOCTPAHHOM SI3bIKE Ha HAyYHO- MIPAaKTHYe-
CKUX KOH(DEPEHITUSX;

— paboTa ¢ OpUTrHHATIBLHBIMH HEaJaNTUPOBAHHBIMH CTICIIHATIbHBIMU U3IaHUSIMH;

— paboTa ¢ ABYS3BIYHBIMU U OJHOSA3BIYHBIMU CIIOBAPSIMHU;

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

2.7. IlpumMepHbIe 3aJaHUS JJISI CAMOCTOSAITEJIbHON PadoThI
Tema 1. uzaitn. Tematuueckuit koHTpoab: Kpyrieiii cron: IIpesenranus pe-

depatoB: «Elements of Design». Munu-koudepenus: «Principles of Designy». Pe-
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depupoBanue TexctoB Jluteparypa: 1. Jloknaasl mo teme. 2. AyTeHTHYHbIE Tpodec-
CHOHAJIBHO-OPUEHTUPOBAHHHBIE TEKCTBHI.

Tema 2. JluzaiiH B M300pa3uTEIbHOM HUCKYCCTBE. Te€MaTHYECKHil KOHTPOJIb:
Kpyraeiii cron: «Design in Sculpture». PedepupoBanue texcroB Jlureparypa: 1.
Jloknazasl 1o TeMe 2. AyTEeHTUYHbIE TPOPECCHOHATBHO-OPUEHTUPOBAHHHBIE TEKCTHI.

Tema 3.[du3zaiin unteprepa. TemaTndyeckuii KOHTPOJIh: MUHU-KOH(pEPEHIU:
«History of Inferior Design». PedbepupoBanue Texcra mo cnenuanbHoctu . Jlutepa-
typa: 1. Jloknazasl no teme. 2. AyTeHTUYHbIE TPOPECCUOHATBHO-OPUEHTUPOBAHHHBIE
TEKCTBI.

Tema 4. CoBpemeHHbIM au3aiiH. TeMaTuyeckuid KOHTPOJb: MMUHU-
koH(pepenuus: «Modern Design». Hokmnanel no teme. PedepupoBanue Texcra mo
CIIELUAIIBHOCTH.

Tema 5. KomnberoTepHblii nu3aiiH. TeMaTuyeckuid KOHTpOJb: Kpyribiid cTo:
«Web Design». Jluteparypa: 1. JJoxnaner mo teme. PedpepupoBanue Texcra mo cre-
UAJIbHOCTH.

Tema 6. [uzaiin oxexnapl. TemaTuueckuil KOHTPOIb: MHHH-KOH(PEPEHLIUS:

«Fashion Design». JIuteparypa: 1. Jloknansl o Teme.

2.8. Kpurepuu oleHOK BHI0B Pe4eBOH 1eATEIbHOCTH

KpnTepml OIICHKM pPEeUHCNTUBHLIX BUA0B pequoifl ACATCIBbHOCTH. ITonuma-
HHNC OCHOBHOI'O COACPKAHNA TCKCTOB. IlonHOTa MOHUMAaHUS: °® IIPpaBUJIBHOCTDL OIIPC-
ACJICHHUA TEMbI, OCHOBHBIX I[GflCTBYIOH.[HX JIMII, (baKTOB, COOBITHH M HUX IIOoCJICA0Ba-
TEJIBHOCTH; * YCTAHOBJICHHE JIOTUYECKOW/XPOHOJIOTUYECKOW CBSI3U MEXAy (axTa-
MI/I/CO6BITI/I}IMI/I; ¢ pas3JInYCHUC OCHOBHOH U BTOpOCTCHCHHOﬁ I/IH(l)OpMaIII/II/I; ¢ OIICHKa
HOBU3HBI/3HAYMMOCTH H3JIOKCHHBIX B TEKCTE (baKTOB. TOYHOCTh TIOHUMAHMUS: * Ipa-
BHJIBHOCTB IIOHUMAHHUS JICKCHYCCKUX U I'PAaMMATHYCCKHUX CPCACTB B JaHHOM KOHTCK-
cTe; * pa3nuieHue (pakTUueckoi 1 oreHouHON nH(popmaruu. ['yOnHa mOHUMaHUS: ©
ITOHUMAHHC NACHU TCKCTA, OTHOIICHUA aBTOPA K COOBITHSIM U HeﬁCTBYIOHIHM JU1IaM, °

OIICHKA M3JI0KCHHBIX B TEKCTE (PAaKTOB, COOBITHIH, CAMOCTOSTSILHBIN BBIBO/I.
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KpuTtepun oneHkn NpoAyKTHBHBIX BUA0B pedyeBOil AeATebHOCTH. [[nano-
rudeckasi pedb * CTeNeHb peain3allii KOMMYHUKATUBHOM 3a/1auM; * YMEHHE MHUIUU-
poBaTh U MOJJEPKUBATH Oecely MO MPEJIOKEHHON cuTyanuu/ Teme/mpodieme; °
OBICTpOTA pPEaKIMK; * YMEHHUE BBIPAXKaTh CBOC OTHOIIICHHE/MHEHHE; ® BHIOOD SI3BIKO-
BBIX U PEUYEBBIX CPEJCTB B COOTBETCTBUU C CUTYallMeH/TeMoil/ mpoliaemMoit o01eHus;
* pazHooOpa3ne UCIOJIb3yEMbIX S3BIKOBBIX M PEUYECBBIX CPEICTB (B MpeAesiax MpoayK-
TUBHOTO SI3BIKOBOTO MHUHUMYMa, OIPEACIIIEMOro MPOTPaMMOI); * HCHOJIb30BaHHE
PEYEBBIX KJIHIIE JJIs1 O(DOPMIICHHS PEIUIHK; * JICKCUKO-TpaMMaThiyeckast U (poHeTHnye-
CKasi MPaBWJILHOCTh PEUM; * UCIOJIb30BAaHUE KOMIIEHCATOPHBIX YMEHHU B Clydae 3a-
TPYJAHEHUH B OOILIEHUH; * KOJTUYECTBO PEILIHUK.

MoHnosorudueckasl pedb * CTENCHb peain3allid KOMMYHHUKATUBHOHW 3amaqu; ©
JIOTUYHOCTh M TIOCJIEI0BATEILHOCTh BBICKA3bIBAHUS; * 3aBEPIICHHOCTh BBICKA3bIBa-
HUS; * YMEHHE BBIpa)KaTh CBOE OTHOIICHHE/MHEHHUE; * MCIIOJIb30BAHUE a/IeKBATHBIX
CBSIBYIOIINX DJIEMEHTOB; * BBIOOP SI3BIKOBBIX M PEUYEBBIX CPEJCTB B COOTBETCTBUU C
CUTYaIHel/TeMoi/ipo0ieMol OOIICHUS; * pa3HOOOpa3ue UCIOIB3YEMBIX SI3BIKOBBIX
U PEUEBBIX CPEACTB (B Mpeaesax MPOAyKTUBHOTO SI3BIKOBOIO MHHHMYMa, OIpEic-
JSIEMOTO TIPOTPAMMOI); * JIEKCUKO-TpaMMaThieckasi u (OHETHIECKasi MPaBUILHOCTD
peuH; * UCIOJIb30BAHUE KOMIIEHCATOPHBIX YMEHUHN B Cilyyae 3aTpyJHEHUH B 0OIie-
HUU; * OEIJIOCTh peuu; * 00bEM BbICKa3bIBAHUSI.

KpuTtepun oneHky nucbMeHHOH peyH * COOTBETCTBUE MUCHMEHHOTO BBICKA-
3pIBaHMSI KOMMYHHMKATUBHOW 3ajade; ® JOTHYHOCTh, MOCIICIOBATEIHPHOCTh U CBS3-
HOCTh MTMCEMEHHOTO BBICKA3BbIBAHUS; * BEIOOP SI3BIKOBBIX M PEUYEBBIX CPEJCTB B COOT-
BETCTBUU C pEIIaeMON KOMMYHUKAaTHBHOMW 3a/aueii; * pa3HoOoOpa3ue HCHOIb3yEeMbIX
SI3BIKOBBIX W PEUEBBIX CPEJIICTB (B Mpeesiax MPOIyKTUBHOTO S3LIKOBOTO MUHUMYMA,
OTIPENEIISIEMOT0 MPOTPAMMOI); ¢ JIEKCHKO-TpaMMarhueckass u opdorpadudeckas

I[MPaBHUJIIBHOCTb IMCbMCHHOI'O BBICKA3bIBAHUA; © 00BbEM IMHCHMEHHOTO BHICKA3bIBAHUS
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3. BCTIOMOTI'ATEJIbHBIH PA3JIEJI

3.1. YueOnas nporpamma

YUYpesKIeHHs BbICIIEro 00pa3oBaHMs M0 Y4eOHOM QM CIUILIHHE
ns cnenuaabHocTu: 1-19 01 01 /Iuzaiin (Mo HAaNpaBJIeHUAM)

HYACTHOE YYPEXJIEHUE ObPASOBAHUA
«MHCTUTYT COBPEMEHHBIX 3HAHMUM UMEHU A.M.ITINPOKOBA»

YTBEPX/IAIO
Pextop MHCTUTYTAa COBpEMEHHBIX 3HAHUN
uMmenu A.M.IIupokoBa

A.JI.LKanunos

Perucrparnmonnsiit Ne V/I- /yH.

UHOCTPAHHBIN A3BIK
Y4eOHasi nporpaMma y4upeskaeHus BbICIIero 00pa3zoBaHus

10 Y4eOHOM TUCHHUIINHE VISl CIIeNHAJTBHOCTH:
1-19 01 01 /{u3aiin (110 HATIPABJICHUSIM);

2016 .
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VY4eOHast nporpaMMa cOCTaBj€Ha Ha OCHOBE 00pa30BaTEIbHOIO CTaHAApTa
Bbiciero oopazosanust OCBO 1-19 01 01-2013 u ydyeOHoro miana no creiu-
anbHOCTH 1-19 01 01 J{uzaiix (1o HampaBICHUSIM)

COCTABMTE/JIb:

C.B.I'eprioBuy, mnpenogaBateiab Kadeapbl MEXKYJIbTYPHOU KOMMYHUKAIIHH
YactHoro yupexaenus oopazoBanusi «IHCTUTYT COBpEMEHHBIX 3HAHUI UMEHU
A.M. [Ilupoxosay.

PEINEH3EHTHI:

B.1.AptemoB, noreHT Kadeapbl MEXKYIbTYpPHOM KOMMYHHMKAlUM YacTHOTO
yupexaeHus oopazoBaHusi «HCTUTYT COBpEeMEHHBIX 3HAaHUN HMeHH A.M.
[upokoBay, kKaHAUAAT UITOIOTMUYECKUX HAYK, TOLICHT.

C.A.Jlybunko, 3aB. kadeapoil aHTTUHCKOTO S3bIKa IKOHOMUYECKHUX CITCIIHAITb-
Hocrteit BI'Y, mpodeccop kadenpsl, kanauaaT GUIOIOTHIECKUX HAYK, TOIICHT.

PEKOMEHAOBAHA K YTBEPXAEHUIO:

Kadenpoii MexkynbTypHOH KOMMYHUKaMu YacTHOTO y4dpexIaeHHs 00pa3o-
BaHus «MHCTUTYT coBpeMeHHbIX 3HaHUi nMeHu A.M. [llupokoBa» (IpOTOKOI
Ne 11 ot 28.06.2016r.);

Hayuno-meroanueckum coBeToM YacTHOro yupexxaeHusi oopasoanusi «H-
CTUTYT COBpeMeHHbIX 3HaHuW mMeHu A.M. IllupoxoBa» (mporokon Ne 4 ot
30.06.2016r.)
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HOACHUTEJIBHAA 3AIIMCKA

B coBpemMeHHOM Mupe AW3aillH UTpaeT 3aMEeTHYK pOJib KaK CTPEMUTEIIBHO
dbopmupytomascs, 006JacTb ryMaHUTApHOTO 3HAHUA. M3yueHue aHIJIMICKOTO s3bIKa
B qucuUIUIuHE «/{n3aitn» HeoOX0AUMO CTyJIEHTaM JaHHBIX CIEUaIbHOCTEH. JTO B
IEePBYI0 ouepeqr 00ycioBlIeHO crernudukoii padoTel. CTyACHT JOJDKEH BIAACTh
A3BIKOBBIMA HAaBBIKAMU KaK CPEACTBOM MEKHALMOHAIBHOTO M MEXKIUYHOCTHOIO
0Ol11IeHHs B JAaHHOU 00JIaCTH.

Leab Kypca — UCMOIB30BaTh HHOCTPAHHBIN SI3BIK KaK CPENICTBO MPOdeccuo-
HAJBLHOTO U MEXKJIMYHOCTHOT'O OOIICHUSI.

JlocTrKeHre TIIaBHOW LENW MPEAIoNaraeT KOMIUIEKCHYIO PEAM3alHI0 ClIe-
JIYIOLIUX LEIEH:

— no3HasamesbHoU, TO3BOJSONICH chOpMUpPOBATh MpelcTaBieHue 00 olpase
MHpa KaK LEJIOCTHOM MHOTOYpOBHEBOM CHUCTEME (3THUYECKOU, SI3bIKOBOM, COLMO-
KyJbTYPHOM U T. 11.); YPOBHE MaT€pUAIbHONU U JYXOBHOM KYJIbTYPbI; CUCTEME IIEHHO-
cTeil (penuruo3Ho-PpunocoCcKux, 3CTETUYECKUX W HPABCTBEHHBIX); OCOOCHHOCTSIX
npodeccuoHanbHOM AESITEIbHOCTH B COM3Yy4YaeMbIX CTPaHaX;

— paszsusaroweti, 00eCTIeYuBaIOIICH PEYEMBICITUTEIbHBIE U KOMMYHUKATUBHbBIC
CITIOCOOHOCTH, Pa3BUTHE MMAMATH, BHUMaHUs, BOOOpakeHUs, (GOPMHUPOBAHHUE ITOTPEO-
HOCTH K CaMOCTOSITEJIbHOW MO3HABATEIBHON AEATEIbHOCTU, KPUTHYECKOMY MBbIIIJIE-
HUIO U peIIeKCu;

— socnumamenibHoll, CBSI3aHHOW ¢ (OPMHUPOBAHMEM OOIICUYETOBEYECKUX, 00-
IICHAIMOHATLHBIX U JIMYHOCTHBIX LIEHHOCTEM, TaKUX KaK T'yMaHUCTHYECKOE MHUPO-
BO33pEHUE, YBAXKEHUE K JAPYTUM KyJIbTypam, MaTPUOTU3M, HPABCTBEHHOCTh, KYJIbTY-
pa oOI1IeHHUS;

— npakmuyeckou, TPEANoJaralllel OBIaJICHUE WHOS3BIYHBIM OOIIICHHUEM B
€IUHCTBE BCEX €ro Komnemenyui (I3bIKOBOM, peYeBOM, COIMOKYIbTYPHOU, KOMIIEH-
CaTOPHOM, Y4EeOHO-TT03HABATEIILHOM ),

— ¢ynkyuti  (TUKETHOW, TO3HABATEIbHOW, PETryJSTHBHOW, I[I€HHOCTHO-
OPUEHTALMOHHOWN) U (hopm (YCTHOM M MUCBMEHHOM), YTO OCYIIECTBISETCS MOCPEACT-

BOM B3aHMMOCBA3aHHOI'O O6yq€HI/Iﬂ BCEM BHIaM pequoﬁ ACATCIILHOCTHU B paMKax OII-
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PEAEIEHHOTO IPOrpaMMON IIPEAMETHO-TEMATUYECKOTO COJEPKAHUA, 4 TAKKE OBJIA-
JICHUSI TEXHOJIOTUSIMHU SI3BIKOBOTO CaMOOOPa30BaHUsI.

B kauecTBe cTparernyeckod MHTErpaTUBHON KOMIETEHIIMH B Ipolecce o0y-
YEHHS] MHOCTPAHHBIM SI3bIKAM BBICTYIIAET KOMMYHUKAMUEHAS B €IUHCTBE BCEX CO-
CTaBJISIONIUX: SI3bIKOBOM, PeueBOM, COLUOKYJIbTYPHOH, KOMIIEHCATOPHOU, Y4eOHO-
IMO3HABATCIILHON KOMIIETEHIINN.

A3vikosas Komnemeryus — COBOKYITHOCTh S3BIKOBBIX CPEICTB ((hoHEeTHUECKUX,
JEKCUYECKHUX, TPAMMATHYECKHUX ), a TAKXKE MPABUJI UX UCIIOJIb30BAaHUS B KOMMYHHUKa-
TUBHBIX LETSX.

Peuesas xomnemenyus — COBOKYNHOCTh HAaBBIKOB W YMEHHH PEUECBOU JIEsI-
TEIbHOCTU (TOBOPEHHE, TUCHMO, ayIUPOBAHUE, YTEHUE), 3HAHHE HOPM PEUYEBOIO MO-
BEICHMSI, CIIOCOOHOCTh HCIIOJIb30BaTh SI3bIKOBBIE CPEACTBA B CBSA3HOW pedyH B COOT-
BETCTBUHU C CUTyaIUel OOIICHUSI.

CoyuokynemypHnasa KomnemeHyuss — COBOKYIIHOCTb 3HAaHWW O HAIMOHAIBHO-
KyJIbTYpHOU crenuduKe CTpaH M3y4aeMoro s3blKa W CBSI3AHHBIX C ITHM yMEHUH
KOPPEKTHO CTPOUTH CBOE PEYEBOE U HEPEUEBOE MTOBEICHHUE.

Komnencamopnaa komnemenyuss — COBOKYIIHOCTb YMEHHUM KCIOJIB30BaTh J0-
MOJIHUTEJIbHBIE BepOalIbHbIE CPEACTBA U HEBepOaIbHbIE CIOCOOBI PEUICHUSI KOMMY-
HUKATUBHBIX 337124 B YCIOBUAX JACPUITUTA UMEIONTUXCS SI3BIKOBBIX CPEJICTB.

Yyebno-noznasamenvruas komnemeHyusi — COBOKYIMHOCTh OOIIMX U CHEIUATb-
HBIX YYEOHBIX YMEHUH, HEOOXOJUMBIX JJIi OCYLIECTBICHHUS CaMOCTOSITEIIbHON Jies-
TEJIBHOCTH 110 OBJIAJACHUIO HHOCTPAHHBIM SI3BIKOM.

3agauun u3y4eHus JUCHMILVIMHBI:

B pe3ynbTaTte uzydenusi yueOHOU JUCUUILIMHBI CTYACHT JIOJKEH:

3HATH:

— CUCTEMY HMHOCTPAHHOIO SI3bIKa B €ro ()OHETUYECKOM, JIEKCUYECKOM U Ipam-
MAaTHYECKOM acCIeKTax;

— CJI0OBOOOpA30BaTENIbHBIC U CUHTAKCUYECKHE CTPYKTYPBI M CXEMbI peau3aiiu
peun;

— IpaBuUJia JIEKCUYECKOW COYETAEMOCTH U 0()OPMIIEHHSI PEYEBO IEATEIBHOCTH;
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— COLIMOKYJIbTYPHBIE HOPMBI OBITOBOTO U JICJIOBOTO OOIICHHSI B COBPEMEHHOM
MUDE;

— UCTOPHIO M KYJIBTYpPYy CTPaHbl H3y4aeMOTO SI3bIKA;

yMeThb:

— OCYIIECTBIISITh PEUYEBYIO JIEATENBHOCTh HEOOXOAMMOIO BUAa B COOTBETCTBUU
C KOMMYHHUKATHBHOM 3a/1adeil M CXeMO# B3auMOAencTBUA B 001X chepax oOmeHus
(moBceHeBHAs, COIMAILHO-00IIEeCTBeHHAs1) U B cdepe cBoeil mpodeccnoHanbHON
JeSITeNbHOCTH;

— aHAJIM3UPOBATh CHENHAIbHBIC, OOLICHAYYHBIE U COIHATBbHO-TIOIUTUYECKUE
TEKCThl HA UHOCTPAHHOM $I3bIKE;

— ynotpeosiaTh 0a30Bble IPAMMATHYECKUE CTPYKTYPBI B PEUH;

— BECTH O0IlleHNE HAa UHOCTPAaHHOM SI3BIKE;

— UCIOJIb30BaTh MPaBUJIa PEYEBOIO STUKETA;

— NOHUMATh 3HAYEHHUE JIEKCMUECKHX EIMHHII Ha YPOBHE, 00eCIeYHBaIOLIeM
HNOHMMaHUe, B LIEJAX OCYIECTBICHUS MPO(eCcCHOHANIBHBIX 33/1aY;

— UCTIOJIb30BaTh CIOBAPHBIN 3amac, BKIOYas UIMOMATUYECKUE U Pa3rOBOPHbBIE
BBIPKEHUS U MMPAKTUYECKH 0€301TMO0YHO M YMECTHO UX YIOTPEOIISTh;

BJIA/IETh:

— BCEMU BUJAMH UTEHHS (M3ydaroliee, 03HaKOMUTEIbHOE, POCMOTPOBOE, IO~
HCKOBOE), MPENOJaraloliuMy pa3Hylo CTENeHb IOHUMaHUS POYUTAHHOTO;

— YMEHHEM HaXOJUTh KOHKPETHYI0 HWHOpMaIuio (ompeaeneHue, MpaBuio,
nu(ppOBBIE U APYTUE JAHHBIE);

— HaBBbIKaMH MOATOTOBJIEHHOTO U HEMOJATOTOBJIIEHHOTO BbICKAa3bIBaHMUS;

— HaBBIKaMH pedepupoBaHUS U AaHHOTUPOBaHUS MPO(HECCHOHATHLHO OPHUEHTH-
POBAaHHBIX U OOLIEHAYYHBIX TEKCTOB;

— YMEHHEM BOCIIPUHUMATh Ha CIyX MHOSA3BIYHYIO PEUb B €CTECTBEHHOM TEMIIE
(ayTeHTHUYHBIE MOHOJIOTUYECKUE U JUATIOTUYECKUE TEKCThI, B TOM YKCie Mpodeccro-
HAJIbHO OPHEHTHPOBAHHBIE), C PA3HOM MOJIHOTOM M TOYHOCTHIO MOHMMAHHUS UX CO-

JepKaHUs.
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OcBoeHre AUCHUILIMHBI oOecniedynBaeT (GOpMUPOBAHUE AKATEMHYECKHX, CO-
HHMAJTbHO-JTHYHOCTHBIX M MPO(eCCHOHAIbHBIX KOMIIETEHIUI CIIEHIHAIIACTA.

TpeboBanus Kk akageMU4eCKUM KOMIIETEHIIUSAM CIEIUAINCTA

CrenuanucT JOJIKEH:

— AK-4. YMeTb paboTaTh CaMOCTOATENIBHO;

— AK-8. O6nagaTs HaBbIKAaMU YCTHON U MUCbMEHHON KOMMYHHKAIINH;

— AK-9. YMeTb yuuThCs, ObITh PACIIOIOKEHHBIM K MTOCTOSIHHOMY MOBBIIIICHHIO
npodeccuoHaNbHON KBaU(PUKAIIIY.

TpeboBaHus K CONNATBLHO-THYHOCTHBIM KOMIIETEHIIMAM CIIEIHAJTUCTA

CnenuanucT JOJIKEH:

— CJIK-1. ObnanaTs 3penbM rpakJaHCKUM CO3HAHHUEM;

— CJIK-3. O6namath cOCOOHOCTHIO K MEKIMYHOCTHBIM KOMMYHHUKAITUSM H
COLIMAJIbHOMY B3aUMOJEHCTBHIO.

Ha y4eOnyto mucummuivHy Juisi THEBHOW (OpMBI OOY4YEHUS BBIJEICHO BCETO
250 yacoB, u3 HuUX 136 ayAUTOPHBIX YacOB MPAKTUYECKUE 3aHATHUS. TeKyias
aTTecTalus — 3a4er B 1,2,3-M cemecTpax [yl THEBHOU (OpMbl 00yUYEHHUs, SK3aAMEH B
4-om cemectpe. Ha camocrositenbHyto paboty oTBesieHo 114 gacos.

CDopMa IMOJIYUCHUS BBICHICTO 06p3,30BaHI/ISI — O4YHasdl.
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COAEPKXAHUE YYEBHOI'O MATEPHUAJIA

Pa3nea 1. Moz(y.m) COIHAJIBHOI0 O0IIeHUS

Tema 1. ConmajbHO OBITOBOE 00IIIEHUE

MynbTuMmenuitHas npe3eHTanusa kKypca. Llenm m 3agaum kypca. Tembl Kypca.
3HaHUs ¥ HaBBIKU. TpeOOBaHUS K 3HAHMSIM CTYJEHTOB. Tekyuuii KOHTpoJb. O3Ha-
KOMJIEHUE C TPYIION U ONPEAECICHUE YPOBHEW MOATOTOBKHA MO MHOCTPAHHOMY SI3bI-
Ky. JIMUHOCTHBIC XapaKTEPUCTUKHU CTYJEHTAa. brorpaduueckue cCBelCHHS, yBIeUe-
HUs, XapakTep, xo000u. Hamucanue pestome. Cutyanuu ObiToBOoro oomieHus. Ilyte-
HIECTBUE: a3pPONOPT, BOK3aJ, TOCTUHHIA, TakcH. [Tokynku. Mara3zunel. Harmonans-

Has KyxHs. B pecropane. Y Bpaua.

Tema 2. CoumokyJIbTypHOE 001IIEHHE

Pecny6niuka benapycs. HarmonaneHas KyasTypa U nieHHOCTU. HanmonanbHbie
TpaguLMHU U Npa3aHuKA. HarmoHanbsHeIM XapakTep U UACHTUYHOCTD.

BenukoOpuranus. HauronansHast KynbTypa U lieHHOCTH. HanmoHanbHbie Tpa-
JTULWAN U Ipa3gHuKU. HanmoHanpHbIM XapakTep U UAEHTUYHOCTD

CIIA. HamuonanbHasg KyJibTypa M LEHHOCTH. HaluoHanbHblE Tpaguluu U
npa3IHUKU. HallmOHANIbHBINA XapakTep U UIEHTUYHOCTbD.

CouunoKyIbTYPHBIA IOPTPET COBPEMEHHON MOJIOIEHKHU.

TexHuYeCcKuit mporpecc 1 AKOJI0orudeckast KyJbTypa. 3I0pOBBIM 00pa3 KU3HHU.

Tema 3. CouajbHO-IOJIUTHYECKOE O0LIeHH e

Pecnybnuka  bBenapycb. IlonmuTuueckoe  yCTpOHCTBO UM COLHMANBHO-
MOJIUTUYECKUN TPOPHITD.

Benukobputanus. I[lomuTuueckoe yCTPONUCTBO U COLMAIBHO-TNIOIUTUYECKUI
npodub.

CHIA. ITonuTrnyeckoe yCTPOMCTBO U COIUATBLHO-TIOIMTHICCKUM MPO(PHIIb.
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Paznen II. Moayuab npo(heccHOHATBLHOT0 00IeHUs
JIJIs1 HAanpaBJIeHUA CNeUATbHOCTH «/u3aiin (Kocmoma u mKanuii)»
Tema 4. YueOHO-npodeccnonanbHOe 001eHne
Mos Oynymas npodeccus. @unocodust auzaitHa. JluzaitH kak mpouecc. [u-
3aifHep. DneMeHThl nu3aitHa. [IpuHuune! au3aiiHa. CTuau oxexasl. DBOJIOLHS OJe-

*apl. [1IBeliHas MPOMBIIIIIEHHOCTh. MaTtepuansl 1l IIBEUHBIX U31EJIUM.

Tema 5. Ilpou3zBoacTBEeHHOE 001IEHHE
Ucropus onexasl. AHTHUYHBIE BpemeHa. Mctopust onexasl. Cpennue Beka. Hc-
Topus oAexbl. Bek peneccanca u 6apokko. Ucropus ogexasl 18-19 Beka. Mcropus

oaexanl 20 Bek. JAu3aitn onexasl. CoBpeMeHHas MUPOBasi MOJIA.

JIJisl HanpaBJIeHUA CNEeNHATbHOCTH
«/{uzaitn (npeomemuo-npocmpancmeeHHOIl Cpeobl)»
Tema 6. YueOHO-npodeccnoHabHOE 001IEeHH e

Mos Oyaymas npodeccusi. @uinocodus auzaiina. JluzaiH kak mpouecc.
Juzaiinep. DneMeHTsl au3aitna. [Ipunnunel nu3aiina. Jluzaitn uatepsepa. Hc-

TOpHS AU3aifHa MHTEphepa. Beigaromuecs: Au3aifHepHl.

Tema 7. [IpousBoacTBeHHOE 00ILIEHHE

Crunu nuzaitHa unTepbepa. Hepopmanbshbiil. Odunnansubiii. CoBpeMeHHBIN.
Tpamummonneii. ®pannysckuii. Tockanckni. IlIBenckmii. Ilapmkckuii. JlepeBen-
ckuid. «Ilox crapuny». Tponmueckuii. BectrepH. HoBbeie TenaeHuuu. u3aiH B uc-

KycCTBe. /[h3ailH B apXUTEKTYpE.

Jlist HanpaBJIeHUs CHIEMATILHOCTH «/[uzaitn (eupmyanvHoil cpeovt))
Tema 8. YueOHo-npodeccrnonaibHoe 001IeHHEe

Mos Oyaymas npodeccus. @unocodust muzaitHa. {uzaitn kak nporecc. Ju-

3aitHep. DneMeHThl qu3aitHa. [TpuHuunsl qu3aitHa. KoMnbloTepHbIN qu3aiiH.
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YUYEBHO-METOIUYECKAS KAPTA YUYEBHOM JUCIUIIJINHBI

KonnuecTBo ayJUTOPHBIX YacOB

E ! L'% |
() S E o
S =w = O~ = =
< s 8 © 2 H < =
= 1) T © B o ant
5] o} it & T <) o w <
¢ H o S 2 E g TR 0 = T
& a3BaHUE pa3zeiia, TEMbI S| 2 = T = < =
< &5 Q = B 2 % 8 =8 e =
=3 <Y 2 2 g o 0 U8 e 5
o, g s F o I S =z Q S e,
g = |EE|EE|&E| 58| SEE£E = : &
: S| SE| 5| 88 5582 | £ | E:
) o S < o) = o
= = | 88| 8| E8 8&| =E2E 8 S S~
1 2 3 4 5 6 7 8 9 10
1 cemecTp
1. Mooynb coyuanvnozo oouienusn
1.CounanbHo-0bITOBOE 00LLIEHUE
1.1 | MynbTuMenuiiHas npe3eHTanus Kypca 2
[enu u 3amaun Kypca. Tembl Kypca. 3HaHUS ¥ HaBBIKU. TpeOoBaHUs K
3HAHUAM CTYAEHTOB. Tekymuii KOHTPOIb. O3HAKOMIIEHUE C TPYIIION
U Ollpe/ieJIeHHe YPOBHEN MOJITOTOBKY MO HHOCTPAHHOMY SI3BIKY.
1.2 | JInyHOCTHBIE XapaKTEPUCTHKH CTyIeHTa. buorpaduyeckue cBeneHus, 2 8 OcHh. YCTHBII
yBJICUCHHS, XapakTep, Xo00u. Hanmcanue pesrome. [1,3] ompoc
1.3 | Curyauuu ObiToBOTO 001IeHUS. [IyTemecTBue: a3ponopT, BOK3all, 2 Och. YCTHBIN
TOCTHHUIIA, TAKCH. [3] onpoc
1.4 | Curyauuu ObrToBOro 061IeHus. [lokynku. Mara3uHsl. 2 Och. YCTHBIN
[3] onpoc
15 Curyanuu OsiToBOTO 001IeHMs. Harmonanenast kyxss. B pecropane. ) Och. YCTHBIN
) [2,3] orpoc
16 Curyanuu ObITOBOTO 00IICHHS. Y Bpaya. 2 Och. YCTHBIN
) [3] orpoc
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2. ConuoKyJbTypHOE 00LICHUE

71 Pecny6sinka benapyce. HanmonanbHast KyJibTypa U IIEeHHOCTH. 4 Ocmn. YCTHBII
) [2,3] onpoc
2.2 | Pecny6nuka benapyce. HantmonanbHble TpaJuluy U Mpa3aHUKH. 4 Ocmn. YCTHBIN

[2,3] onpoc
2.3 | Pecny6nuka benapycek. HanmonanbHbli xapakTep ¥ UICHTUYHOCTbD. 4 8 Ocn. TECT
[3]
2.4 | BenukoOpurtanusa. HannonanbHast KyibTypa ¥ LIEHHOCTH. 2 OcHh. YCTHBII
[2] onpoc
2.5 | BenukoOpurtanusa. HannoHanbHble TpaguuK U IPa3THUKH. 4 OcHh. YCTHBII
[2] onpoc
2.6 | BenukoOpurtanus. HanmnoHanbHBIN XapakTep U UAEHTHYHOCTh 4 8 OcHh. TECT
[3]
2.7 | CIHA HaumoHanbHas KyJbTypa U LIEHHOCTH. 2 Och. TecT
[3]
2.8 | Jlexcuko-epammamuyueckas paboma 2
Hroro 3a 1 cemectp 62 yacos 38 24 3auer
2 cemecTp
2.9 | CIHA. HaunoHanbHbIe TPAOULUHU U IPA3THUKH. 4 OcH. YCTHBIN
[3.4] onpoc
2.10 | CIIA HanuoHanbHBIN XapaKkTep U HAEHTUYHOCTD. 4 8 Ocmn. YCTHBII
[1,3] onpoc
2.11 | CounoKynbTypHBIH TOPTPET COBPEMEHHOM MOJIOJIEHKHU. 4 Och. YCTHBIN
[1,2] onpoc
2.12 | TexHu4ecKui mporpecc v IKOJOTUYecKasi KyJiabTypa. 4 Och. YCTHBIU
[2,3] onpoc
2.13 | 3nopoBblit 00pa3 KU3HU 6 2 Horm. YCTHBIU
[2] onpoc
3.ConnajabHO-IOJUTHYECKOE 00IeHne
3.1 | Peciy6onuka benapych. [Tonutrdeckoe ycTpoMCTBO U COITUATBHO- 4 5 OcH. TeCT
HOJUTUYECCKUNA TPOPHITB. [2,3]
3.2 | BenmukoOputanus. [Tomuruueckoe yCTpOHCTBO U COMAIBHO- 4 5 Hor. TeCT

HNOJUTUYECCKUNA IPOPHITB.

[3]
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3.3 | CHIA IMonmutnueckoe yCTPOUCTBO U COMMAIBHO-TTOJIUTUYECKHI TPO- 4 5 Jor. TeCcT
bub. [1,3]
3.4 | O6G30pHOE 3aHsATHE. 2 Ocmh.
[3]
3.5 | Jlexcuxo-epammamuueckas paboma 2
Hroro 3a 2 cemecTp 63 yacon 38 25 3a4eT
3 cemecTp
II.Moaynb npogeccHOHATBHOr0 O0IIEeHUs
Jnst cnenmanbHocTH «/{uzaiitn (Kocmroma u mKaueit))
4. YuyeOoHO-nIpodeccHoOHATBbHOE 00IIeHne
4.1 | Mos Oynymas mpodeccust 2 Och. YCTHBIHN
[2] onpoc
4.2 | ®unocodus quzaiiHa 2 OcH. YCTHBIU
[1,4] onpoc
4.3 | Ju3zaiin kak mporecc 2 OcH. YCTHBIHN
[1,4] onpoc
4.4 | Nuzaitnep 2 12 OcH. YCTHBIN
[2,4] onpoc
4.5 | DneMeHTHI AU3aiiHa 4 OcH. YCTHBIN
[4] onpoc
4.6 | [IpuHiMnel AU3aitHa 4 OcH. YCTHBIN
[1,4] onpoc
4.7 | CTuiam onexabl 4 20 OcH. YCTHBIN
[1,4] onpoc
4.8 | DBOIIOLUS OIEXKIBI 4 OcH. YCTHBIN
[3.4] onpoc
4.9 | IlIBeiiHasi MPOMBIILIIEHHOCTh 4 Jorm. YCTHBII
[2.,4] onpoc
4.10 | Jlexcuxo-epammamuueckas paboma 2
Hroro 3a 3 cemectp 62 yaca 30 32 3a4yer
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4 cemecTtp

5. IIpousBoaCTBEHHOE 00IIEHNE

5.1 | Ucropust ogexabl. AHTUYHBIE BpeMEHA 4 Och. YCTHBIN
[1,4] onpoc

5.2 | Ucropus onexabl. CpegHue Beka 4 Och. YCTHBIU
[3,4] onpoc

5.3 | Ucropust onexabl. Bek peneccanca u 6apokko 4 Och. YCTHBIHN
[2,4] onpoc

5.4 | Ucropus onexanbl. 18-19 Beka 4 7 Horm. YCTHBIN
[1,4] onpoc

5.5 | Ucropus oaexabl. 20 Bek 4 7 Hor. YCTHBIN
[1,4] onpoc

5.6 | uzaitH ogexK bl 4 OcH. YCTHBIN
[1,4] onpoc

5.7 | CoBpeMeHHass MUpOBas MOJia 4 7 OcH. YCTHBIN
[2,4] onpoc

5.8 | Jlexcuxo-epammamuueckuii mecm 2

IloaroroBka K 3K3aMeHy 12
Hroro 3a 4 cemecTp 63 uaca 30 33 IK3aMeH
Hroro: 250 yacos 136 114
3 cemecTp
II.MoayJb npogeccCuoOHAIBHOT0 00LIEeHUSs
Jast cnenuanbHoCcTH «/[uzaiin (npeomemuo-npocmpancmeeHHoll cpeovl))
6. YueOHO-nIpodeccuoHaATbHOE 00IIeHHE

6.1 | Mos Oyayuras npodeccust 2 Och. YCTHBIHI
[2,3] onpoc

6.2 | ®unocodus qu3aitHa 2 OcHh. YCTHBII
[1,4] onpoc

6.3 | Jlu3aiiH Kak mpoiiecc 2 Jor. YCTHBIHI
[2,4] onpoc
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6.4 | luzaiinep 2 12 Jor. YCTHBIN
[3,4] onpoc

6.5 | DneMmeHTHl TU3aliHa 4 OcH. YCTHBIN
[1,4] onpoc

6.6 | [IpuHuunel qu3aiiHa 4 OcH. YCTHBIN
[2,4] onpoc

6.7 | Jlu3zaiiH uHTEpHEpA 4 20 OcH. YCTHBIN
[1,4] onpoc

6.8 | Ucropusa nuzaiina MHTEpbEpA 4 Ocmn. YCTHBII
[1,4] onpoc

6.9 | Beloaromuecs qu3aiiHepbl 4 OcH. YCTHBIN
[3.4] onpoc

6.10 | Jlexcuxo-epammamuueckas paboma 2
HTroro 3a 3 cemecTp 62 yaca 30 32 3avyer
4 cemecTp
7. IIpou3BOACTBEHHOE O0LIEHHE

7.1 | Ctunn nuzaiina uatepbepa. HepopmanbHblii. 2 Ocmn. YCTHBII
[1,4] onpoc

7.2 | Ctunn nu3aiina uatepbepa. OpunuaabHbIA. 2 Ocmn. YCTHBII
[2.,4] onpoc

7.3 | Ctuin nu3aiiHa uHTEepbepa. COBPEMEHHBI. 2 7 Ocmn. YCTHBII
[1,4] onpoc

7.4 | Crunu au3aiina uatepbepa. TpaauiuoHHBIN. 2 Och. YCTHBIN
[1,4] onpoc

7.5 | Crunu qu3aiina unrepbepa. Opaniry3ckuil. 2 Och. YCTHBIU
[2,4] onpoc

7.6 | Ctunu au3aiina uatepbepa. TOCKaHCKUH. 2 Och. YCTHBIHI
[1,4] onpoc

7.7 | Crunu qu3aitHa unrepbepa. lIBenckuil. 2 Och. YCTHBIU
[3.4] onpoc

7.8 | Ctunu au3aiina unrepbepa. [lapmxkckuil. 2 Och. YCTHBIN
[4] onpoc
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7.9 | Ctunu qu3aiiHa uHTEephepa. JlepeBeHCKui. 2 7 Och. YCTHBIN
[4] onpoc
7.10 | Crunu nuzaiina uatepbepa. «lloa crapuny». 2 OcH. YCTHBIN
[4] onpoc
7.11 | Ctunu nu3aiina uHTEphepa. TponuuecKui. 2 OcH. YCTHBIN
[1,4] onpoc
7.12 | Crunu nu3aiiHa uHTEphepa. BectepH. 2 OcH. YCTHBIN
[2,4] onpoc
7.13 | Ctunu au3aiina unrepbepa. HoBble TeHaeHIIUN. 2 7 OcH. YCTHBII
[1,4] onpoc
7.14 | Iu3aiid B UICKYCCTBE. 1 Ocmn. YCTHBIN
[3.4] onpoc
7.15 | luzaiiH B apXUTEKType 1 Ocmn. YCTHBIN
[4] onpoc
7.16 | Jlexcuxo-epammamuyeckuii mecm 2
IToaAroToBKa K 9K3aMeHY 12
Hroro 3a 4 cemecTp 63 yaca 30 33 IK3aMeH
Hroro: 250 yacos 136 114
3 cemecTp
II.Moayab npogeccHOHAIBHOr0 O00IIeHUSsI
Js cnenuanbHocTH «/Ju3aiin (6upmyanvnoii cpeowt)»
8. YueOHo-npodeccuoHanbHoe o01IeHUE
8.1 | Mos Oymymias npodeccus 2 Jor. YCTHBIN
[2] onpoc
8.2 | ®unocodus nuzaitHa 2 OcH. YCTHBIN
[2,4] onpoc
8.3 | JIuzaiiH kak mpoiiecc 2 OcH. YCTHBIN
[1,4] onpoc
8.4 | Huzaiinep 2 12 OcH. YCTHBIN
[3.,4] onpoc
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8.5 | DnemMeHTHI qU3aiiHa 4 OcH. YCTHBIN
[1,4] onpoc
8.6 | IlpuHiumbl qu3aiiHa 4 OcH. YCTHBIN
[1,4] onpoc
8.7 | KomnbroTepHbIN qu3aiiH 12 20 OcH. YCTHBIN
[3.,4] onpoc
8.8 | Jlekcuko-rpamMmarmdeckast pabora 2
HTroro 3a 3 cemecTp 62 yaca 30 32 3avyer
4 cemecTtp
9. IIpousBoacTBEHHOE O01LIEHHE
9.1 | KoMnbroTepHbIE€ MPOrpaMMBbl JJIsl BUPTYaIbHOIO U3aliHA 28 21 OcH. YCTHBIN
[3.,4] onpoc
9.2 | JlekcuKO-rpaMMaTHYECKUI TECT 2
IloaroroBKa K 3K3aMeHy 12
HTroro 3a 4 cemecTp 63 uaca 30 33 IK3aMeH
Hroro: 250 yacos 136 114
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1. benneuxas, M. E. Ilpaktuka muchMeHHOU aHrIuiicko peun = Practice of
written English: mocoOue nnst ctynentoB By3oB / M. E. benneukas; non penakiueit P.
K. ®acrogen. — uza. 2-e. — Munck: Terpa Cuctemc, 2011. — 160 c.

2. Ipo3noB, M. B. Anrmumiickuii s3bIK B CpeACTBaX MaccOBOW HWH(pOpMAIUU:
yuebHnoe mocodue / M. B. [Ipo3aos, 1. H. Ky3emuu. — Munck: M3natenscTBo ['peBiioBa,
2011.-256c.

3. MucyHno, E. A. [lepeBoa aHTTTUHCKOTO SI3bIKA HA PYCCKUMN: MMPAKTUKYM: y4eOHOE
nocooue / E. A. Mucyno, U. B. lllabneiruna. — 2-e u3a., nomn. — Muack: Asepcas, 2013.
—256c¢.

4, C60pHI/IKI/I AYTCHTHUYHBIX TCKCTOB I10 CIICHIUAJIBHOCTAM.

NEPEYEHD JOIOJHUTEJBHOM JUTEPATYPHI

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

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

3. @acrosen, P. B. IlpakTtuka anrnuiickoit peun = English Speech Practice: 1-it
Kypc: yuyeOHoe mocobue Ijsi CTYJIeHTOB crennanbHOCTH «COBpEMEHHbIE HHOCTPAHHBIE
si3pikn» / P. B. ®@acrosern [u ap.]. — Munck: Terpa Cuctemc, 2011. — 480 c.

4. dacrosern, P. B. Ilpaktuka anrnumiickoit peun = English Speech Practice: 2-ii
Kypc: yueOHoe mocoOue st CTyACHTOB cnenuaibHOCTH «COBpEMEHHbIE HHOCTPAHHbIE
s3pikn» / P. B. ®@acroser [u ap.]. — Munck: Terpa Cuctemce, 2011. — 400 c.

5. XBemuens, JI. B. 'pammaTuka anriuiickoro si3eika / JI. B. XBeguens. — MuHck:

N3parensctBo I'peBiioBa, 2013. — 480 c.
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KomnbrorepHbie cpeacTsa 00yueHust

HamMeBnoBaHHE IPOrpaMMHOIO

Bun NPOAYKTA Ha3HaueHUe
Kommerorepnas |[«Reward InterN@tive» PIIEKTPOHHBIN yueo-
nporpaMma Macmillan Publishers Limited HUK
Kommetorepnas |«English Platinum» TOO «MyneTi-  |00y4aroriast mporpam-
nporpaMma Meana TexHonorum Ma
Kommerorepnas |«IIpodeccop Xurruuc. AHramiickuii — [00ydJaroiasi mporpam-
nporpaMma 6e3 aknenral!y. HUII «Istrasoft» Ma
Kommerorepras |[EBC (English Business Contracts) oOyuarolasi mporpam-
Iporpamma TOO «Meamnaxaycy Ma
Kommerorepnas |«LingoFox» , Hot Potatoes WHCTPYMEHTAJIbHAS TIPO-
npoTpamMmMa rpaMMBI 1715 CO3aHus yIi-

paXHEHUH U TECTOBBIX 3a-
TaHu’

WNurepHeT-cant

www.wikipedia.org (aHrIMACKUN
SI3BIK)

OHIMWKIIOIICAUA

WNuTepHer-cait

www.britanica.org (aHMIUHCKUIA
SI3BIK)

OHIHKIIOIICIHA BpI/ITaHI/II/I

WNurepHeT-cant

www, englishclub.net (anrnuiickuit
SI3BIK)

o0yyJaroIye TeCTbl

WuTepHer-cait

www.english-to-go.com (anrmmiicKmii
A3BIK)

UH()OPMAIIMOHHBIN CaiiT
JUISL CAMOCTOSITETIbHOU
paboTHI

WNurepHer-cant

www.globalenvision.ore (aHrmi-
CKUH SI3BIK)

MHGOPMAIIMOHHBIN CalT
JUIS1 CAMOCTOSITENBHOM
paboTHI

Wurepuer-caiir

www.Irs.ed.uiuc.edu/Impact/ (anr-
JIMICKUI SI3BIK)

MH()OPMAITMOHHBIN CalT
JUISL CAMOCTOSITENTbHOM
paboThHI

Komnerorepnas
porpamma

MynpTrMenuitHas pe3eHTalus
Kypca
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TPEBOBAHMS K BBIITIOJIHEHUIO

CAMOCTOSTEJBHOM PABOTHI CTYJEHTOB

Ne | Hazanue pasgena, | Kois-Bo 3ananue ®opwma BeI- | Llenp u 3a-
/T | TEMBI 4acoB TOJTHEHUS nada CPC
Ha CPC

1. | CounananHo-0bITOBOE 8 XBemquens, JI. | Ilogroroekau | ®dopmuposa-
o01eHue B. FpaMMaTHKa BBINIOJIHEHUE HHUE UHTEpeca
JInuHOCTHBIE XapaKTe- AHTIHHCKOTO npakTu4e- K yueOHO-
PHCTHKH CTY/IEHTa. aseka [/ JL B, | CKux 3a1aHui MO3HABATE b~
Buorpaguveckue cBe- X B HOM ICATEIb-
JICHUSI, YBIICUCHUS, Xa- BOAYICHA. HOCTH.
pakrtep, xo00u. Haru- Munck:  M3na-

CaHue pe3roMe. TenbCTBO I'pes-
nosa, 2013. —
480 c.
I'n.1, c.6-11, ymp.
1-22
Cocrasnenue pe-
3I0ME.

2. | CounoryabTypHOE 8 XBemquens, JI. | Ilogroroskam | ®opmuposa-
o0menne B. I'pammaTuKa | BBINOIHEHHE | HHE HHTEpeca
Pecny6nuka benapycs. AHITIAHCKOTO npaKTHye- K y4eOHO-
Hanvonaneueii  xa- CKHUX 3a/laHuil | IO3HaBaTElb-

s3eika / JI. B. y
pakTep W  WJICHTHY- HOM JesITelb-
HOCTb. XBeUCHSL. - HOCTH.

Munck: H3pa-

TEJIbCTBO I peB-

nosa, 2013. —

480 c.

I'n.3,c.34-38

3 CouunokyasTypHoe 8 The World [TogroroBka u | PopmupoBa-
o0ImeHune Encyclopedia BBINOJIHEHWE | HHE UHTEpEca
BGJII/IK06pI/I’£aHI/I5I. Ha- (International) TpaKTHYe- K yueOHO-
OAOHAJIPHBIN XapaKTep ) CKHUX 3aJJaHUN | TI03HABATENb-
Y UJAEHTUIHOCTh M. Volume 13. HOM JesTelb-

— USA: World HOCTI.
Book

International. —

766 p. T'n.6
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CounokyJabTypHOE
odIeHue

CIHIA HamnonannHBIN
XapakTep U UISHTUY-
HOCTb.

The World
Encyclopedia
(International).
M. Volume 13.
— USA: World

Book

International. —

766 p.Tn.8

ITonroroBka u
BBIIOJTHEHNE
paKTuye-
CKMX 3aJIaHuH

OO0yuenue oc-
HOBaM CcaMo-
CTOSITETIBHOTO
TUTAHUPOBAHUS
U OpraHu3aIuH
COOCTBEHHOTO
y4ebHOro Tpy-
hitc}

CoumoxkyJabTypHOE
o01eHue

310poBBIN 00pa3 KU3-
HU

dacroser, P. B.
[IpakTuka aHr-
JUUCKOW  peuun
= English
Speech
Practice: 1-i1
Kypc: ydeOHOe
mocooue  UIA
CTYJIEHTOB CIi€-
IIUATBHOCTH
«CoBpeMeHHbIE
WHOCTpPAHHBIC
s3eiku» / P. B.
dacrtoBen,  [m
ap.]. - MuHCK:
Terpa Cucremc,
2011.-480c.
I'n.4,c.52-61

IToaroroska u
BEIIIOJIHEHHE
paKTuye-
CKMX 3aJIaHuH

OObyuenue oc-
HOBaM CaMo-
CTOSITETIBHOTO
TUTAHUPOBAHUS
W OpraHu3alum
COOCTBEHHOTO
y4ebHOro Tpy-
na

ConuajbHo-
MOJIMTHYECKOE 0011e-
HUe

Pecny6niuka benapyce.

ITonutrueckoe yct-
POMCTBO U COIUAIIBHO-
MOJINTUYECKUI TTPO-
b,

XBemuens, JI.
B. I'pammaruka
aHTJIMHUCKOTO

s3pika / JI. B.
XBeaueHs. —
Munck: HW3na-
TEJIBbCTBO [ peB-

moBa, 2013. —
480 c.
1.3, c.46-52

IToaroroska u
BBIIOJTHEHNE
paKTuye-
CKMX 3aJIaHuH

OObyuenue oc-
HOBaM CcaMo-
CTOSITEIIBHOTO
[UTAHUPOBAHUS
U OpraHu3aIuu
COOCTBEHHOTO
y4ebHOro Tpy-
na
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7 | CounanbHo- 5 The World | Hoaroroska u | Passutue mno-
NOJIHTHYECKOe 001Ie- Encyclopedia BBIINIOJIHEHHUE | 3HaBaTEJbHBIX
HHe : - i
(International). [paKTIe- CIIOCOOHOCTEN
Benuko6putanns. Ilo- CKHUX 33JIaHUIl | U OCBOEHHE
y M. Volume 13.
JUTHYECKOE YCTPOUCT- HpUEMOB TPO-
BO M COLMANIBHO- — USA: World mecca mosHa-
HOJUTUIECKHUH Mpo- Book HUSI
unb. International. —
766 p.
I'n.6
g | Counanapno- 5 The World ITogroroBka u | Pa3ButHe no-
EEJ;HTH‘IBCKOE ooure- Encyclopedia BBITIOJTHEHHUE 3HaBaT66nLHI>DU<
. npaKkTHye- criocoOHoCTeH
International). y
CIIA ITonutnueckoe 1(\/[ Vol ) ; CKHX 3aJaHuil U OCBOEHHE
YCTPOWCTBO U COLH- - volume 15. MPUEMOB MPO-
AIBHO-TIOJIUTUYECKHI — USA: World 1ecca mo3Ha-
IpOQHUIIb. BooklInternation HHS
al. — 766 p.T'n.8
9 | YueGuo- 12 COopHHKH  ay- | [ToarortoBka u | Pasputue mo-
npodgeccuoHaIbLHOE TEHTUYHBIX BBHITMIOJTHEHNE | 3HABATEJIbHBIX
;&1;1:;}11:; TEKCTOB mo | TPaKTiie- CriocoOHOCTEMH
CKHUX 33JIaHUIl | U OCBOEHHE
cIIeIuajabHO- a
I MIPUEMOB TIPO-
CTsM. CpeBOA 1ecca rnosHa-
TCKCTA. HUSL
10. | Yueono- 20 COopHuku ay- | [oarotoska u | YriiyGnenue u
npogeccuoHaIbHOE TEHTUYHBIX BBINIOJIHEHNE | pAaCIIMpEHUEe
o0menne TEKCTOB mo | TpaKTmie- npodeccuo-
CIICHATLHO- CKUX 3aJlaHUll | HaJbHBIX 3HA-
s cnenranbHOCTH o HUU 1O U3y-
«JTuzatin (kocmroma u cram. Ilepeon qaeMOi JTHcC-
mkareti)» CTHIN oj1e- TEKCTAa. Co- [UTUTHE

KABI.

JI1s1 crienuanbHOCTH
«/[uzaiin (npeomemno-
NPOCMPAHCMEEHHOU
cpeovt)y Jlnzaiia uH-
Tepbepa.

Jls cnennanbHOCTH
«/uzaiin(supmyanvroti
cpeowt)» Kommprotep-
HBIA JU3aiH

CTaBJIeHHE BO-
POCOB.
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11 | Hpoussoacreennoe COopauku ay- | I[loaroroska u | Yriybnenue u
oﬁme}me TEHTUYHBIX BBIIIOJIHCHUC pacuIMpeHuC
TEKCTOB mo | TpaKTHye- npodeccuo-
Jist ciequanbHOCTH CKHUX 3aJIaHuil | HaJbHBIX 3HA-
«Husatin (kocmioma u CrenaIsHo- HUU 110 U3y-
mxaneti)» Uctopus cram. Ilepeson yaeMoi Juc-
omexbl. 18-19 Beka. TEKCTA. Co- [UTUIAHE
CTaBJICHHUE BO-
Hnst CreLHaNbHOCTH TIPOCOB.
«/[uzaiin (npeomemno-
nPOCMPAHCMEEHHOL
cpeow)y Ctunu 1u-
3aifHa uarepnepa. Co-
BPEMEHHBIN.
Jlis cnenuanbHOCTH
«/uzaun(eupmyanvhoti
cpeowi)» Kommbrorep-
HBIE POTPAMMBI JUIsI
BUPTYaJLHOTO JIU3aiiHa
12 | IIpon3BoacTBEHHOE COopuuku ay- | I[logrortoka u | Yriay6ienue u
odueHme TEHTUYHBIX BBINOJIHEHHE | PACLIMPEHHE
TEKCTOB mo | Tpakruye- npodeccuo-
Ji1st ciennanbHOCTH CKHUX 3aJJaHAN | HaJbHBIX 3Ha-
«/[uzaiin (kocmiwoma u CHCIHATIBHO- HHU 10 U3y~
mxaneii)» Uctopus crsiM. Ilepeckas 4aeMmoii auc-
onexnapl. 20 Bek. TCKCTAa. LUIUIAHE
Jl1s cnennanbHOCTH
«/[uzaiin (npeomemmo-
nPOCMpPAHCMEEHHOU
cpeowt)y Ctunu 1u-
3aiiHa uHtepbepa. Jle-
PEBEHCKHIA.
JI1s1 crienuanbHOCTH
«/[uzatin(eupmyanvroti
cpeowt)» Kommbrotep-
HBIE POTPaAMMBI ISt
BUPTYQJIBHOTO JIM3aliHa
13 | IIpon3BoacTBeHHOE COopuuku ay- | [Togroroska u | Yriybnenue u
odmeHue TEHTUYHBIX BBIIIOJIHCHUEC pacupeHue
TEKCTOB mo | TpakTuye- npodeccro-
JJ1s cienuanbHOCTH CKHUX 3aJaHAN | HaJbHBIX 3HA-
«/uzauin (kocmoma u CHCHHAIbHO- HHU 10 U3y~
mxaneii)» COBpeMeH- crsiM. Ilepeckas YyaeMoii auc-
Hasi MEPOBasi MOJIA. TEKCTA. [UTUTIHE
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Jlna cnenuanbHOCTH
«/[uzaiin (npeomemmo-
NPOCMPAHCMEEHHOU
cpeovt)y CTumm 1u-
3aiiHa naTepbepa. Ho-
BbIC TCH/ICHIINY.

Jls cnenuaibHOCTH
«/[uzaiin(supmyanvHoti
cpeowt)» Kommprotep-
HbIE IPOTPaMMBbI JJIs1
BUPTYaJILHOTO AM3aiiHa

75




[TPOTOKOJI COTJIACOBAHU S YUEBHOM ITPOTPAMMEI YBO

Ha3Banue nwmc-
IIUTUTHHBI, ¢ KO-
TOpOi TpedyeT-
Csi  corjacoBa-
HUE

Ha3Banue
Kadeapol

[Ipennoxenus o0 wu3me-|Pemenue,
HEHUAX B cojepkaHuu |denpoil,
y4eOHOM MporpamMmbl y4-|y4eOHYyIO

PeXKJICHHS BBICIIETO 00-|yKa3aHWEM JaThl 1 HOMepa
pa3oBaHMsl MO Yy4eOHOM |ITPOTOKOJIA)

JUCTUITIINHE

MPUHITOE Ka-
paspaboTaBIIeii
nporpammy (¢

JIOTIOJTHEHUS 1 UBMEHEHM S K YYEEHOM ITPOTPAMME YBO
Ha 201 /201 yueOHslii rox

NoNe
T

I{OHOJ’IHCHI/ISI 1 U3MCHCHU

OcHoBaHue

YuebHas mporpamma mepecMoTpeHa U 0JI00peHa Ha 3acenanuu Kadeapbl MeKKYIbTYp-
HOM KOMMYHUKaIuu (mpoTokoa No oT 201 1))

3aBenyromuii kKadeapoit

(y4eHast CTereHb, y4eHOe 3BaHHUE)

YTBEPXIAIO

JlexaHn ¢akynbrera

(TIOATTHCH) (N.0.Pamumms)

(ydeHas cTeleHb, yIeHOE 3BaHHE)

(TIOATTHCH) (1.0.Pamunus)
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3.2. IlepeyeHb OCHOBHOM JIUTEPATYPbI
1. beaneukas, M. E. IlpakTtuka mucbMeHHOW aHTiuiickond peunm = Practice of
written English: mocoOue mist crynentoB By3oB / M. E. benneukas; non penakiueit P.
K. ®acrosen. — u3a. 2-e. — Munck: Terpa Cucremc, 2011. — 160 c.
2. JIpo3noB, M. B. AHTuiickuii sI3bIK B CpeJICTBaX MacCOBOM MH(MOpMAIINU: yUueo-
Hoe mocooue / M. B. [po3nos, . H. Ky3emuu. — Munck: M3narensctBo ['peBIioRa,
2011.-256c.
3. Mucyno, E. A. TlepeBoa ¢ aHIMIICKOTO SI3bIKAa HA PYCCKHIA: MIPAKTUKYM: y4eO-
Hoe mocoowue / E. A. Mucyno, . B. llaGasiruna. — 2-e¢ u3a., aomn. — MuHCK: ABEpCaB,
2013.-256c.

4. COOpHUKHN ayTEHTUYHBIX TEKCTOB 10 CIIEIIUATIBHOCTSIM

3.3. IlepeyeHb JONOJIHUTEIbHOM JIUTEPATYPbI

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

2. Industrial heritage: collected papers [of the conference,] Malibor,
20-21 September 2012 / edited by Andreja Rihter. — Beograd: National Archive of
Serbia, 2013. - 79, [2] p.

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

4. @acrosen, P. B. Ilpaktuka anrnwmiickoit peun = English Speech Practice: 1-if
Kypc: ydeOHOoe mocoOue Ui CTYIEHTOB crelraabHOCTU «COBpEeMEHHbIE WHOCTPaHHbIE
s3eik» / P. B. @actosen [u ap.]. — Munck : Terpa Cucremc, 2011. — 480 c.

5. ®acrosen, P. B. [lpaktuka anrmuiickoit peun = English Speech Practice: 2-ii
Kypc: y4eOHOoe mocoOue Ui CTYIEHTOB crelraabHOCTU «COBpEMEHHbIE WHOCTPaHHBIC

si3eikuy / P. B. ®acrosen [u np.]. — Munck : Tetpa Cucremc, 2011. — 400 c.
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6. XBemuens, JI. B. I'pammaruka anrmumiickoro si3eika / JI. B. XBemueHs.

Mumnck : M3narensctBo ['peBrona, 2013. — 480 c.

KomnbrorepHsbie cpeacTBa 00yueHust

Bun

HanMeHoBaHue mporpaMmMHOTo Ha3HAYCHUE

IPOJYKTa
Kommbrorepnas («Reward InterN@tive» HIIEKTPOHHBIN YUeOHUK
porpamma Macmillan Publishers Limited
Kommerorepnas |«English Platinum» TOO «Mynb-  |oOyuarorias mporpamMmma
nporpamMmMa tumeara TexHomorum»
Kommerorepnas |«IIpodeccop Xurrunce. AHMMHACKUH [00ydaroias mporpamMma
porpaMma 6e3 akmenral!y. HUILI «Istrasoft»
Komnrerorepnast [EBC (English Business Contracts)  |oOy4arorias mporpamMmma
porpaMmma TOO «Mennaxayc»
Kommbrorepnast |«LingoFox» , Hot Potatoes MHCTPYMEHTaJIbHAas IPOrPaMMBbI
poTpamma JUISL CO3JTaHUs YIIPAXKHEHUN U

TECTOBBIX 3aJITaHUN

WNuTepHer-caiit

www.wikipedia.org (aHrMicKui
SI3BIK)

OHIUKIIOIIC A

WNureprer-cant

www.britanica.org (aHrIMHACKUI
A3BIK)

SHIMKIIONE M bpuranumn

WNureprer-cant

www, englishclub.net (anrnuiickuit
SI3BIK)

00yJaroIne TeCThI

WNuTepHer-caiit

www.english-to-go.com (anrmmii-
CKHUH SI3BIK)

WHGOPMAIIMOHHBIA CAUT JIIsI
CaMOCTOSITETTHHON pabOThI

WNurepuer-cair

www.globalenvision.ore (aHrmi-
CKHM SI3BIK)

WHGOPMAIIMOHHBIA CAUT JIJIsT
CaMOCTOSITETTHHON pabOThI

WNurepuer-cant

www.Irs.ed.uiuc.edu/lmpact/ (anr-
JIMICKUI SI3BIK)

MHGOPMAITMOHHBIN CalT JIJIs
CaMOCTOSITETTHHON pabOThI

KowmmnbrorepHas
nporpaMma

MynbeTuMenuiiHas TPE3EHTALA

Kypca
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3.4. PeueBble kamiie 1J1s pedepupoBaHusi

H AaHHOTHUPOBAHUA

PedepaT n anHOTaAIUS OTHOCATCA K BTOPUYHBIM JIOKYMEHTAIBHBIM UCTOYHU-
KaM Hay4YHOU MHOpMaluu. ITO T€ JOKYMEHTBI, KOTOpbIE COOOINAlOT CBEJIEHUS O
NEPBUYHBIX JOKYMEHTaX.

CymHocTh AaHHOTHPOBAaHUS M pedepHPOBAHHUS 3aKIIOYACTCS B MaKCH-
MaJIbHOM COKpAIIEHUU 00heMa MCTOYHMKA WH(DOpPMAIMH TTPU COXPAHEHUHU €T0 OC-
HOBHOTO cojepxaHusi. OCyImEecTBIsII KOMIIPECCHIO TIEPBOMCTOYHUKOB, aHHOTAIIHSI
u pedepaT AenarT 3TO MPUHIIUITHAIBHO PA3IMUYHBIMU CIIOCOO0aMU. AHHOTAIUSA (OT
Jar.annotatio — 3aMe4aHue) — KpaTKas XapaKTePUCTHKA COJICp>KaHUsl MpOU3Bele-
HUS nedaty wind pykonucu. OHa npeacTaBisieT co0oil mpeaenbHo CXKaTyro OIuca-
TEJNBbHYIO XapaKTePUCTUKY MEPBOMCTOYHUKA. B Hell B 0000111eHHOM BHI€ PacKpbI-
BaeTCS TeMaTHKa MyOJMKauu 0e3 TOJTHOTO PACKPBITUS €€ CoepKaHus. AHHOTa-
Ul TAeT OTBET Ha BOIIPOC, O Ye€M TOBOPHUTCS B MEPBHYHOM UCTOYHHKE WH(POpMa-
nuu. Pedepar (ot nar. «referoy», 4To 03HaUaET «COOOIIAI0») MPEACTABISET CO0O0M
KpaTKOe M3JI0KEHUE B MUCHMEHHOM BHUJE WU B (popMme MyOIMYHOTO JOKIaaa COo-
JepKaHUsl HAYYHOTO Tpynaa (TPyAOB) JUTEPATYpPhl MO TEME C PACKPHITHEM €ro Oc-
HOBHOT'O COJIEP>KaHUsl 10 BCEM 3aTPOHYTHIM BOIPOCAM, COMTPOBOXKIAEMOE OI[CHKOM
U BeIBoZamMu pedepenTa. OH MOIDKEH JaTh YUTATEII0 00BEKTUBHOE MPECTABICHUE
0 XapakTepe OCBEmaeMOi pabdOThI, U3JI0OKUTh HanOOJee CYIMECTBEHHbBIE MOMEHTHI
ee CoJlepKaHMs.

The article deals with ...

As the title implies the article describes ...

The paper is concerned with...

It is known that...

It should be noted about...
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The fact that ... is stressed.

A mention should be made about ...

It is spoken in detail about...

It is reported that ...

The text gives valuable information on...

Much attention is given to...

It is shown that...

The following conclusions are drawn...

The paper looks at recent research dealing with...

The main idea of the article is...

It gives a detailed analysis of...

It draws our attention to...

It is stressed that...

The article is of great help to ...

The article is of interest to ...

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

The paper deals with ....

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

The experiment (analysis) i1s made ....

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

The data (the results of ...) are presented (given, analyzed, compared with,
collected)

The results agree well with the theory ....

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

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

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

80



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

This method is now generally accepted ....

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

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

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

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

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

The instrument is widely used ....

A brief account is given of ....

The author refers to ...

Reference is made to ....

The author gives a review of ....

There are several solutions of the problem ....

There is some interesting information in the paper ....
It is expected (observed) that ....

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

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

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

It is necessary to introduce ....

It is impossible to account for ....

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

DTO — OTPBHIBOK U3 KHUTH ... (aBTOP) ... O3aryiaBleHHsli ... This is an excerpt

from the book ... by... (en)titled ...
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Ota cTaThs o3aryiaBieHa ... Kaura (MmoHorpadwus) Ha3zBaHa ... PaboTta HOCUT
Ha3zBaHUE ... OTPBIBOK (CTAaThs) MO 3ar0JOBKOM ... DTOT HAYYHBIA JOKJIAX ...
Ot1oT oTpeIBOK ... This article is (en)titled ... The book (monograph) is headed...
The paper bears the heading... The passage (article) under the heading... This sci-
entific report... This excerpt (passage)...

B otpeiBke ananmusupyercs ... B crarbe paccmarpuBaetcs mpobiema... OT-
PBIBOK COACPKHUT KOMMEHTapuH 110... OH(a) coaepxuT onucanue ... OTPBIBOK OC-
BeIaeT JOCTHXEHHS... JloKkiIaa mocBsIieH aHamm3y... B paboTte paccmarpuBaert-
ci... B atom maparpadge — 0630p marepuana .. OH(a) kacaercs ... The passage
examines ... The article deals with the problem of ... The excerpt comments on...
It carries the description of ... The passage covers the state-of-the-art of The report
is devoted to the analysis of... The paper considers... The paragraph reviews
material on... It concerns...

B mepBrix cTpokax maercs ... B ciaemyromem maparpade copepxkurcs... B
cienyroiieM paszene mnpojospkaerca... The first lines give... The following
paragraph contains... The next section goes on with...

ABtOp... (KHura...) HaumHaeT(cs) ¢ aHauM3a ... aHAJIU3UPYET... ONMHUCHIBA-
eT... OTMEYAeT ... pacCMaTPUBAET, OOCYKIAET ... MPEJCTABIISET..., CONCPKUT OT-
YeT 0... IMOKa3bIBACT, WILTIOCTPUPYET ... MOKA3BIBACT TPaUUCSCKH ... IEMOHCTPH-
pyer oOpamaeT Halie BHHUMaHue Ha ... moapobHo obcyxmaer... The
author/writer... (The book... ) begins with the analysis of .... analyzes, examines...
describes ... points out ... considers, reviews, discusses... presents..., reports on...
shows..., illustrates... shows by graphical display... demonstrates ... draws our
attention to gives a thorough treatment of ... gives a thorough consideration of...

NOJIPpOOHO paccMaTpUBAET ... Pa3MBIIUIAET O TOM, YTO COCPEJOTOYHMBAET
BHUMAaHUE HA .... TIOYCPKHUBACT ... MOJAPOOHO aHAIM3UPYET ... MPeJIaracT HOBYIO

KOHICIIWK ... IMperaract HaM pacCMOTPETh ... IMpCIaracTt... BBIIABUTACT
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UJICIO... BBICTYMACT C UJECH O TOM, YTO ... BBOJUT IOHATHUE ... YIIOMUHAET O TOM,
9TO ... KacaeTcs BOIPOCA... KPAaTKO OMKCHIBACT. .. JACT MPUMEPHOE MPEICTABIICHUE
0... 3aIIMIIAET, BEICTYNAET 3a / MPOTUB BHICKA3bIBACTCSI B MOJIB3Y... MOICPKUBACT
... CTaBHUT TOJl BOMIPOC, KPUTHKYET... OCYXkIAeT, OTKA3bIBAECTCS OT ... BBICTYIAET C
BO3PaKEHUSMHU MPOTHUB. .. HACTPOEH MPOTHUB. .. IPOJOIKAET ... MPOJOJIKAET MBICIb
0 TOM, 4TO ... IPOJODKAET PA3BICHSITH ... TIOJBOJAMUT UTOT ... JCIIACT 3aKIIOUYCHHEC
O TOM, 4YTO ... 3aBEpIlIaeT, BHICKA3bIBasiCh O TOM, 4YTO reasons, hypothesizes,
theorizes that... concentrates on... , focuses on... highlights, emphasizes, stresses,
gives a thorough treatment of ... suggests/proposes a new concept of ... suggests
that we should consider ... proposes, offers ... puts forward the idea of ... comes
up with an idea that... introduces the conception of ... mentions the fact that ...
touches on the issue of ... outlines... gives us a rough sketch of... advocates,
argues for/against ... favours, is in favour of .... supports.... questions, criticizes...
denounces... raises objections against... is opposed to... continues with... goes on
to say that.... proceeds to explain ... sums up, summarizes... concludes, makes a
conclusion that... finishes (by) saying that...

OcHoBHast uzaes... Bompoc/ mpobOnema... Ilpeamer... Tema... MomeHT...
O6cyxnaenne OnbIT... [IpakTudeckuii aHanum3... The main idea... The problem,
issue, matter ... The subject... The topic ... The point ... The discussion ... The
experience ... The case study...

Bompoc, kacatomuiics... 0 TOM, KaK paCCMaTPUBATh... CBSI3aHHBIN C ... KO-
TOPBIH 37I6Ch TIOCTABJICH. .. PACCMATPUBAEMBI 37€Ch. .. MHTEPECYIOIIHNA Hac/aBTOpa

CBSI3aHHBIA C ATUM BOIIPOCOM... KOTOPBIM OCBEMIAETCS B ... Ha TPUMEpE...
uMeroImuii Oonbiioe 3HadeHue... The issue concerning / regarding ... of how to
deal with... associated with... under consideration (here) at (in) hand... in ques-
tion... involving this issue... covered in ... by the example of ... of great im-

portance...
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[Tpobnema oOCykIaeTcs... COCTOUT (3aKII0YAETCS) B TOM, UTO aHATU3UPYET-
CSl ... pacCMaTpPUBACTCS... OCBEIACTCS... 3aTParuBaeTCs... BEI3BAHA ... ONPEICIIs-
eTcsl... O0CyXAaercs... cuuTaercs (Kakoul-Ii.)... 3aciay’KUBAeT PacCMOTPEHUS
OTHOCHUTCS K ... IO BUAMUMOMY, SIBJISIETCS... MOXET OBITh pEIleHa ... ONpeaeser-
cs... The problem is discussed... is... is dealt with... is treated... is covered... is
touched upon... is caused by.. is defined... is discussed... is considered to be... is
worth considering... refers to ... seems to be ... can be solved ... is defined...

B (PU3NYECKOM CMBICIIC/OTHOMIEHUH. .. B YACTHOCTH. .. BKPATIIC... BO MHOTHX
aCTEeKTaX... B COOTBETCTBHH C... B CBSI3U C... B KOHTEKCTE ... B paMKax... TIO3KE ...
B JanbHewIeM ... in terms of physics... in particular... briefly... in many ways
according to... in relation to... in the context of... within the framework of ... later
on ... further on.... Kak BunHO U3 Ha3BaHUs (CTaThH, I71aBbl, OTPHIBKA),... Cys 1o
colepkaHuio (CTaThbu, TJIaBbl, OTPHIBKA),... As the name of the (article, chapter,
excerpt, passage) suggests, ... Judging from the content of this passage (article,
chapter, excerpt) ... .

Cuuraerca (cuurtaroT), 4to ... OT™Medaercs, 4To ... ['OBOpUTCS O TOM, UTO...
[Ipennonaraercs, yro... I[loguepkuBaercs, 4ro... M3 »aToro odyeBuaHo, 4uro... U3
CKa3aHHOTO cienyeT, uTo... It is believed that... It is pointed out that... It is said
that... It is assumed/suggested that... It is stressed that... It appears from this
that... It follows from what has been said that...

MO3KHO caenath BBIBOJ O TOM, YTO... B 3akiltoueHre MOKHO CKa3aTh, 4To...
Mo>kHO 000CHOBAHHO C/IeJaTh BBIBOJ O TOM, 4TO ... Eciu roBoputh kparko... We
may conclude that ... In conclusion one may say that One might reasonably draw

the conclusion that... Briefly speaking.../ To put it briefly...
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I'marosapl ¢ 00IIMM 3HAYEHHEM HCCIIEIOBAHUS:

study — umeet HauboJsiee MIUPOKOE YIOTPEOIECHUE U O3HAYAET «U3ydaTh, UC-
CJIEJTIOBATHY.

investigate — MogUYepKUBaET TIIATEILHOCTh UCCIIEIOBAHUS.

examine — TMOMHMO «H3y4daTh, HCCIIENOBAThY», O3HAYAET «PacCMaTPHUBATD,
BHUMATEJIbHO OCMATPUBATh, IPOBEPSITHY.

analyze — uccienoBaTh, H3y4aTh, aHATU3UPOBATH.

consider — u3y4arb, pacCMaTpUBATh.

['marossl ¢ oOIMM 3HAYEHUEM OTIHCAHUS

describe — onKuCHIBaTh, 1aBaTh OIMCAHHE.

discuss — 06cyx/1aTh OMUCHIBATH (C IEMEHTOM IOJIEMUKH ), U3JIAraTh.

outline — KpaTKO OMKUCKHIBaTh, OMUCHIBATH (B OOIIUX YEPTaX), OUEPUUBATD.

obtain — mony4dats (HauboJiee MUPOKOE 3HAYCHHUE).

determine — onpeaensTh, MOAy4aTh, HAXOAUTH (JTFOOBIM CIIOCOOOM).

find— HaxoauTH, 0OHAPYKUBATB.

establish — ycranaBnuBath, (TOYHO) OmNpenENsITh, (YOSAUTENHHO) TMOKA3bI-
BaTh.

calculate — BBIYMCIATH, MOJACUYUTHIBATH, HAXOAHUTh, ONPEIEISITh BEIUYUHY
(mpu momMoIH apuPMETHIECKUX TCUCTBUI).

compute — MOJACYUTHIBATh, MPOU3BOJUTH YUCICHHBIN pacdeT (4acTo ¢ MoMo-
IIbIO BEIYUCITUTEIILHON TEXHUKH).

estimate — OLIEHMBaTh, MOMY4aTh OLEHKY (B YMCIIaxX), ONPEAeNsiTh, HAXOIUTh
KOJIMYECTBEHHYO BEIIMUUHY.

evaluate — oneHuBaTh (BETMYMHY, KOJMYECTBO, CTENEHb, 3HAYCHUE, POJIb)
OTIPEENATh, BBISICHITh, HAXOIUTH (MPUYUHY SIBICHUHN WA COOBITHIA).

make (undertake, perform) a study — uicciienoBate, U3y4yaTh, aHATH3UPOBATH

carry out an investigation — TpOBOJIUThH UCCIEIOBaHUE
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perform analysis of (on) — mpoBoOAUTH aHATH3

make calculation, estimation, evaluation of (on)... — moacYuTHIBaTh, paccyu-
THIBaTh, JaBaTh OLICHKY, HAXOAWUTh, OTPEICIIATh

make measurements of (on) — U3MepATh, AeNaTh U3MEPEHUS

give description of... — onuchIBaTh, 1aBaTh OMHCAHKUE, PACCMATPUBATH

I'narosibl, KOTOpbIE MOTYT OBITH MOJIE3HbI 1JI5l COOOIIEHUsI 0 TeMe PadoThI:

develop (method, technology, device) — pa3zpabarsiBath (MeTO, TPUOOD)

design (device, scheme) — npoekTupoBath (IpuodOP, CXEMY)

construct, fabricate, create (a device) — U3roTOBIATH, CO37aBaTh, CTPOUTb,

coopyxarthb (mpudop) assemble (device) — cobupats (ripudop)

solve (problem, equation) — pemaTs (3a1a4y, ypaBHEHHE)

make, carry out, perform (experiment, study, work) — mpoBoauTh (AenaTs,
CTaBUTh) OTIBIT

Jist coolieHusi 0 pe3yabTaTax padoThl MOHAT00MATCS CJIEAYIOIIHE CY-
1eCTBUTEIbHbIE:

result (on, of) — pe3ynbTarT;

findings (on, of) — nanHkIe (0, IO OTHOCUTENBHO);

data (on, concerning, as to) — naHHble, CBeIeHUS (0, OTHOCUTENBHO, UYTO Ka-
caercs);

evidence (for, of, on, concerning, that) — gaHHBIC, JOKa3aTeNbCTBA, CBHUJIC-
TEJbCTBA,

fact (of, concerning, that) — daxr.

C BbIIIEyKa3aHHBIMU CYIIECTBUTEILHBIMU MOXHO YIOTPEOUTH CIEIyIOIIHE
TJIaroJIbl:

obtain — mony4ars; give, present, provide — gaBaTh, NPEACTABIATD; report —

coo0Omiath; check, test, verify — mpoBepsaTh; treat — o6pabaTriBaTh; collect — cobu-
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paTh; summarize, sum up — CyMMHpoBath; search for — uckarp; find — HaxXoAUTH;
extend to — pacipocTpaHATh HAa.

JIJis OIIEHKHM KavecTBa MOJyYCHHBIX Pe3yJbTaTOB MOXKHO HCIOJIb30BaTh Clie-
NyIoIlKe MpuiiaraTeIbHble:

simple — nmpocToi;

complicated — CIIOXKHBII;

accurate, exact — TOUHBIH;

excellent — oTIIMYHEII;

good — xopormii;

satisfactory — yJJ0BI€TBOPUTEIbHBIN;

important — CyIIIeCTBEHHBIN, BaXKHBIH;

contradictory — mpOTHBOPEUHBBIN;

convincing — yOeuTeIbHBIN.

[Ipu o6cyxaeHNM pe3yabTaTOB HEOOXOAUMO OTMETUTD, YTO OHH JIal0T, MOKa-
3BIBAIOT, OOBSACHSAIOT ¥ Tp. JIJIsT 3TOM 1MeTu MOKHO HCTOJIb30BaTh TJIATOJBL: show,
indicate, demonstrate — moka3nsIBaTh;

confirm, verify — noATBepKaaTh;

support — moaaepKuBaTh,

to speak in favour — TOBOpUTH B MOJIB3Y;

contradict — MPOTUBOPEUHTH, ONTPOBEPTATH;

prove — J10Ka3bIBaTh.

[Tpu o6cyxaeHnn pe3yabTaToB, MOTYT MOHAJAO0UTHCS CIEAYIONINE JIEKCHUe-
CKUE eVHHUIIBL:

supposition — MpenoI0KeHHE;

assumption — J0MyIIeHHUE;

opinion — MHEHHUE;

idea — mpeCcTaBICHHUE;
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viewpoint — B3TJIs1]], TOYKA 3PCHHS;

correctness — NpaBUIbHOCTD;

previous — npeapIaIyIieH,

NPEKHUH; existing — CyIIeCTBYIOIIUH.

3akia04uTeIbHbIE NPelJioKeHns pedepaToB 4acTO COAEPKAT CIETYIOIIHE
CJIOBA U CJIIOBOCOYETAHMUSI:

conclude — mpuXxoauTh K 3aKJIFOUECHUIO (BHIBOY)

make, draw, reach a conclusion, come to a conclusion that... — memaTte 3a-
KJIFOUEHHE (BBIBOJ) OTHOCUTENBHO. ..

from the results it is concluded that... — Ha OCHOBaHUU MOJTYYEHHBIX PE3YJib-
TaTOB MPUXOUM K BBIBOJIY

it may be noted that — MOXHO OTMETHTBD, UTO...

thus, therefore, consequently, as a result — Takum oOpa3zoM, ciaea0BaTENbHO, B

pe3yibTare
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